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"I am someone W/ho is looking for love.

Real love. . : : :
Ridiculous, inconvenient, consuming,

can't-live-without-each-other l‘VQ.
- Cannie
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ABSTRACT

Sex and the City: A Promotion of Modern American Feminism

Cameron Michael Tufino, B.A. University of the Incarnate Word

The television series Sex and the City (SATC), has left a significant impact on American
society. The show displays this revelation: American women today have many established
cultures of equal worth in male dominated discourses. This thesis explains how the shows
narrative represents and expands feminist ideology in America. By modernizing feminist
discourses, SATC challenges televisual female representation on subject matters including
motherhood, sexuality, marriage, gender identity, and family. Investigating its four protagonists
— Carrie, Charlotte, Miranda, and Samantha — demonstrates how the narrative contributed to the
social movement of feminism. Furthermore, with analyzing its construction and display since the

show began airing, an evaluation of S4TC’s realistic influence on American women may be

considered.

Key Terms: culture, women, feminism, gender identity, relationships, sexuality, family,
first wave feminism, second wave feminism, third wave feminism, marriage, fashion,

television history, HBO, Sex and the City, Carrie Bradshaw, Charlotte York, Miranda

Hobbes, Samantha Jones
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“How

the hell

did we get

Into
this
mess?”’

- Carrie
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Introduction

In Sex and the City’s first scene, a woman through voice over narration tells a story. She
narrates about an English woman just arriving to New York City. Promising ventures are at hand
in her new environment. She meets one of the city’s most handsome bachelors. So far, the
narration reminds one of fairy-tales. The woman has fallen deeply in love, and experiences
magical moments that only conjure from true love. However, her handsome companion decides
not to call her back in upcoming days; those days turn into weeks. Finally, she realizes this
“perfect” man shall never call again. This tale ends with a heart-broken woman left hurt and
alone. Did she cause this turn of events in their relationship? The story ends with the disparaged
woman sharing coffee and telling a girlfriend (the voice over narrator) of such feminine
wrongdoing. And finally, the camera reveals the narrator. The beautiful woman, smoking a
cigarette and listening to her troubled girlfriend’s circumstance, shows no sign of surprise.

Upon its debut in 1998, the HBO series Sex and the City (SATC) delivered a new
constructionist approach’ to American television with a bold protagonist four decades in the
making. Carrie Bradshaw is the woman narrating the unjust story. Carrie (played by Sarah
Jessica Parker) works as a “sex columnist” in New York City. Her column’s narrative revolves
around Carrie and her three girlfriends dating lives. She discusses and examines not just literal
sex, but many ideological differences between genders. The column works as more than
entertainment in creator Darren Star’s fictional world, for it considers the criticism of female
sexuality, oppression of women, and the distance women are from equality in modern times. In
this series, Carrie and her friends do not search for solution to female inequalities; they become
opinion leaders and activists for real American women in discovering the solution.

Sex and the City exemplify how television impacts society. In the pilot (first) episode

“Sex and the City,” Carrie bluntly asks, “How the hell did we get into this mess?” (1:12). A
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profound question she raises indeed to consider in a sexist nation which underwent several waves
of the American feminist movement. Not only is she commenting on her own discourse, but she
is looking at the viewers and wants them to consider an answer. Candace Bushnell, original
author of the New York Observer column which began “in the fall of 1994 (Bushnell, IX) and
later became her anthology of columns asks a different question: “why are we still single” (IX)?
The book offers narrowed perspectives that leave the audience associating their thoughts to that
very question. Through the transformation — column to book to television show — of this
narrative, S47TC journeyed to more expansive themes, expanding the forum of questions relating
to female paradigms.

The many questions from Carrie depicted in its episodes challenge female representation.
Historically, representations of women in the media apply gender-biased positions, consistently
favoring men. Topics concerning female representation in the media include sexuality,
motherhood, career world, friendship and family. Carrie, through voice-over narration?,
chronicles each episode. These 23-44 minute episodes depict the lives of four women in
collective and individualistic capacity. Along with Carrie, the conservative Charlotte York,
durable Miranda Hobbs, and promiscuous Samantha Jones project diversified points of view
indicating how SA7C"s discourse presents separate female identities. This storyline quest® links
the content of SA4TC to the American feminist movement.

Assumptions exist within the subject of men and women’s balance in society. Gerda
Lerner argues in her book, The Creation of Feminist Consciousness: From the Middle Ages to
Eighteen-seventy, men procure a higher political status. They are “‘naturally superior’, stronger,
and more rational, therefore designed to be dominant.” Such a discourse “follows that men are

political citizens and responsible for and represented the polity.” She concludes women in this
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male dominated reality naturally weaker and “inferior in intellect and rational capacities,
unstable emotionally and therefore incapable of political participation.”(4) Women take no
interaction in the political world. Hence, small female impact contributed to history.

Lerner notes such beliefs never found incorporation in natural or societal law. Historians
located “the development of feminist consciousness in the 19% century, coinciding with and
manifested through the development of a political woman’s rights movement” (Lerner 14).
However, Lerner also notes women participated in the imbalance. “In the period when written
History was being created, women already lived under conditions of patriarchy, their roles, their .
public behavior and their sexual and reproductive lives defined by men or male-dominated
institutions” ( Lerner 249). Only in the late 18" century did women begin impacting history.
Efforts contributed from women to establish rightful equality created interesting discourses.

Multiple definitions of feminism circulate in American society. Common attributes lie in
word usage, yet no agreeable definition may be truthfully expressed. Dependent elements such as
culture, socio-economic status, and location create individualistic meanings among people.

Estelle B. Freedman's book, No Turning Back: The History of Feminism and the Future of

Women, offers a definition fitted to American society. She writes:
Feminism is a belief that women and men are inherently of equal worth. Because most
societies privilege men as a group, social movements are necessary to achieve equality
between women and men, with the understanding that gender always intersects with other
social hierarchies (7).
Freedman'’s definition proposes any type of contribution, which equalizes women in
society, conveys activism. For change to proceed, the people of today must act in this social

movement. Contributing to social movements usually mean “people marching in the streets or
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rallving around political candidates. but it may also mean individual participation, such as
enrolling in a women’s studies class or engaging in artistic or literary creativity that fosters social
change” (8) Accordingly. SAT(’s many “authors” engage in the feminist social movement. And
without historical feminist writers, theorists and activists who came before, SATC’s opportunity
to impact society would be limited.

Theorist Charlotte Perkins Gilman serves as an example of contributing to America’s
feminist social movement. A writer of the early twentieth century, whose work features the
“utopian novel” (Freedman 68) Herland® (1915), she interpreted “an all-female world that was
close to nature, balanced, and nurturing, in contrast to men’s violence, competition, and
jealousy” (69). The depiction of what Gilman saw as gender difference proved innovating.
Influence from such feministic works generated young American radicals of the day, who
“chained themselves to the White House fence and survived hunger strikes in jail” (82). Such
activism found results in 1920 when the Nineteenth Amendment passed, and the National
Woman Suffrage Association “confined almost all of its activities to gaining the vote for
women™ (Tong 23). By possessing voting rights, the fight for equality seemed over. However,
that fight had only just begun.

After forty years since achieving voting rights, the generation of the 1960s sought after
more liberation, beginning the second wave of feminism in America. “In order to be fully
liberated, women need economic opportunities and sexual freedoms as well as civil liberties”
(23). Half-way through the decade, organizations formed such as the Women’s International
Conspiracy of Hell (WITCH) to “increase women’s consciousness about female oppression”
(24). Even with efforts growing, gender equality maintained little accomplishment. Women’s

rights still offered little change among the general U.S. population.
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To confirm the little change of gender equality in America during the prominent second
wave feminist era, one may look at the televisual discourses of women. Generalizations of
female roles in society depicted on television limited the expansion of gender equality. An
either-or existence surrounded women in television’s discourse. Beginning as causalities to a
“stay-at-home-mother” (Kutulas 51) and eventually disassociating the role completely into
career-oriented women, the diversity of female representation during the second wave of
feminism experiences backlash in not properly showcasing women’s diversified role. Third wave
feminism, however, broke characteristic flaws of female depiction, and expanded roles for
women. SATC’s episodes were created and originally aired at a critical change in third wave
feminism.

Kristin Rowe-Finkbeiner argues in her chapter “Signs of the Times: Defining the Third

Wave” of her book, The F Word: Feminism in Jeopardy, “real social change is achieved

indirectly through cultural action, or simply carried out through pop-culture twists and
transformations, instead of through an overtly political, electoral, and legislative agenda” (88).
Rowe-Finkbeiner's argument of pop-culture’s ability to actualize social change helps to explain
the impact of SATC’s discourse on society.

Sex and the City abided by and broke many rules in its representation. The semiotics, the
“general approach to the study of signs in culture, and of culture as a sort of ‘language”” (Hall
36), varied the perception of women by challenging the televisual representations of gender
aided from the feminist social movement, which now appear as ancient and outdated. As Julie
D’ Acci suggests in her article “Television, Representation AND Gender,” television creators
[tried] try to unleash the multiplicities in gender that are bound up in the conventional binaries of

male/female, masculinity/femininity, man/woman” (380). S4TC’s four leading protagonists
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support D Acci’s assertion that “innumerable possibilities for individuals and for relationships”
(380) emerge through the lens of theory.

Feminist analysis of representations uniquely positions television in an important role to
changing the way people perceive ideas of women. Rosemarie Buikema suggests “feminist
analysis of representations makes use of the tools of semiotics” (80). She argues: “In short, if a
boy or a girl has had the opportunity to of being someone, she/he has been gendered via the
interpretative frames of symbolic order, that is, the functioning of discursive and visual signs”
(80). These gender differences are “historically constituted” and are “fixed for a determined
period and place” (81). Feminist analysis, according to Buikema, strives to deconstruct the
relationship of signifier and signified, with potential for new relations and understanding of
gender discourses being obtained. In conjunction with this feminist analysis, SATC’s narrative
actively deconstructs the discourses presented of women in the past, and pushes for the
expansion of female roles. Each woman presented in SATC springs from different perspectives,
and that enables semiotic diversity in female representation.

Different identification exists in Sex and the City’s four leads, often conveying distinct
messages regarding female sexuality. The shows “interest in female sexuality, the very aspect
that connects the show to a history of single women, is also the feature of the show that connects
it to a different, and at times competing, way of representing sexuality and liberation” (Gerhard
41). As Gill notes, “the particular mix of styles and their codes of sexual behavior are
characterized by an attitude that places emphasis upon sexual freedom but shies away from
vulgarity and poor taste — profoundly classed attributions” (246). Thus, “many critics and
viewers initially believed that the sex talk was the aspect of the show that was most innovative

and had the most potential to disrupt confining gender constructions” (Gerhard 45). Hence,
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examining Carrie. Charlotte. Miranda and Samantha’s individual content affirms how the show
affects women’s culture.

Sex and the City’s characters display traditional female identification, with a twist.
Charlotte York (played by Kristin Davis) represents a classic “quasi-1950s female persona”
(Lorie 45) dressed in modern day high-fashion whose main goal involves finding the right man
in hopes of marriage. “Although Charlotte is frequently portrayed as a hopeless romantic, she,
too, partakes of many recreational sexual encounters” (Markle 52). In the show’s first season, an
episode six titled “Secret Sex,” “she meets Schmeul, an Orthodox Jewish painter, and they
engage in spontaneous sex on the floor amidst paintbrushes and canvases” (Markle 52).
Traditionally, girls in waiting never venture to sacred realms of satisfaction, but Charlotte
modernizes her classic mentality. Charlotte, even though traditional, empowers herself in well-
timed discourses because of social movements appropriately situated through feminism. She may
be a woman of conservative origin, but the third wave world in which she grew up made her very
aware of women’s history, and she makes no mistake in choosing her prince-charming carefully.
In fact, choice largely informs these women’s actions.

Miranda Hobbes (played by Cynthia Nixon) conveys strength and less vulnerability, a
trait not usually seen in female characters without suffering from a traumatic situation. She
demands equal worth, both in her job and personal life. Interestingly, the show acknowledges a
woman's struggle in the workforce. Miranda, even as a hard working successful lawyer, finds
imbalance. Yet, a chance to negotiate these terms arises, “because negotiation contains within it
a basic form of competition, both males and females in our culture may make the connection that
this consequently cannot be a woman’s domain” (Babcock and Laschever 103). In the series

third season, in an episode titled “Don’t Ask, Don’t Tell,” Miranda tells a potential boyfriend
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that she is a flight attendant and “men respond to her far more enthusiastically than before,
concisely demonstrating the pressure women feel to downplay their accomplishments in order to
protect men” (Babcock and Laschever 104). Abiding in this sexist domain, Miranda victoriously
uses this established identity to her own advantage. She plays with the stereotype of a silly flight
attendant to generate a fair result. Women, unexpectedly, began to see “they” too could benefit
from such stereotypes. Miranda’s realistic portrayal of a woman engaging in a stereotypical male
action of lying about her profession offers viewers a seldom perspective in a weekly TV show.

During the show’s airing, huge audiences followed the girls’ journey because they chose
lives outside stereotyped female destinies. This fact is even more evident in the character of
Samantha Jones ( played by Kim Cattrall) who defies all stereotypes associated with women. Her
character majorly influences ways women view handling sexuality. Samantha “represents the
quintessence of recreational sex. ‘I'm a tri-sexual,’ she announces, ‘I’ll try anything once’ (“Sex
and the City” 1:1) (Markle 52). Helping her up to such standards, Samantha’s sexual partners
included “a Black man, a Brazilian woman, numerous younger men, and her boss...in classic
gender role reversal, Samantha clearly treats her partners as sex objects and openly disdains the
prospect of emotional commitment” (Markle 52). Samantha’s virago lifestyle is essential in
SATC fashioning multiple female identities.

Charlotte, Miranda, and Samantha help the show’s main protagonist, Carrie Bradshaw,
discover the overall nature of men and women, and why differences exist. Carrie plays the key
role in seeking out answers, a rarity in a television series. Almost like a complicated
mathematical problem, Carrie works to differentiate gender roles, believing women can
exemplify power forcefully like men. As Lorie notes, “Carrie’s career as a newspaper columnist

reporting on dating habits of single women in New York City establishes that both her



Tufino 9

professional and her personal life revolve around heterosexual relationships” (44). In many
episodes, “she freely admits that her life has been dedicated to ‘obsessing’ about men by
deciphering their mixed messages and terminology, and interpreting their overall nature” (44).
Her character does not emphasize gender differences as highly as Samantha, but “Carrie’s
analytical and somewhat skeptical nature greatly reinforces an ‘othering’ effect” (44). As the
show’s main character, Carrie’s adventures in romance and how she interprets situations give
direction to a new type of television heroine.

The construction of Sex and the City works to navigate change of women’s roles in
society because of its channel distributor, Home Box Office (HBO). According to Gary R.
Edgerton, “HBO transformed the creative landscape of television during the first decade (1995-
2004) of TV’s current digital era,” (8) accounting for S4TC’s attentive choice of storyline,
production, and character arcs. The channel’s direction derives from network shows, because
“most of the content appearing on HBO draws upon existing television forms, narratives,
aesthetics, themes, and economic and institutional practices in order to articulate HBO’s
difference™ (Santo 24). To indicate difference from other networks, a “branding strategy”
offering “something fundamentally different” from free networks like NBC was needed (31).
HBO established “larger production budgets than its commercial counterparts. ..because it
depends on subscribers rather than ratings...yet overall, in spite of its economic constraints,
when placed side-by-side with the commercial networks, HBO’s structure and philosophy seem
to promote an environment in which creative individuals can collectively express their talent and
inventiveness can flourish” (Kelso 52,53). SATC played an essential role in this branding
strategy, exemplifying how great television series are made. In the process, SATC redefined

televisual discourses of women.
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Considering televisual discourses prior to Sex and the City’s representation of women,
the achievement becomes visible. Through explaining the three waves of American feminism
and the evolution and backlash of its portrayal in television, this thesis will demonstrate how
SATC help produce positive change for women in U.S. culture. The objective here is to convey
how these television portrayals of women are an essential component of the social movement of
feminism. However, what makes SATC’s so relevant today in establishing more equal
representations of women is its popularity. The show “generated enough frenzied interest from
paparazzi, fans, advertisers, and gossip blogs to prove that Sex and the City is still more potent
than one of Samantha’s Flirtinis” (Schartz 24). The phenomenological interest women (and men)

carry in SATC’s narrative will push to more and more significant gender equality in America.



“When
real people

h
fall down they get

In life,

right back up




Tufino 11

Conceptual Framework
Over -Arching Construct

Studying Sex and the City through an interpretive dimension creates gargantuan
discussion. An interpretive exploration “acknowledges the limitations of enquiry and does not
aspire to be all-knowing™ (Stokes 21). Researchers rely on “insight” and “judgment” to
determine their theory (21). Additionally, observing through televisual content, an
“understanding of ideological codes or variables” and “insights into the political use of fantasy
within the context,” Sex and the City successfully “transmits messages concerning female
empowerment” (Lorie 37). Darren Star, the show’s creator, explains one aspect of this
empowerment: the show reminds “that women could not only enjoy sex as much as men, but talk
about it as crassly as men, with lines like ‘is it okay to fuck one guy when you’re pregnant with
another guy’s baby?’” (Weinman n. pag.). Thus, examination of the show from the interpretive
dimension will facilitate a continued analysis of the different messages emerging with SATC.

In this thesis’ literature review, a survey of first, second, and third ‘wave’ feminism in
America will initiate the study. Televisual representation of women in America shall be
discussed also to position its historical relationship to feminism. Moreover, in discussing the
importance and aftermath of HBO's television series Sex and the City as the primary subject, this
report will analyze how the four protagonists (Carrie, Charlotte, Miranda, and Samantha)
essentially characterize third wave feminist representation in its narrative. Through this
explanation, a justification of the importance in producing diversified and realistic female
portrayals in American television shall be established.

The methodology in this thesis shall consist of a Sex and the City episode analysis to

verify how the aesthetics in this televisual narrative represents and modernizes American
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feminism. Furthermore. analyzing results of a survey conducted by the writer will provide

feedback from viewers whose comments will bring these implications of SATC’s impact to a full

circular declaration.

Researchable Question

In what ways do the four protagonists of Sex and the City initiate a social

commentary on the expansion of feminism in the United States?



“When men attempt

bold gestures,

generally 1t's
considered

romantic.

it's often considered

desperate
or

psycho.”

- Carrie
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Literature Review

First Wave Feminism

From the birth of our nation, according to Kristen Rowe-Finkbeiner, a consultant and
researcher in the field of Environmental Policy and Political Strategy, “women pressed for equal
rights... Abigail Adams famously requested that her husband, John Adams, ‘remember the ladies’
while he was drafting the Declaration of Independence in 1776” (20). Still, women “weren’t
considered in that legendary document” (20); more than fifty years would pass before the first
wave of feminism in America began.

Estelle B. Freedman, a founder of the Program in Feminist Studies at Stanford University,
discusses feminist origins. She argues the beginnings of feminism developed with the rise of
capitalism. Described as an enhancement to men’s economic opportunities, women became
defined as their dependents and “new political theories of individual rights and representative
government that developed alongside capitalism extended privileges to men only” (2). Feminist
origins emerged primarily in Europe and North America after 1800 because “capitalism,
industrial growth, democratic theory, and socialist critiques converged” (2). Overtime, feminist
movements emerged globally, and in some way aimed to empower women.

The term. feminism., originated in France as feminisme in the 1880s (Freedman 3).
Combining the French word for woman, femme, and —isme, which referred to social movements,
“feminisme connoted that women’s issues belonged to the vanguard of change” (Freedman 3).
Considered a “controversial” term for correlations with radicalism, the term spread to North
America by 1910 (3).

Iris van der Tuin, a Lecturer in Gender Studies at the Department of Media and Culture
Studies at Utrecht University, argues feminist history is “often characterized as a succession of

metaphorical ‘waves’” (qtd. in Buikema and van der Tuin 10). A “radical position with respect to
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incquality between men and women™ (11) links each wave, however, commonality disappears

when “seen in generational terms” (11). As van der Tuin claims “it is a mistake to believe that

one wave’s strategy is better than the other, because equality did not disappear from the scene

when the first wave came to an end and because there is a radical variant in line with the ‘new’
notions of the 1970s” (12).

First wave feminism was “created around 1900 and was mainly concerned with women’s
right to vote” (qtd. in Buikema and van der Tuin 10). In the beginning stages of first wave
feminism, philosophers John Stuart Mill and Harriet Taylor noted “women needed suffrage in
order to become men’s equals” (Tong 21). According to Rosemarie Tong, a Distinguished
Professor of Healthcare Ethics and Director of the Center for Professional Applied Ethics at the
University of North Carolina, these two thinkers claimed that “the vote gives people the power
not only to express their own political views but also to change those systems, structures, and
attitudes that contribute to their own and/or others’ oppression” (21). The early suffargists, “the
name given to advocates for women’s rights that stemmed from the Latin term suffragium, or
‘vote™" (Rowe-Finkbeiner 21) found influence from early activism in pushing for voting rights
for African Americans. Tong’s research explains how the nineteenth-century U.S. women’s right

movement ties to the abolitionist movement.

Tong claims “when white men and women began to work in earnest for the abolition of

slavery, it soon became clear to female abolitionists that male abolitionists were reluctant to link
the women’s rights movement with the slaves’ rights movement” (21). She adds, “noting it was
difficult for whites (or was it simply white men?) to view women (or was it simply white

women?) as an oppressed group, male abolitionists persuaded female abolitionists to dissociate

women’s liberty struggles from black’s liberty struggle” (21).
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U.S. women attended the 1840 World Anti-Slavery Convention in London and “thought
that women would play a major role at the meeting” (Tong 21). This was not the case at the
convention. Lucretia Mott and Elizabeth Cady Stanton, “two of the most prominent leaders of
the U.S. women’s rights movement” (21), were not allowed to speak. However, this exclusion
motivated them and “vowed to hold a women’s rights convention upon their return to the United
States” (21).

Eight years after, in 1848, “three hundred women and men met in Seneca Falls, New
York, and produced a Declaration of Sentiments and twelve resolutions” (Tong 21). The
Declaration of Sentiments was modeled after the Declaration of Independence, which expressed
the “need for reforms in marriage, divorce, property, and child custody laws” (21). The twelve
resolutions conveyed the need for women to “express themselves in public” (21). Of these
twelve resolutions, the only one “the Seneca Falls Convention did not unanimously endorse was
Resolution 9, Susan B. Anthony’s Women’s Suffrage Resolution: ‘Resolved, that it is the duty of
the women of this country to secure to themselves their sacred right to the franchise’” (22). The
convention delegates feared all resolutions would be rejected if they demanded such a request.

However, with the help of “abolitionist Frederick Douglas,” (22) all proposed resolutions passed

to submit to the White House.

Significant time passed before the feminist suffrage movement reached desired results.
Many activists “suffered for the cause — some were jailed, fined, and endured hunger strikes —
and many participated in marches on Washington™ (Rowe-Finkbeiner 22). The movement was
ground-breaking for women of the 1800s, when “proper women were supposed to be home

‘minding the children,” women took to the streets for the right to vote” (22). In 1872, Susan B.

Anthony even had issues with the law, casting “a legendary (and illegal) vote in New York, and
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was promptly arrested and fined™ (22). Gaining voting rights proved difficult. From 1878, an
amendment for the vote was introduced and defeated each year. Finally in the twentieth century,
the movement acquired desired results.

Alice Paul, a suffrage activist and founder of the National Women’s Party, “organized a
demonstration ten thousand strong at the 1913 inauguration of President Woodrow Wilson to
protest his opposition to women’s voting rights” (Rowe-Finkbeiner 22). After Wilson’s
reelection in 1916, Paul organized picketing outside the White House. Eventually she and other
suffragists were arrested. Paul intensified matters going on a hunger strike. She then “emerged
from jail to picket the White House again — actions that many credit as helping the effort gain
momentum toward final victory in 1920” (22). Thus, the 1920 voting victory becomes a
highlight of first wave feminism.

In summation of this wave, Rowe-Finkbeiner writes: “The first wave of the women’s
movement is significant, however, not only because women obtained the right to vote, but
because their work helped change the perception of women from voiceless dependents to
independent thinkers with a valid voice in shaping the country” (23). However, “women’s roles
in American culture were still restricted” (25). In fact, Rowe-Finkbeiner notes that still
circulating by email today is “The Good Wife’s Guide,” originating in May 1955 (25). Rowe-
Finkbeiner argues the text’s perspective, whether satirical or realistic, “expresses the tone of the
time™ (25), beginning with: “Prepare yourself. Take 15 minutes to rest so you’ll be refreshed
when he arrives. Touch up your make-up, put a ribbon in your hair and be fresh looking. He has
just been with a lot of work-weary people” (25). This paradigm, clearly illustrates that “there was

still much work to be done for women’s equality” (25). The next step for women involved
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“securing access to a career outside of the house, and pursuing economic independence” because

“the doors to professional success and reproductive control had yet to be blown open” (25).
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Second Wave Feminism

Freedman claims the American second wave feminist perspectives were viewed from
“race, class, and gender” (84). The U.S. women’s movement experienced “growing pains in the
decades after suffrage victory” (84). 1930 saw women organizing as “consumers, pacifists,
professionals, and workers” (84). During World War Il in fthe 1940s, they assembled support,
and did not “necessarily demobilize” (84) after. More and more women worked for wages, and
they expanded their union memberships. What furthered the feminist movement, according to
Freedman, related to racial equality movements as well. She writes: “Above all, a movement for
racial justice insisted that white supremacy had no place in the postwar democratic world. When
the U.S Supreme Court struck down the legality of public school segregation in 1954, it ushered
in a revolution in race relations in which women played a central role” (84).

Kristin Rowe-Finkbeiner, who studies women’s activism of 1960s, ‘70s, and early ‘80s
defines second wave feminism, with examples such as Betty Friedan,

who through legislative action and electoral engagement championed many of the

successes we still enjoy today: increased gender equality in the workplace, access to

reproductive health care and sexuality information, and civil-rights legislation that made

discrimination on the basis of sex or race illegal, to name a few. (26)

The 1964 Civil Rights Act showed no improvement for women’s rights. The Act,
“amended with the Title VII provision to prohibit discrimination on the basis of sex as well as
race, color, religion, or national origin by private employers, employment agencies, and unions,”
(Tong 25) failed in gaining gender equality. The act had “established the Equal Employment
Opportunity Commission (EEOC) to hear complaints based on either race or gender” (Freefiman

85); however, the EEOC failed in responding to “sex discrimination complaints” (85). Feminists
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then decided “they needed a political lobby akin to the National Association for the
Advancement of Colored People” (85).

The formation of the National Organization for Women (NOW) in 1966 was “the first
explicitly feminist group in the United States in the twentieth century to challenge sex
discrimination in all spheres of life: social, political, economic, and personal” (Tong 25). Betty
Friedan, a founder and first president to NOW reflected on the court’s refusing to take Title VII
seriously, stating: “The absolute necessity for a civil rights movement for women had reached
such a point of subterranean explosive urgency by 1966, that it only took a few of us to get
together to ignite the spark — and it spread like a nuclear chain reaction” (25).

Friedan, whom also wrote the famous 1963 book, 7} he Feminine Mystique, “touched a
nerve among educated suburban white women” (Freedman 85). With many women who fitted
Friedan’s novel description engaging in NOW, “the organization pledged ‘to bring women into
full participation in the mainstream of American society, now, assuming all the privileges and
responsibilities thereof in truly equal partnership with men’” (85). And while this wave indeed
was fighting for “fundamental rights,” (Rowe-Finkbeiner 26) much criticism came along. “Many

allege that the second wave represented mainly the concerns of middle- and upper-class white

women. and did not focus on the voices, and many issues, of women of color and lower-income

women” (26). When examining Friedan’s highly influential classic, The Feminine Mystique, she

“seemed oblivious to any other perspectives than those of white, middle-class, heterosexual,

educated women who found the traditional roles of wife and mother unsatisfying” (Tong 28).
Essentially. the evaluations of Friedman’s paradigm of women in the novel “are not enough for a

certain kind of woman” (28). Furthermore, “The Feminine Mystique misjudged how difficult it
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would be for even privileged women to combine a career with marriage and motherhood unless
major structural changes were made both within and outside the family” (28).
Nevertheless. NOW’s 1967 Bill of Rights for Women aimed to “secure the same rights
men have,” (25). NOW demanded:
I. That the U.S. Congress immediately pass the Equal Rights Amendment to the
Constitution to provide that ‘Equality of rights under the law shall not be denied or
abridged by the United States or by any State on account of sex,’ and that such then be
immediately ratified by the several States.
I1. That equal employment opportunity be guaranteed to all women, as well as men, by
insisting that the Equal Employment Opportunity Commission enforces the prohibitions
against racial discrimination.
III. That women be protected by law to ensure their rights to return to their jobs within a
reasonable time after childbirth without the loss of seniority or other accrued benefits,
and be paid maternity leave as a form of social security and/or employee benefit.
V. Immediate revision of tax laws to permit the deduction of home and child-care
expenses for working parents.
V. That child-care facilities be established by law on the same basis as parks, libraries,
and public schools, adequate to the needs of children from the pre-school years through
adolescence, as a community resource to be used by all citizens from all income levels.
VI. That the right of women to be educated to their full potential equally with men be
secured by Federal and State legislation, eliminating all discrimination and segregation

by sex, written and unwritten, at all levels of education, including colleges, graduate and
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professional schools. loans and fellowships, and Federal and State training programs such
as the Job Corps.

VII. The right of women in poverty to secure job training, housing and family allowances
on equal terms with men, but without prejudice to a welfare legislation and poverty
programs which deny women dignity, privacy, and self-respect.

VIIL. The right of women to control their own reproductive lives by removing from the
penal code laws limiting access to contraceptive information and devices, and by
repealing penal laws governing abortion (qtd. in Rowe-Finkbeiner 26).

This list of demands from NOW “pleased the organization’s liberal members but
made both its conservative and radical members angry” (Rowe-Finkbeiner 26) for
different reasons. Conservative members “objected to the push for permissive
contraception and abortion laws,” (26) while radical members “were angered by NOW’s
failure to support women’s sexual rights, particularly the right to choose between
heterosexual, bisexual, and lesbian lifestyles” (26).

Such diftering opinions of women, Rowe-Finkbeiner argues, “are representative
of the rifts of that time”... |

as a movement. the second wave generally focused on specific goals relating to
women’s issues, and by large didn’t demonstrate fluidity in looking at other issues

of social hierarchy (race, class, nationality, sexual orientation) through a feminist

lens (27).

Culture has changed because of these efforts. With “severe either/or binary issues,

the perceived modeling on men’s freedoms and expressions, the rejection of labels and

the generational (and racial and class) tensions,” (Rowe-Finkbeiner 31) all have



Tufino 22

contributed in turning feminism “into the ‘f-word’ for many young women” (31). Still,

gender equality was a need in American society.
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Third Wave Feminism

Today in American society, feminism is in its third wave. Kristin Rowe-Finkbeiner’s
compacted explanation of defining this wave simplistically says: “there are many ways to be a
woman” (31). She suggests that America “today lacks a broad-based women’s movement
because we are in a time of ‘postfeminisn,” with the fight for equality and respectful treatment
over and done” (32). Difficultly exists in the broad defining of third wave feminism.

However, to position the third wave in a feminist historical context, an oversimplified

timeline might say that the first wave won the right to vote; the second wave won the

right to enter the professional workforce; and the third wave combines previous efforts,
modified by a woman’s right to choose what works best for her — either ‘traditional’

female roles, ‘nontraditional’ roles, or a combination of the two (Rowe-Finkbeiner 90).
Third wavers appear to be “feminist sponges” (Tong 284), with willingness “to absorb some
aspects of all the modes of feminist thought that preceded the third wave’s emergence on the
scene” (284).

Interest in understanding how “gender oppression and other kinds of human oppression
co-create and co-maintain each other” (Tong 285) is part of the third wave paradigm. However,
“third wave focuses more on female empowerment than male oppression, and it’s a more
sexually and racially diverse movement than its predecessors” (Rowe-Finkbeiner 90). Third
wave feminists emphasize “that women and feminists come in many colors, ethnicities,
nationalities, religions, and cultural backgrounds” (Tong 285). And while third wave feminists

thought attention to female difference was now on the “right track,” (285) “it is also empirically

and conceptually challenging” (285).
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A separation of “specific issues” (Rowe-Finkbeiner 93) rather than defining “a full
movement” (93) has geared third-wave direction. Julie Shah, Co-Director of the Third Wave
Foundation, claims: “It’s a group of women and men who are concerned about social justice for
women, and social justice in general. Third-wave feminists tend to not want to separate out from
other social struggles. In the U.S. we’re looking at labor, welfare, environmental justice, and
other issues from a feminist prospective” (93).

Additionally, in “being open to women’s different social, economic, political, and
cultural differences, third-wave feminists are open to women’s sexual differences” (Tong 287).
Earlier feminists “wondered about the appropriateness of women working in the sex industry as
porn models, call girls, lap dancers, exotic dancers, and prostitutes” (287). “These earlier
feminists asked if these women were the victims of sexual objectification or dire economic
conditions or if they instead were cagey entrepreneurs who realized they could make far more
money selling their sexual services than working as waitresses at local diners” (287). Clearly,
third wavers are “less prescriptive about what counts as good sex for women” (287). They are
also “comfortable about women enhancing their bodies to suit social norms and cultural
expectations about what counts as beautiful” (288). Third wavers believe women should feel free
to do as they please.

While first and second wavers may have serious issues with the third wave direction,
some do not find the evolution to hurt this social movements progression. Second wave feminist,
Anne Braithwaite, for example, has been more sympathetic to third wave’s positioning,
commenting:

An engagement with ... practices of seemingly traditional femininity does not necessarily

carry the same meanings for young women today or for the culture they live in than they
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might have to earlier feminists periods, and thus cannot be the point upon which to write

off specific cultural practices as somehow apolitical and therefore ‘post’- or ‘anti’-

feminist (Tong 289).

A significant critical concern of third wave lies within the need to list core values — “an
agenda that rallies women to ally themselves with a goal that goes beyond just being oneself,
doing what one wants to do, or being a person whose identity is almost overwhelmingly
hyphenated and multicultural” (Tong 289). Third wave also only seems to represent the women
in social equalized societies such as America, negating many realms across the world:

Women in the United States and many other developed nations may be more equal and
free than they were fifty or even twenty-five years ago. But women in other nations,
particularly developing nations, live in conditions more oppressive than even those
conditioned that challenged first wave U.S. feminists at the turn of the nineteenth century
(Tong 290).

And for those societies capable of third wave discourse, the question remains according to
Rowe-Finkbeiner: “What happens when cultural change doesn’t include political, legislative, and

electoral advocacy to support the agenda of the third wave? What happens when women stop

voting™ (105)?
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Televisual Representation of Women through Four Decades

Julie D’ Acci, a Professor of Media and Cultural Studies at the University of Wisconsin,
examines the construction and representation of gender in television. Her article, “Television,
Representation And Gender,” defines television as “technology, and as a social, economic,
cultural, and ideological institution” (372). Viewing television gives audiences a sense of who
they are. “Television’s schedule, its information, and its stories” (373) have “active roles in
shaping the ways TV viewers think about themselves and feel about themselves and their worlds,
including how they think and feel about themselves as gendered human beings” (373). However,
TV’s relationships with viewers exist “within a range of different relationships to the countries in
which it is produced and/or consumed, and to the economic, religious, and ideological
frameworks of those countries” (373).

In regard to the discussion of representation, D’ Acci argues, “television representations
of gender (like television representations of nation and other categories) indeed have very
profound effects on very real human bodies, societies, and economies” (374). She claims TV is
not a mirror reflecting the entirety of societies, rather, TV is “selective about what it chooses to
represent and how” (376). “The reasons it is selective have everything to do with the countries or
regions in which it is produced and the types of institutional arrangements (government, public,
community, commercial, religious, local and so forth) that fund or support it” (376). In our
“commercial US system” (376), she asserts the possibility “to trace direct relationships between
television representations and television’s economic imperatives” (376) may occur.

D’ Acci’s example concerns the representations of women. According to D’ Acci, “US
television in its early history (1950s-1970s when US TV was dominated by three commercial

networks), repeatedly produced representations of young, white, middle-class, heterosexual,
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conventionally attractive (according to US standards), domesticated women, as the norm of
femininity” (376). She considers this a “distortional fun-house mirror to society” (376). This
selective interpretation of feminine representation supports the concept of gender imbalance.

D’Acci uses Judith Butler’s works Gender Trouble and Bodies That Matter to affirm
how early research “studied the depictions of male and female fictional characters or
personalities (such as news people), and perpetuated (inadvertently, perhaps) the binary divisions
of gender into the hard and fast categories of male/female, masculinity/femininity” (377).
Butler’s work argues, according to D’ Acci, that over the past few decades, “the term gender has
been used to designate the social and cultural construction of sex; and the term sex has been used
to designate the seemingly obvious and uncontested biological difference between males and
females” (377). A “maintenance” (378) of gender norms in television proves crucial for “more
thought and study” (378).

Studies of television and representations of gender began “in the worldwide second-wave
feminist movements, and initially (primarily in the early 1970s) focused on representations of
femininity — images of female characters or personalities in television fiction or news programs”
(378). D’ Acci notes while studying gender representations over time, research must address what
television excludes in its depictions. Additional study concerning representations of gender

should take into account these exclusions:

...the categories masculinity and femininity depended on such exclusions and repressions,
the ways, for example, that normative femininity on early United States television was

not only represented as white, middle-class, young, maternal, heterosexual and American,
but was utterly dependent on the excluded categories of black, ethnic, working-class, old,

non-maternal, lesbian, and non-American as its repressed others. It became clear, in other
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words. that scholars could not continue to speak of the category gender without

recognizing its dependence on its formative exclusions. (379)

For a way to research and analyze televisual representations of gender, D’Acci claims an
“integrated approach” (380) works well. The process involves “four interrelated sites or spheres:
television production, television reception, television programming, (or overall content), and
television’s social/historical context” (380). Production “has everything to do with the historical
distribution of jobs, money, and power — with the functioning of the industry as an economic and
social sector” (381). The ways “it may produce variations, differences, and innovations in the
representations of gender and sexuality” (383) indicate its relevance for study. Reception
“involves the gender dimensions of the actual viewer/ program interactions” (383) Televisual

representation of gender must also be studied through the programming itself, which “cannot be

analyzed in isolated images alone, but must be seen as it is produced in all of its specificity, in

social/historical context “is

and through all the formal dimensions of television” (384). Finally,

the major sphere that demarcates the ways general social events, movements, beliefs, and

changes, produce or represent particular notions about gender in and for the society at-large™

(385). Through “social and cultural institutions like television,” (385) specific representations of

gender become generated to “millions of viewers” (385). Thus, representation, gender, and

television must be studied together.
sentations of American women emerged throughout the decades. Judy

at St. Olaf

Many repre

Kutulas, Professor of History and American Studies and Director of Women’s Studies

College, discusses various depictions of women. Her article “Who Rules the Roost?: Sitcom

Family Dynamics from the Cleavers to the Osbournes” posits that the 1950s depict an ‘idealized

family’ as “a secure, consumerist, conformist bulwark against Communism” (51). June Cleaver
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(Barbara Billingsley). from Leave It To Beaver (1957-1963), embodied the “stay-at-home mother”
(51). Laura Tropp, in her article “‘Faking a Sonogram’: Representations of Motherhood on Sex

and the City” from The Journal of Popular Culture, wrote, “having it all meant managing a

household and family while making it look effortless” (862). In the “successful 1950s television
families, members worked together, understood their individual roles, and did what was expected

of them” (Kutulas 52). Mrs. Cleaver, however, would not continue dominating female

identification in television.

Phyllis Scrocco Zrzavy, a Professor of Mass Communication at Franlkin Pierce College -

whose research focuses women in media representation and media literacy, asserts in her article

“Women, Love, and Work: The Doris Day Show as Cultural Dialogue,” that The Doris Day

Show (1968-1973) “progressed from conservative values affirmation to sociocultural liberation™

(206) and claims the ‘series’ value as a chronicler of changing gender expectations toward work

and intimate relations” (206). The series “emphasized the processual aspect of female identity

formation and the articulation of complementary, polyvalent identity iterations in response to

variable conditions™ (214). The cultural expectations of women shifted, “both in personal

relations and in the workplace” (215), and Doris Martin (Doris Day) visually produced those

shifts in its narrative.

In early seasons, “Doris Martin [portrayed] simultaneously in terms of filial innocence

and of widowed asexuality, but as the series progressed, the heroine was granted different

aspects of mature sexuality, including negotiations of workplace- related liaisons” (215). She had

multiple relationships in the last two seasons, but she “narrowed” (215) to two prospective

companions, and eventually “accepted Jonathan’s [Patrick O’Neal] wedding proposal” (215).

Thus, Doris Martin chronicled “what Ella Taylor has called ‘prime-time feminism,’ the transition
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of the typical portrayal of the single woman from that of sexless widow (The Lucy Show [1962-
1968]), husband-hungry spinster (Our Miss Brooks [1952-1956]), or unmarriageable career
woman (Sally in The Dick Van Dyke Show [1961-1966]) to a ‘popular feminist’ representation
that allowed ‘the viewer to identify with the ‘new woman’ while hanging on to older ideals of
femininity’” (qtd. in Zrzavy 215).

Similar developments were made with Doris Martin’s career. She became employed in
the second season “in the media industry” (215), starting out as a “secretary” (215), and ending
up “higher on the corporate scale, as the editor-in-chief of Today’s World” (215). Her
“occupational world mimicked the real-world workplace as a site for the creation and
reproduction of gender difference and gender inequality” (215). According to Zrzavy, “added
dimension” of “comparative worth” distinctly separated The Doris Day Show from its
counterparts (215). Several occasions “Doris Martin was courted by different organizations and
executives,” (215) while other episodes “showed Doris going to work as press secretary and all-
night radio talk-show host, respectively, thus underscoring the multidimensionality of the
character’s talents and ability to handle diverse work assignments™ (215). Zrzavy concluded
“viewers of this episodic media narrative were treated to weekly explorations of how fluctuant
social roles could be negotiated, contested, or affirmed with variations over the course of time”

(216). New models of female depiction began to amplify.

Deborah Jermyn, in her book Sex and the City, part of the TV Milestones Series, claims
early American sitcom’s faced the “struggle to position women in the domestic sphere, with
critical debate focusing on the extent to which it articulated resistance to, or endorsement of the
era’s patriarchal culture” (42). The late 1960s indicated the “social struggle was gaining

momentum, and it was at this time that two of the most important precursors of SATC emerged,
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both of them endeavoring to take their women protagonists more concertedly out of the home,
namely That Girl (1966-1971) and The Mary Tyler Moore Show (1970-1977)” (42). Both show’s
centered on the “adventures of working women living alone in the city” (42). The Mary Tyler
Moore Show (The MTM Show) is “credited with having constituted a landmark moment in the
representation of women on television” (42).

Author and scholar, Naomi Wolf, whose journalism, poetry, and book reviews have

appeared in the United States and Britain, points out in her book The Beauty Myth: “In the two

decades of radical action that followed the rebirth of feminism in the early 1970s, Western
women gained legal and reproductive rights, pursued higher education, entered the trades and
professions, and overturned ancient and revered beliefs about their social role” (9). Her claim
that women’s transitional position in America display articulation through the narrative structure
of televisual representations, which is particularly seen in The MTM Show.

Susan Faludi, a former Wall Street Journal reporter and Pulitzer Prize winner, discusses
The MTM Show in her groundbreaking book, Backlash:

Moore’s Mary Richards was not only unwed, she was more than thirty years old.

Marriage panic did not afflict her. She had real male and female friends, enjoyed a

healthy sex life, turned down men who didn’t appeal to her, and even took the pill -

without winding up on a hospital bed in the final scene. (169)

The Mary Tyler Moore Show’s narrative and success supports how the next three decades
(1970s/80s/90s) of female representation remodeled constantly because of its audience
generation shift. “Young women, particularly, became a desirable audience, not as wives and
mothers, but as single women pursuing education, independence, and careers” (Rabinovitz qtd.

in Kutulas 54). Moms represented authority figures in 1970s sitcoms, and because of the feminist
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movement, young women avoided their mothers domesticity, devaluing the role. “There was a
constant tug of war on shows like Rhoda between those mothers and their daughters, who were
more attracted to the single. childless career woman modeled by Mary Richards (The MTM
Show)” (Kutulas 55). The 1970s emphasized women’s “economic options other than marriage,
and the swinging singles lifestyle tempted both men and women” (55). A backlash to this
progressive development of female representations in television undoubtedly reigned over 1980s .
content.

Sustaining the idea of equalization and female diversity, “having it all” in the 1980s
became a recurring theme in women’s televisual discourse. Show’s like The Cosby Show (1984-
1992) exemplified the “Super-Mom ... who usually has a job but whose energies are largely
directed to furthering the progress of the baby from the moment it is born” (Tropp 862). Clair
Huxtable (Phylicia Rashad) of The Cosby Show, for example, displayed many amazing attributes.
She held a successful career as a lawyer while remaining the head of the household, and making
CIliff (Bill Cosby) believe he was actually in charge. However, this representation unrealistically
personifies women. Clair “may be the first attorney to hold down a full-time job without leaving
home: when she does ply her trade, it’s only to litigate domestic disputes in the family living
room” (Faludi 166). Faludi insists that “these women are the same old TV housewives with their
housecoats doffed, their “careers’ a hollow nod to the profound changes in women’s lives” (166).

These 1980s protagonists “have it all” too easily, and thus a defragmented version of real
women remained. The expansion of identity showed reoccurrence of women again being mis-
represented, for the ability to “have it all” combined the idea of successful careers, home-life,
and social life. Televisual discourses expanded female realms; but, eventually a backlash of

female polysomic representations formed in the 1980s. The identity of the empowered single girl
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attenuated. “In 1986, a decade after her previous triumph, the networks returned Mary Tyler
Moore to prime time — as a burned-out scowling divorcee whose career is only an object of
derision™ (169). In Mary (1985-1986). the heroine writes for a “trashy tabloid” (169), and “has

no confidantes on or off the job, a fact that heightens an already bleakly drawn existence” (169).
A struggled representation of single women was very alive during this time. Joining the

televisual backlash was thirtysomething (1987-1991), in which “a complete pantheon of backlash
is on display — from blissful homebound mother to neurotic spinster to ball-busting single career
woman” (174). “The show even takes a direct shot at the women’s movement: the most
unsympathetic character is a feminist” (174).

By the 1990s, the female discourse took one step further into this social movement. With
the opportunity to negate the false representation of the 1980s Super-Mom, a new kind of
heroine arose: the self-centered career woman. With the exception of the hit television series
Murphy Brown (1988-1998), “the 80s prime-time lineup offered almost no shows centered on a

2

single woman in the working world, much less, one deriving pleasure or pride from her vocation
(171).
Susan J. Douglas, Professor of Communication Studies and chair of the department at the

University of Michigan, in her book, Enlightened Sexism: The Seductive Message that

Feminism's Work is Done, discusses career women. The primary example derives in Murphy

Brown. Murphy Brown (Candice Bergen) portrayed the anti-nurturing figure. “The humor in the
show, driven by excellent scripts, lay in the contrast between how women, even successful career
women, were supposed to act and Murphy’s utter violation of and often outright hostility to those
norms” (Douglas 38). The show displayed advantages of female liberation. Also, with

acknowledging negated elements, for Murphy, achieving success in her job remained the sole
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priority. With no personal life, no female network of friends, no knowledge of how to cook, and
no regrets, her characterization took liberation to an angry extreme. While many viewers
acknowledged her self-empowered demeanor as progression, this representation negates other
forms of female identity.

When Murphy becomes pregnant, she lacks the nurturing attribute most women are
expected to possess. This nurturing concept challenges the idea that motherhood comes naturally .
to women. “There were many jokes about her total absence of maternal capabilities and she was
not fazed by the prevailing (and escalating) demands of the times to indulge in intensive, perfect
mothering” (40). Murphy undertook influential steps into an equal society domain of depiction,
yet still shows limits.

Sex and the City helped repress the backlashes seen in television history. According to
author Amy Sohn in her book Sex and the City: Kiss and Tell, what really got Darren Star
thinking about adapting Candice Bushnell’s column and later novel into a television series, he
says. ““was the idea of a single woman in her thirties writing about relationships and using that
column as a tool of self-discovery about her own life, sometimes unbeknownst to herself’” (14).
This crucial reason was influenced by the representation of women seen throughout the past four

decades before SATC’s televisual creation.
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HBO... it’s not TV... [t’s Challenging Reality

Robert C. Allen, a professor of American Studies, History, and Communication Studies
at the University of North Carolina at Chapel Hill, reviews the history of cable, stating:
“Originally developed in the late 1940s as a way of delivering broadcast signals from a
community antenna through cables to homes in areas too remote from television stations to
receive a clear picture, cable television expanded into more and more urban US television
markets in the 1960s and 1970s” (13). Throughout that time cable was adopted continuously in
areas “in order to receive high quality broadcasting signals” (13).

After the FCC (Federal Communications Commission) approved “domestic
communications satellites” (13) in 1973, “cable’s appeal was based upon more and different
programming options not available via over-the-air broadcasting and provided to cable operators
via what we would now call ‘B2B’ (business-to-business) satellite transmission” (13). “In 1975,
Home Box Office (HBO) became the first ‘television’ programmer to deliver its product entirely
by satellite — usually to local cable operators for routing to their subscribers” (13). Cable
operators, being distributed via satellite and “delivered to customers by wires rather than over
radio waves, were not subject to public service, advertising, or program content regulations
imposed upon terrestrial broadcasters by the US Federal Communications Commission” (13).
The attempt to gain subscribers was to differentiate itself from broadcast television “by offering
program content not allowed on broadcast television: nudity, strong language, etc.” (13). This
kind of content would separate cable from traditional network programming, but not in every
way.

Avi Santo, an Assistant Professor in the Department of Communications at Old

Dominion University, contemplates on the culture and noticeable televisual design of HBO in his
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article, “Para-television and discourses of distinction: The culture of production at HBO.” “On a
fairly simple level, pay cable must appear to offer something that subscribers cannot get either on
free TV (the networks) or for the price of basic cable, and which viewers believe is superior to
those cheaper alternatives” (20). HBO must then constantly “promote discourses of ‘quality’ and
‘exclusivity’ as central to the subscription experience” (20). In the channels early devel<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>