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CRITICAL DISCOURSE AND SEMIOTIC ANALYSES OF THE CHANGES 
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December 2014 
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Movies have power beyond pure entertainment; they communicate images of female 

characters that perpetuate unrealistic, stereotypical, and limiting perceptions. Since 

the inception of cinema, women have been portrayed in typical roles that show them 

as under-represented and invisible. This study examines changes of women’s roles 

and representations in action movies and movie posters across three eras of 

Hollywood: classical, post-classical, and new Hollywood. Fairclough’s (1995) and 

Kress and van Leeuwen’s (1996) social semiotic as analytical tools are employed to 

look at the micro and macro levels of movies and movie posters texts. Lakoff’s 

(1975) approach helps to analyze female characters’ language. The basic theories of 

gender stereotype and feminist film are guiding this research.  

 

The research investigates female roles in 40 action movies and accompanying posters 

from 1930 to 2012, with the following objectives: (1) to explore the roles played by 

women in Hollywood action movies (2) examine how women’s roles are constructed 

verbally and non-verbally in Hollywood action movies, (3) to investigate the 

significant changes in women’s role across three eras of Hollywood, and (4) to relate 

the representation of women in movies and posters to the social, political and 

economic forces of each era of Hollywood. 

 

Based on the analysis of the sample, seven main themes were identified for the roles: 

(i) occupational, (ii) romantic and erotic, (iii) major, supporting and minor roles, (iv) 

familial roles, (v) roles reflecting independence and dependence, (vi) roles related to 

authority and subservience, and (vii) roles depicting good and evil.  

 

Findings show that over time, women have had the opportunity to play roles 

reflecting a greater variety of professional occupations. Romance and eroticism have 

prevailed over all three eras; however, romantic and erotic roles for women have 

become more multifaceted in the new Hollywood era. Post-classical movies 

contained the highest number of erotic roles, demeaning women with nudity and 
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seductive poses were seen in the post-classical movie posters. Female characters in 

main and supporting roles grew from more passive to more active over time. In the 

new era, movies showed the most number of women in supporting roles and their 

images did not find much equity with male hero in terms of size and classificational 

level in movie posters. 

 

In minor roles, women were common citizens with no significant professions in the 

first two eras while the new Hollywood reserved more prestigious positions for 

female characters in minor roles; however, verbally, they were muted across three 

eras. Women in familial roles showed dichotomous representations across three eras, 

movies showed these characters in passive and sick versus active and supporting 

roles. Women also became more aggressive and violent in some of familial roles in 

the new era. With regard to roles depicting dependence and independence, women 

retained active speaking parts in the classical and new Hollywood eras, but they 

started to show some active reactions to villains in recent movies. The new era 

showed the highest number of independent roles in which women had supernatural 

powers, as well as assertive words and behaviors. Women played authority roles with 

a humanistic approach in the new era, while they had soft romantic or lusty depiction 

in the classical movies, their villainy characters were more emphasized in the post-

classical period. 

 

Women also continued to play subservient roles in all three eras, in which female 

characters remained passive. The more recent movies have portrayed good women in 

roles in which they possess supernatural powers and fight as errorless warriors. In the 

new Hollywood movies, women play evil characters using their intelligence for more 

criminal intentions, as well as characters with a tendency towards doing good deeds.  

 

The findings show that women’s roles in action movies have been impacted on by 

socio-political and economic forces throughout the three eras. In the classical and 

post-classical eras, particularly in movies revolving around the themes of war or 

communism, women found villainous, alluring or dependent identities. In the New 

Hollywood era, they were cast more as intellectual figures and warriors. The impact 

of the women’s liberation movement resulted in the representation of sexually 

aggressive or villainous characters in the post-classical era. In addition, women are 

often cast as equals with men in independent roles in the new era. In movies centered 

on terrorist ideology, women have moved from passive and dependent roles to being 

in an active supporting role. 

 

In general, the new Hollywood showed more positive representations and roles of 

women in terms of being more intelligent and showing more physical prowess in 

both movies and movie posters. Ethnic representation became more positive in the 

new Hollywood era. Findings of this research help to create awareness of the 

dynamic patterns of typification of women in movies and movie posters. 
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Fungsi filem jauh lebih luas, bukan setakat memberikan hiburan semata-mata; filem 

juga menghubungkan imej karakter wanita yang menggambarkan persepsi yang tidak 

realistik, stereotipikal, dan terhad.Sejak kewujudan panggung wayang, wanita 

diperlihatkan dalam peranan yang tipikal yang menunjukkan mereka sebagai kurang 

diwakili dan tidak kelihatan. Kajian ini meneliti perubahan peranan dan representasi 

wanita dalam filem aksi dan poster merentasi tiga era Hollywood: klasikal, 

pascaklasikal, dan Hollywood baharu. Sosial semiotik Fairclough (1995) dan Kress 

dan Van Leeuwen (1996) sebagai instrumen analitikal telah digunakan untuk 

mengkaji peringkat mikro dan makro teks filem dan poster filem.Pendekatan Lakoff 

(1975) juga digunakan untuk membantu pengkaji menganalisis bahasa karakter 

wanita.Di samping itu, teori asas stereotaip gender dan filem feminis digunakan 

dalam kajian ini. 

 

Kajian ini menyelidiki peranan wanita dalam  40 filem aksi dan poster iringan dari 

tahun 1930 hingga ke tahun 2012, dengan objektif kajian yang berikut: (1) untuk 

mengenal pasti peranan yang dimainkan oleh wanita dalam filem aksi Hollywood (2) 

meneliti cara peranan tersebut dibina dari segi elemen verbal dan bukan verbal, (3) 

untuk menghuraikan perubahan yang signifikan terhadap peranan wanita merentasi 

tiga era Hollywood, dan (4) untuk menerangkan kaitan representasi wanita yang 

terdapat dalam filem dan poster dengan pengaruh sosial, politik dan ekonomi pada 

setiap era Hollywood.  

 

Berdasarkan analisis terhadap sampel, tujuh tema utama telah dikenal pasti bagi 

peranan tersebut: (i) pekerjaan, (ii) erotik dan romantik, (iii) watak utama, pembantu 

dan sampingan, (iv) peranan familial, (v) peranan yang menggambarkan independen 

dan dependen , (vi) peranan yang berkaitan dengan autoriti dan ketaatan, dan (vii) 

peranan yang menggambarkan kebaikan dan kejahatan. 
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Hasil dapatan menunjukkan bahawa dalam tempoh tersebut, wanita mempunyai 

peluang untuk memainkan peranan yang memperlihatkan pelbagai jenis pekerjaan 

profesional.Tema romantik dan erotik didapati menonjol pada semua ketiga-tiga era; 

walau bagaimanapun, peranan romantik dan erotik bagi wanita tersebut didapati 

menjadi lebih bersifat multifaset pada era Hollywood baharu.Filem pascaklasikal 

mengandungi bilangan peranan erotik tertinggi yang memperlihatkan bentuk 

martabat wanita yang paling rendah, dengan adegan nuditi dan seduktif yang didapati 

dalam poster flem pascaklasikal. 

 

Karakter wanita sebagai peranan utama dan pembantu berkembang daripada lebih 

pasif kepada lebih aktif dalam tempoh tersebut. Pada era baharu, filem menunjukkan 

peningkatan bilangan wanita sebagai watak pembantu dan imej mereka didapati tidak 

sama dengan pelakon hero dari segi saiz dan tahap klasifikasi dalam poster filem. 

Bagi watak sampingan, wanita adalah daripada rakyat biasa dengan ketiadaan 

profesion yang signifikan dalam dua era pertama, manakala era Hollywoodbaharu 

menyaksikan kedudukan yang lebih prestij bagi karakter wanita, walau 

bagaimanapun, secara verbal, peranan tersebut dipendamkan merentasi tiga era. 

 

Kedudukan wanita dalam peranan familial menunjukkan representasi dikotomi 

merentasi ketiga-tiga era, filem yang menunjukkan karakter wanita yang pasif dan 

sakit berbanding dengan watak aktif dan sampingan.Dalam era baharu, wanita juga 

didapati menjadi lebih agresif dan ganas dalam beberapa watak familial. Berkaitan 

dengan peranan yang menggambarkan dependen dan independen, wanita didapati 

masih memainkan bahagian pertuturan yang aktif dalam era klasikal dan dalam era 

Hollywoodbaharu, tetapi mereka mula menunjukkan beberapa reaksi yang aktif 

terhadap watak jahat dalam filem terkini. Era baharu menunjukkan bilangan peranan 

independen yang tertinggi, wanita mempunyai kuasa supernatural, di samping kata 

dan perlakuan asertif.Wanita memainkan peranan autoriti dengan pendekatan 

humanistik dalam era baharu, manakala mereka digambarkan mempunyai karakter 

romantik lembut dan bersemangat dalam filem klasikal, watak jahat mereka lebih 

ditonjolkan dalam era pascaklasikal. 

 

Pada ketiga-tiga era, wanita juga terus memainkan peranan subservien, manakala 

watak wanita didapati masih pasif.Filem yang terkini lebih menyaksikan peranan 

wanita yang mempunyai kuasa supernatural dan berjuang sebagai pahlawan tanpa 

rasa gentar.Dalam filem Hollywood baharu, wanita memainkan watak jahat dengan 

menggunakan kepintaran mereka untuk tujuan kepada lebih banyak jenayah, di 

samping watak yang berkemungkinan menjurus kepada kebaikan. 

 

Hasil dapatan menunjukkan bahawa peranan wanita dalam filem aksi dipengaruhi 

oleh kuasa sosiopolitik dan ekonomi di sepanjang ketiga-tiga era.Pada era klasikal 

dan pascaklasikal, terutama dalam filem yang berkisar tentang tema peperangan atau 

tentang komunis, wanita didapati bersemangat, menggoda atau beridentiti 

dependen.Dalam era Hollywood baharu, mereka diberikan lebih pilihan untuk 

berlakon sebagai watak intelektual dan pahlawan.Impak pergerakan pembebasan 

wanita menyebabkan wujudnya representasi watak agresif dan seksi atau watak taat 

dalam era pascaklasikal. Di samping itu, dalam era baharu, wanita biasanya 

diberikan pilihan berlakon sama seperti pelakon lelaki dalam lakonan independen. 

Dalam filem yang berpusat pada ideologi teroris, watak wanita telah berubah 

daripada watak pasif dan dependen kepada watak sebagai sokongan yang lebih aktif. 
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Kesimpulannya, Hollywood baharu menunjukkan representasi dan peranan wanita 

yang lebih positif dari segi kecerdikan dan juga memperlihatkan keberanian fizikal 

dalam kedua-dua filem dan poster filem.Representasi etnik didapati lebih positif 

dalam era Hollywood baharu.Hasil kajian ini dapat mewujudkan kesedaran tentang 

paten perlambangan wanita yang dinamik dalam filem dan poster filem. 
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1 CHAPTER ONE 

           INTRODUCTION 

 

This chapter presents the background of the study and the periods of Hollywood 

filmmaking; it includes an introduction of action movie genre and gender stereotypes 

in action movies. The statement of problem, purpose of the study, objectives, and 

questions of the research are elaborated in the next parts. The theoretical and 

analytical frameworks are also discussed. The last two sections are related to the 

scope and significance of the study and the definition of operational terms. 

 

1.1 Background of the Study 

As a social discourse, media help to construct “belief, values, attitudes and 

subjectivities, people’s sense of themselves and their place in the world” (Morreale, 

2003, pp. xi, xix). People’s representations stay in an abstract form; gender roles and 

identities happen through conflicting images that are perpetuated by the media. In 

other words, the notion of femininity is translated by audiovisual media that tell us 

“who we are and what we should or could be like” (Press, 1991, p. 6).  

 

Gender stereotype is the most obvious discrimination in media. Gender is an axis of 

social order. Its organization into femininity is socially constructed and maintained 

in everyday life through major social institutions (Mackie, 1994). Michael Foucault’s 

(1980) theory of sexuality as a technology of sex proposes that gender is the 

representation and self-representation produced by various social technologies such 

as cinema. 

 

Cinema is as an important medium. The representation of identity in movies is 

revelatory of hegemonic ideology that influences society’s belief about power, and 

power over power. For Fairclough (2001), ideology can be defined as the production 

and dissemination of beliefs and society reinforces the inadequacies in these beliefs. 

There has been a link between top-grossing movies and people’s lives; Dyer (1993) 

labeled these movies as ideal entertainments.  

  

Movies represent notions about “societal behaviors” (Griffin, 2006, p. 361). The 

common circulated images of women in Hollywood movies construct the norm of 

femininity (King, 2002; Steinke, 2005). The movie genre as the core element makes 

a distinction between the role of male and female characters. Genre refers to a group 

of movies that have “similar narrative, styles and thematic features and conventions” 

(Pramaggiore & Wallis, 2005, p. 347).  

 

However, the genre definition is always in flux. What develops the notions of genre 

is “the movie-goer’s experiences, marketing, and media coverage” (ibid, p. 350). 

Action movies attract the most number of audiences with the most salient categories 

of gender binary. In recent years, the industrial and aesthetic Hollywood cinema has 

provided important contexts in action cinema. 
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An examination of past American filmmaking reveals some changes and also 

continuity from the classical Hollywood era. The new movies combine contradictory 

genre, style and star images. Action movies are the most salient ones (Tasker, 2004). 

The males are always the violent action figures. They are always trained to fight and 

win while women need male’s protection and no matter how intelligent they are.  

 

In action cinema, people are constantly bombarded by seemingly too many negative 

stereotypes in terms of entertainment. The main point is that Hollywood history has 

changed over time. From the past to the present, its system (style, narrative, genre, 

gender and many of its cinematic elements) is formed and reformed by various 

social, political and economic changes. However, the question is how this history is 

classified according to proper era or period. According to the debates of a few 

famous film scholars, the history of Hollywood movies can be divided into various 

periods of filmmaking.  

 

1.2 Periodization of Hollywood Filmmaking 

An intense debate has centered on the periodization of Hollywood as the classical, 

post-classical, or new practice.  The variety of this division is the result of exploring 

different aspects and perspectives in Hollywood productions from the past to the 

present. Serious studies of Hollywood give more attention to the trends such the 

aesthetic, industrial and economic, in classical Hollywood cinema. Bordwell, Staiger 

and Thompson (1985) combined industrial-economic analysis with aesthetic 

analysis. These authors defined the classical Hollywood era as between 1917 and 

1960.The period 1961-1974 is seen as the post-classical Hollywood which was one 

of the most productive and profitable times of Hollywood. Innovations made during 

classical period continued to the new Hollywood era, also known as neo-classical 

which started in 1975, and continues to the present. 

 

At the same time, other researchers attempted to explore various fascinating periods 

in the history of American motion pictures from 1930 to 1934 as the pre-code of 

Hollywood. This is the time when a series of unconventional movies violated the 

comments of code administration for production. Doherty (1999) in a historical 

account of 1930 to 1934, pointed to the connection between the beginning of the 

Depression Years and the appearance of sex and public immorality to get audiences 

back to the theaters. If the current time is the post-classical phase, when is the end of 

the classical cinema period? George King’s (2002) New Hollywood Cinema is a 

readable text that synthesizes the social and the industrial changes in Hollywood. For 

him, the classification of the Hollywood periods can be decided based on different 

types of perspective. 

 

Focusing on a more contemporary Hollywood, King (2002) introduced a new 

category in Hollywood studies. The term “the new Hollywood” shows the stylistic 

change and it rivals the era of the classical or the studio system for the attraction of 

audiences. At the industrial level, the term “classical” is generally used to describe 

the economic operations of Hollywood from the 1920s to some point during the 

1950s. In the late 1950s and the early 1960s, a different set of departures from the 

classical style has been identified as the result of developments in Hollywood 
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structure and style, known as the Hollywood Renaissance. The late 1970s to the 

present is famous as the post-Fordism or the new Hollywood for its more 

standardized mass production and more fragmented system of fractures.  

 

With a broader historical review, Schatz (1993), marked the 1920s, 1930s and the 

early 1940s as the classical period of American cinema when movies were made by a 

limited series of the cartel studios. He suggested that the movie industry underwent 

three distinct phases after the war: from 1946 to 1955, from 1956 to 1966 and from 

1966 to 1975. These periods were marked as both the years of Hollywood’s 

recession and its movement toward a Renaissance of the movie production.  

 

These phases of changes spurred the emergence of an era of high-cost, high-tech and 

high speed products that provided the foundation for the new Hollywood in the form 

of the global release of Hollywood blockbusters; their box-office sales exceeded 

expectations. In his art, craft and business review, Monaco (2010) investigated the 

establishment of Hollywood studio and genres before 1927 as the starting point of 

the classical era and examined the features of movies from the 1920s to the present. 

For him, Hollywood can be divided into three sections: 

 

(i) classical Hollywood (between 1927 and 1948) 

(ii) post-classical Hollywood (between 1949 and 1975) 

(iii) new Hollywood (between 1976 and 2012) 

 

Among the mentioned framework for the periodization of Hollywood filmmaking, 

the present study chose Monaco’s work since it considered all the main aspects of 

Hollywood changes, which included the pervasive domination of motion pictures in 

1928 and the postwar situation of movie production. It also encompassed the 

formation of the most developed era of digital facilities in the 2000s. This 

framework, as a map, can provide a matrix for the changes in movie genres in the 

history of Hollywood filmmaking. A short history of the changes of the classical, 

post-classical, and new Hollywood eras is discussed in Chapter Two. 

 

1.3 Hollywood Action Movies 

In categorizing genre, Moine (2008, p. 169) suggested two groups, local and 

transnational genres. In the case of the latter category, the movies belong to different 

periods and cinematic traditions. Action genre can be one of them. Action has 

emerged as a pre-eminent commercial genre of Hollywood in terms of the 

blockbuster logic of recent cinema production (Wallace, 1997). Action movies are 

usually big, often brainless, and extraordinarily popular. The popularity of action 

movies and their low status lie in the exaggeration of film production and its impact 

on the mass culture in its capitalist form (Arroyo, 2000). Understanding genre 

depends, in part, on its contextualizing (historizing). An approach to genre needs to 

recognize not only the context provided by film history but the fact that many 

Hollywood movies and many Hollywood genres are hybrid and multi-generic 

(Neale, 2000). 
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An action movie is one of the most contemporary and the most relevant to present-

day Hollywood filmmaking. Audiences have formal expectations of an action movie. 

These expectations include elements such as chase sequences, combat of various 

kinds, an accelerated sense of time and pace (feeling of speed, or fast moves of 

camera work) visual and aural spectacles and special effects (Tasker, 2004). 

 

One of the problems with constituting action as a movie genre is that these movies 

often interface with other genres (Welsh, 2000). The post-classical movies are more 

or less drawing and combining generic plots, settings, and character types from 

various sources including science fiction, horror, epic, war films, swordplay, martial 

arts and even comedy (Tasker, 2004). Action is used with adventure for the common 

concepts and “characteristics of these movies that are spectacular, explosion, 

narrative structures involving fights, chases and their emphasis on the athletic feats 

and stunts” (ibid, p. 52). 

 

Similarly, Lichtenfeld (2007, p. 5) detected the influence of other genres on the 

action genre. He pointed to the raw materials of the action genre such as a loner hero, 

his combat for justice, vengeance, slaying of his co-combatant, brutal beatings, using 

a series of weapons, explosion, and depraved enemy. Lichtenfeld (2007, p. 6) 

confirmed that action movies “reconciled and combined” different conventions of 

genres such as western and action, film noir, police procedural and gothic production 

of the 1930s.  

 

Other film scholars considered action genres and adventure narratives as the lively 

components of popular U.S. cinema. In adventure fiction, the hero or an individual 

group overcomes obstacles, dangers and accomplishes moral and important 

missions. He is in life-or-death situations from which he rescues himself and others. 

Adventure is often called male-romance since its focus is on male characters. The 

physical setting for this genre is usually an exotic and unknown place, while a 

historical setting has wide appeal. This genre is often paired with action movies for 

the exciting stories and new experience. The adventure genre includes swashbucklers 

and historical spectacles such as epics (Hendrick, 2009). 

 

Some researchers have argued that the action genre was melodramatised in the 

classical and post-classical movies due to “an incorporation element of the centrality 

of female protagonists and a concern for the familial themes” (Tasker, 2004, pp. 4-

5). However, when critics talk about a type of action cinema, they relate specific 

qualities to action according to the pace, excitement, exhilaration, emotion, senses, 

evocation of movement and violence. 

 

Using a different approach, Welsh (2000) makes a distinction between pure action 

and action-adventure genre is predictable according to the relative complexity of plot 

and implicit contrast between spectacle and narrative. A major selling point of the 

action genre is its spectacular special effects while the action-adventure is more 

concerned with the narrative dimension. In the present study, action movies have the 

characteristics that are classified by Hill (2012): 

 

(i) They have characters with high mental and physical ability to carry out 

orders.  
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(ii) The likability of the character as the root of the story allows viewers to 

follow the story. 

 

(iii) The existence of a villain as another formula of Hollywood helps the 

movie to present a well-paced flow.  

 

(iv) Movies should be constructed based on the mission that constructs the 

main plot. 

 

(v) The quality and amount of action create some motivation for the viewer 

to follow the story.  

 

(vi) The stunts create amusing moments for movie-goers. 

 

The genre action movie consists of many subgenres such as epic, adventure, war, and 

science fiction. These subgenres have connections in their historical, cultural, and 

industrial contexts across the classical, post-classical, and new Hollywood eras 

(Langford, 2005; Lichtenfeld, 2007). The boundaries among these subgenres are not 

always clear. Thus, because of the communalities and similarities, this study looks at 

the action movie as a genre in general.  

 

One can find the relationship between gender and genre in the Hollywood film 

industry. The movie narratives show the stereotypical roles of female characters that 

produce particular concepts. This meaning is formed by the patriarchal ideology that 

reinforces the inferior status of women in relation to men. 

 

1.4 Gender Stereotypes in Hollywood Movies 

A stereotype is an idea or image of different groups of people. Stereotypes are 

simplified and fixed beliefs about a group of people (Aguilar, 2000). Mass media are 

“one of the agents that channel people to perform culturally approved gender role” 

(Furze, Savy, Brym & Lie. 2011, p. 377). Baker (2005) states that traditional gender 

role and gender inequality depicts ideal men as those who are dominant, strong, 

successful and sexually appealing, and ideal women as those who are physically 

beautiful, submissive and sexually objectified. 

 

Many researchers investigated the storyline of gender representation in the most 

recent decades. To Tasker (1995), today’s action cinema is a response to the shifts in 

gender, sexual, racial identities that took place during the 1980s when the existence 

of masculinities became increasingly apparent. Tasker (1995) argued that the 

muscular action hero as the new man created the desired image for advertisements 

and for political purposes. Tasker (1995) claimed that the emergence of action 

heroines in American cinema constructed a contradictory set of female images. Their 

sexualized depictions and their physical strength were emphasized and they turned 

into the common figures of romantic interest for the male heroes.  

 

For Tasker (1995), female fighters such as Cynthia Rothrock became the center of 

action in American martial arts; her presence was the signal of white female 
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supremacy in Hong Kong and Hollywood movies. The presence of woman in action 

narratives is a type of the symbolic guarantee of fixing the desire for heterosexuality 

and at the same time, reinforces her increasing marginality. Woman as a passive 

action hero plays a significant role, though this role can be played by a weak male 

character who is still in need of a hero’s protection. 

 

Other feminist scholars focused on the deconstruction of the binary notion of gender 

in the postmodern society. Gilpatric (2006) argued that the new role of female 

characters on the screen is a transgression of the traditional ideas of masculinity and 

femininity. The roles they play as monstrous mother, rape-avenger, and femme 

fatales occupy a limited space in the patriarchal social order. They try not to be a 

subject of power but the carrier of it. This depicts an ill-repackaging of masculinity. 

Doane (1991) confirmed that images of femme fatales have a linkage to the 

masquerade (disguise or a false show) of femininity. 

 

For many film critics and scholars, Luc Bosson’s movies such as The Terminator 

(1984), The Professional (1994), Joan of Arc (1999), The Fifth Elements (1997) and 

La Femme Nikita (1990) can invite a big debate about the representation of tough 

women in empowered and sexualized aggressor roles that both invite and return the 

male gaze (McCaughy & King, 2001; Rowe & Lindsey, 2003; Tasker, 1991). The 

female character in contemporary popular cinema has a complex and contradictory 

identity. Her strength and subjectivity are always undermined by the depiction of an 

exaggerated sexual fantasy (Brown, 2011). 

 

In the field of feminist film theory, researchers have frequently raised a common 

question: Do we live in the age of feminism or fetishism? “Fetishism is a distortion 

of sexual behavior in which some non-genital object is used for the sexual act”. The 

fetish has qualities in a slightly hidden form, parts of body or body attributes. Some 

leather articles such as shoes, gloves or other clothing articles are associated with the 

body and items such as underwear or braids of hair have fetishistic properties (Eby, 

1999, p. 34). 

 

Film studies emphasize the traditional exhibitionist role of women and their 

appearance which have strong visual and erotic impact in terms of to-be-looked-at-

ness. These researchers claim that new stars have been turned into notions of ideal 

beauty and fetishes. They are perfect enough to turn people’s attention away from 

their difference and otherness. It is common to look at the woman as “other”; to be 

other than the man is the most common idea in movie culture. All Hollywood female 

film stars are fetishized and the most popular examples in the classical era were 

Marlene Dietrich and Marilyn Monroe while an example of one in the new era is 

Angelina Jolie (Mulvey, 1975; Cohan & Hark, 1993; Freeland, 2003; Stam, 2001; 

Erens, 1990; Smelik 2009). 

 

In the new millennium, the most recent books contain plenty of articles that explore 

the new female imagery of action characters, including McCaughey and King’s Reel 

Knockouts (2001), Sherrie Inness’ Action Chick’s: New Images of Tough Women in 

Popular Cinema (2004) and Jacinda Read’s The New Avengers (2000). In these 

works, these tough girls are translated into phallic women, a male fantasy and a 

figurative male. To follow and complete the trace of previous studies, this study aims 



© C
OPYRIG

HT U
PM

7 

 

to examine the under-representation of female characters in action movies across 

three eras of Hollywood (1930-2012). 

 

1.5 Statement of Problem 

The present study addresses gender portrayal stereotypes that are reflected in 

Hollywood action movies and movie posters (Grover, 2004). Hollywood has 

represented female characters in various kinds of traditional and non-traditional 

roles. Since audiences care about these images and symbols that make up their social 

constructions of gender, the question is how they can be accepted as the real image 

of women in male-dominated action genre (Brook & Herbert, 2006). This study fills 

the following gaps that have been explored in previous researches: 

 

Most film critics manage to show that gender inequality is related to some specific 

decades. Their discussions are related to the idea of new stereotypes in terms of 

action women (Tasker, 1995; Read, 2000; Inness, 2004; McCaughey & King, 2001). 

These works focus on portrayals of women in action movies from the 1980s 

onwards. A few studies showed the representation of female characters across the 

eras of Hollywood (Borgarosh, 2008). However, his research was limited to the post-

classical and the new Hollywood eras. A small number of researchers investigated 

the portrayal of female characters and their gender roles in both movies and movie 

posters (Borgarosh, 2008; Bylina, 2012). However, their focus was on various 

genres. The analysis of verbal and non-verbal elements in constructing female roles 

has been largely limited to a few specific movies instead of focusing on the patterns 

of women’s representation within and across the eras (Zhoa, 2008). 

 

A majority of the research on gender portrayals was based on interpretative analysis 

and a few of them followed content analysis methods. None of the research used a 

combination of social semiotic and critical discourse analysis (CDA) (Saarenvesi, 

2004; Borgarosh, 2008; Brewer, 2009). The present study employs both CDA and 

social semiotics to provide a more comprehensive database about gender 

representation in the Hollywood film industry. On one hand, with such dissenting 

research, critical discourse analysis takes an explicit position to expose social 

inequality (van Dijk, 1998) and on the other hand, social semiotics has a synthesis of 

several modern approaches to the study of social meanings and social action (Lemke, 

2002). 

 

Semiotics and discourse studies have different disciplinary backgrounds and a great 

diversity of methods and objects of investigation. However, “sub-disciplines of 

semiotics, and discourse studies have some dimensions in common” as follows: a) 

they show interest in the properties of naturally occurring language, b) they extend 

their perspectives to non-verbal (semiotic, multimodal, visual) aspects of 

communication, images, films, and c) they focus on the contexts of the language use 

(Wodak & Meyer, 2009, p. 2). 

 

Both multimodal semiotics and critical discourse analysis focus on the implicit value 

system, their connections to institutional and personal identity and different types of 

inequality such as gender discrimination can be found in this regard (Lemke, 2002). 
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Previous film studies focused on the effect of social and political forces on the 

representations of white masculinity. While some researchers focused on John 

Wayne as a critical figure of U.S. national identities of the 1950s-1960s that 

reflected social disruptions of global capitalism and modernization (Corkin, 2004; 

Coyne, 1998), the other group of film critics pointed to James Bond as an agent of 

the world power during the Cold War (Cork & Scivally, 2000; Cuordileone, 2005). 

In the same vein, more researchers claimed that the main reason for the creation of 

Arnold Schwarzenegger and Sylvester Stallone was related to the masculine identity 

of the Vietnam discourse (Tasker, 1995; Kirkland, 2009). These studies ignored the 

female characters’ identities during the critical periods of American history. 

 

The present research is an attempt at reviewing the impact of the historical and 

social-political forces on women’s roles and representations in action movies across 

three eras of Hollywood. America has encountered several crises in its long history 

that deeply affected Hollywood film production. Changes in the political atmosphere 

have also occurred through different eras. King (2002) claimed that cultural energies 

from one decade move to the next decade; from Woodstock to Watergate, this 

culture made a channel to the arts of the next decade. 

 

This research is worth pursuing since Hollywood is the most important business that 

produces a product which attracts the largest number of people and upsets the least 

number of people (Sklar, 1994; Neale & Smith, 1998; King, 2002). Hollywood is a 

“dream factory”, an industry of the culture and desire dynamic (Donald, 1989). 

Hollywood action is “a cinema of attractions” which highlights privileged visual 

spectacle over narratives (Funnell, 2011, p. 66). Action has become an outstanding 

commercial genre of the new Hollywood cinema to perpetuate the ideology about 

gender role (Tasker, 2004). 

 

1.6 Purpose and Objectives of the Study 

As a facet of the media, cinema can be examined through a large socio-cultural lens 

since it is one of the most effective mediums of visual communications. Movies can 

reflect the dominant ideology that is applied to women’s roles. Although half of the 

movie characters are women, they are usually stereotypically cast in traditional roles.  

The research is related to the establishment of fixed ideas about the representations 

of female characters in action movies. The focus is on the oldest to the newest action 

movies from 1930 to 2012, the decline or increase of positive or negative 

representations of female characters. This is achieved via the four main objectives of 

the research: 

 

1. To explore the roles played by women in Hollywood action movies; 

 

2. To examine how women’s roles are constructed verbally and non-verbally 

in Hollywood action movies; 

 

3. To investigate the significant changes in women’s role across three eras of 

Hollywood; and  
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4. To relate the representation of women in movies and movie posters to the 

social, political and economic forces of each era of Hollywood; 

 

1.6.1 Research Questions 

The present study aims to assess the role of female characters in action movies and 

movie posters in the classical, post-classical and new Hollywood. The investigation 

reveals the stereotypical gender roles by employing social semiotics and critical 

discourse theories as the analytical tools to explore the underlying meanings. This 

research aims to answer the following questions: 

 

1. How were women represented in the three eras of Hollywood action movies? 

a) What roles did women play in the three eras of Hollywood action 

movies?  

 

b) How were these roles shown through verbal and non-verbal elements in 

movies and accompanying posters? 

 

2. What were the significant changes in women’s roles across the three eras? 

a) What nuances (if any) were there in the changes?  

 

b) How were these changes reflected in the verbal and non-verbal elements? 

 

3. How did the movies and movie posters reflect the social, political, and 

economic situations of each era of Hollywood? 

 

1.7 Frameworks of the Study 

This study is guided by two basic frameworks. The first, the theoretical framework, 

provides various interrelated concepts. Stereotyping and feminist film theories are 

used to test gender representation in Hollywood action movies. The fundamental 

concepts of these theories form a stable base for this research. The theoretical 

framework, as a logical structure, represents the research concepts that clearly 

identify what will be explored, examined, and described. The second, the analytical 

framework identifies the methodologies and the essential characteristics utilized for 

the research findings. The analytical framework is arranged based on the micro and 

macro levels of data description and explanation. 

 

1.7.1 Theoretical Framework 

In no country has such constant care been taken as in America to trace 

two clearly distinct lines of action for the two sexes, and to keep pace 

with the other but in two different pathways which are always different.  

Alexis de Tocqueville, Democracy in America, 1862 

 

The two primary theories guiding this research are stereotype theory and feminist 

film theory. As a short introduction, Lippmann (1922) argued that stereotype helps to 
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impose order into a complex world. According to him, the real environment is too 

big and too complex for direct contact. People are not equipped to deal with so much 

variety. Stereotypes are like maps; they clarify people’s journey in understanding 

social reality but they prove erroneous if used wrongly or with unwariness. That is 

what may happen in the construction of gender role stereotypes in movies. 

Entertainment programs such as movies continue to present certain depictions of 

stereotyped groups, such as women, in their content. These portrayals often show 

such “stereotyped groups as having less favorable characteristics than those members 

of the dominant society such as white males” (Brewer, 2005, p. 13). 

 

On the other hand, feminism works against the formation of stereotypes in society. 

Media content, especially movies, regularly allow the expression of sexism. This 

unconscious social stereotyping is the criticism of feminist film theory. Film 

feminists are “political in nature and seek to expose patriarchal practices” (Knight, 

1995, p. 39). According to feminist film theory, cinema is controlled by a supremely 

patriarchal power. In the traditional exhibitionist role, women are displayed; they 

give coded messages by their appearance which has strong visual and erotic impact 

(Mulvey, 1975). 

 

Stereotype Theory 

Stereotypes are fixed and oversimplified generalizations about groups of people. The 

focus is generally on negative and unfavorable characteristics, although there may be 

some conceptions of stereotypes of positive social overgeneralization. Walter 

Lippmann in Public Opinions (1922) coined the word “stereotype”. To Lipmann, 

things in the real world are not often the same as the images that people of a certain 

society have in their minds. Dominant groups always reinforce the maintenance of 

the inaccurate images. Lippmann (1922) obtained the concept of stereotype from the 

image of the printing press. The press makes the copies of what the manager 

determines how the print should look like. 

 

In society, “individuals look at their social world through the picture they have in 

their minds.” The great confusion of the outer world is one’s culture and the selected 

stereotypes become a part of that culture (Kanahara, 2006, p. 306). Social science 

theorists apply the same concept; they all focus on the idea of shallow beliefs or 

generalizations about a particular group or subgroup. Certain schematic images 

become the shared knowledge among the members of the same society and culture. 

Stereotyping keeps minority groups in “the positions of lower power and prestige” 

(DeFleur & Everette, 1998, p. 482). Society is responsible for shaping the concept of 

stereotyping and separating individuals into certain subgroups within a society 

according to a specific group membership.  

 

Stereotypes are unreliable and unrealistic generalizations that create negative 

feelings and build association with negative qualities of specific groups. To achieve 

self-esteem, a dominant group affects the stereotypical formation of a certain 

subordinate group. It means that people in the dominant group may place the 

numbers of other groups in a lower position to make themselves look better in 

society (Ford & Tonander, 1998). 
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As the most pervasive and powerful device, media have a great influence on people’s 

perception of men and women. All forms of media perpetuate unrealistic, 

stereotypical images with limited perception. Under-representation of media 

considers “men as the cultural standard and women as invisible and unimportant.” 

Men and women are represented “socially endorsed gender views” (Wood, 1994, p. 

31). Good women and bad women are the most common images of women. Good 

women are beautiful, focused on home and care for the family and others.  

 

Other images of women in media are versions of bitch, whore, and non-woman with 

a cold, hard and aggressive representation. Women’s roles have not changed for a 

long time; a woman is a homemaker, or someone who needs to be rescued, a damsel 

in distress. In the post-modern mode of stereotyping, strong women are “sexualized 

and feminized in degrading ways” in action movies (Sarkeesian, 2010, p. 8). 

 

Gender imbalance can be translated through some most outstanding markers in terms 

of typical masculine and feminine traits. White male supremacy is advertised in 

Hollywood movies. Heroic roles are more consistent with male characters and fixed 

portrayals of female characters are culturally encouraged. They have to be thin, sexy 

and have an attractively packed figure. In common movie narratives, female leads 

tend to have romantic relationships, and in their love-seeker role, are shown as one-

dimensional lovers. 

 

Reflecting various types of behaviors and traits, male characters are more active, 

constructive, dominant, arrogant and selfish while female characters are more 

nurturing, deferent and dependent. Women are positioned in subordinate gender 

roles since they are assigned a physically weaker character. Media has the power to 

represent what is accepted by society. These representations are political in a sense 

because they are power-laden (Benshoff & Griffin, 2011). Viewers’ minds are 

reinforced with harmful norms of masculinity and femininity when they receive 

constant images of stereotypes. 

 

At first sight, it may seem that what audiences receive is decided by Hollywood 

filmmakers, but practice over the long term, it is public desire that determines the 

nature of Hollywood movies. In other words, the conventions depicted in films 

reveal a nation’s collective mentality (Manchel, 1990). The main point in a 

stereotype study which should not be ignored is that viewers reinforce this clichéd 

image by their presence in the theaters to watch these images. It has become their 

desire to watch traditional roles and depictions. 

 

Feminist Film Theory 

In a world that is filled with social stereotypes, feminism explains how women find 

their own power. To Knight (1995, p. 39), feminist film theory of a political nature 

expresses patriarchal practices. Feminist film theory has emerged to respond to the 

questions about spectatorship, subjectivity, and conceptualization of desire which is 

driven by patriarchal ideas. 

 

Feminist film critics were not satisfied with the feminist studies that ignored 

critiques of movies. Feminist film theory became more connected to “film theory in 
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the 1970s and early 1980s” (Mayne, 2004, p. 1257). It was the time that feminist 

film theory departed from other feminist theories to focus on women’s images in 

movies, rather than in all media. 

 

Cultural analysis is vital when researchers attempt to understand how mass media, 

particularly films, shape one’s vision of the world (Snee, 2005). Gender stereotyping 

still exists in society in the form of objectifying female characters in movies. This 

issue is becoming more serious since the young masses receive this depiction and 

they are more prone to becoming accustomed to the influence of the mass media. 

The central notion of feminist film theory is the objectification of female characters 

on film; they are treated as objects in the sexual realm. 

 

In the film industry, women are considered as tools to be used to serve objectifier’s 

purposes. They are treated as if they lack self-determination or they can be owned by 

another. Women are identified by their bodies, not by their intellect. The heavy 

emphasis is on their bodies (Langton, 2009). Viewers utilize these stereotypical ideas 

and images as collective beliefs. Although they recognize fiction and the real world, 

they may not understand the collective impact of these repetitive images over the 

long term. 

 

These are the pre-determined notions with underlying power structures that have 

dominated in society for centuries. Gender theorists continue to argue for the 

breaking up of the traditional gender binary theories and to open a way for 

understanding the masculine and feminine concepts. Hooks (2000) argues that any 

effort to dismantle gender binary cannot overturn the patriarchy which constructs the 

system of social values, which means that women are only socialized into a 

particular power structure: 

 

Based on sex, different roles are assigned to women in society but 

women are not taught a different value system. The overall acceptance of 

value system of culture leads women to passively accept sexism and pre-

determined sex role. Women do not conceptualize power differently, 

although they do not have “the power ruling groups of men often 

exercise” (Hooks, 2000, p. 87). 
 

This study borrows the idea of gendered value systems to observe how female 

characters are represented even if gender roles are swapped (women adopting 

masculine heroic roles). Depictions of women are still upholding patriarchal values 

in action movies and movie posters. This is highlighted in Laura Mulvey’s work on 

the male gaze that has played an important role in feminist film theory. Mulvey 

explained that: 

 

In a world organized by sexual imbalance, pleasure in looking has been 

divided between active/male and passive/female. Women are looked at 

and displayed in the traditional exhibitionist role; their appearance is 

coded for strong visual and erotic impact labeled as to-be-looked-at-ness 

(Mulvey, 1975, p. 19). 
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Although this text was published in 1975, it is still relevant for analyzing movies and 

movie posters. Female characters, both in passive and active roles, are still cast for 

erotic impact. The subjective position of female characters can be explored through a 

comparative analysis of action movies in three eras of Hollywood. Across the three 

eras, the narrators were males, the main characters were male, the point of view was 

male and everything was skewed to a male dominant position. Figure 1.1 

summarizes the relationships between the feminist and stereotyping theories and the 

representation of women in movies and movie posters. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1.1 Cultural and Ideological Constructions of Female Roles in Action 

Movies and Movie Posters 

 

Figure 1.1 also indicates that social, political, and economic forces can act on 

representations of women in Hollywood action movies. The lists of women’s traits 

and women’s roles shown in figure 1.1 are not exhaustive. 
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1.7.2 Analytical Framework 

Action movies have always been the dominant trend in Hollywood’s output. These 

movies have attracted enormous film studies because of their ideological 

implications and the narrative structure of the political environments of film 

production. To analyze the technology of gender (de Lauretis, 1987), this research is 

an attempt to investigate the master narratives in action movies and movie posters to 

represent underlying meanings in gender roles. The term “gender” is a type of 

representation that is a social position and carries different meanings.  

 

The basic concept of this research comes from the critical discourse analysis which 

sets power relationships and reproduction of ideology at the center of the analysis. 

The study has a close look at the textual analysis to find the line of dominant power 

in the surface structure and at the macro level; a tick description can combine text 

and context together. In the discourse practice, the micro level includes movie and 

poster analysis which leads the research into two different directions of still and 

motion images. These images are analyzed under two sets of verbal and non-verbal 

elements in both movies and poster images. 

 

Text can be defined as the multiple modes of sense-making. The visual world 

demands intermingling modes of communications that go beyond mere written texts. 

The historical evolution of verbal and visual media urges people to accept the visual 

mode as the emerging dominant form of expression (Stephens, 1998).The 

combination of different modes or semiotic resources is known as multimodality. 

This combination conveys specific meanings. All texts are multimodal and 

constructed through a number of semiotic modes (Kress, 2010).  

 

Multimodality is the normal state of human communication. The contemporary 

semiotic world poses several modes of representation. These modes include the 

visual and the verbal forms, and each of them has their own potentialities and their 

limitations. A move from reliance on one mode to reliance on another mode will 

have effects on both directions (Kress & van Leeuwen, 1996).  

 

According to Kress (2010, p. 79), “a mode is a socially shaped and culturally given 

semiotic resource for making meaning.” Thus, music, gesture, speech, image, 

writing, layout, and moving images are all examples of modes used in representation 

and communication. Different modes suggest different potentials for making 

meaning; these potentials affect the choice of mode in a particular instance of 

communication. A common set of rules governs a mode and its signs to create 

meanings in different situations. A language or linguistic code is a mode in its own 

right that can be realized in speech and writing (Stockl, 2004). Speech employs 

volume and rhythm that are accompanied by non-verbal modes such as body 

language, and gestures. Similarly, writing employs typography as para-verbal means 

that is, what intonation and rhythm are to speech, typography is to writing. 

 

In the case of poster images, Kress and van Leeuwen’s (1996) social semiotics is one 

of the appropriate analytical tools for investigating the meaningful signs of the text 

such as movie posters. This study can reveal how images reinforce stereotypical 
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forms of femininity within three fundamental dimensions of social semiotics: 

representational, interactive, and compositional meanings. 

 

The representational function helps one to understand the logical relationship among 

the characters in the image that placed them in higher, lower, or equal power 

according to their distribution in the space of the image. In the interactive meanings, 

images create complex and subtle relations between the represented character and 

the viewers through an imaginary relation with viewers in terms of distance. Jewitt & 

Oyama (2001, p. 146) stated that, “distance or social relations can be kept through 

the size of the frame of shots.” The more intimate and closer they are, the more 

probable, they belong to one’s group. The concept of visual modality also has a basic 

role in visual representation to show images in real and natural mode by employing 

different colors. 

 

The compositional meanings serve to organize the representational and interactive 

meanings of the image and bring them into a connected and coherent discourse 

through the information values and salience. In the information value, the role of any 

specific element is decided by its placement on the left or the right, in the center or at 

the top or the bottom of the page. The salience is the eye-catching part of the image 

that is constructed via the size, contrasting colors and foregrounding elements. The 

power and status of female characters can be evaluated busing these visual signs. 

 

In the movies, the subtle messages about women’s representations and roles are 

decoded by employing a series of parameters of non-verbal communication proposed 

by Wood (2009) to find the hidden meanings of female characters’ images. In this 

coding system, the interaction can be observed through farcical expressions. Her 

appearance and type of clothing may show her as a sexual object. The other relevant 

data will interpret the characters’ proxemics or closeness to male characters, haptics 

(touch) and the quality of her voice can signal different messages. These standing 

points can capture the overall portrayals of women in the passive or active modes in 

the selected movies.  

 

At the micro level, the verbal elements of movies and posters are also investigated to 

get more comprehensive evidence of stereotypical representations of female 

characters. This research employs Lakoff’s (1975) deficit theory to find gender 

differences in speech. She provided a different model of gender and language. She 

revealed that women use language that relates them to their passive status in society. 

Lakoff (1975) elaborated on a series of hypotheses for her study: women use more 

polite forms, more intensifiers, expletives, tag questions, and hypercorrect grammar. 

The analysis of movie transcripts can reveal that this style of speech places female 

characters in strong or weak positions. In the verbal analysis of movie posters, the 

meanings of poster texts such as titles and taglines can be analyzed by Bordwell’s 

(1991) explicit and referential meanings to find gendered stereotypes. 

 

At the macro level, ideological and power process is elucidated through micro 

textual analysis and vice versa since movies and social life are exciting in a mutual 

constitutive relationship (Fairclough & Wodak, 1997). To delve deeper into the 

concept of ideological dominance, the macro analysis of the movies and movie 

posters needs to investigate the roots of cinematic events that are the consequences 
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of the social and political events of a society. Hollywood has struggled with the 

issues behind many ideological and military battles during its three eras; the most 

important of them were the Cold War, the Vietnam War, and the World War II. 

Hollywood was also the witness to social changes such as the feminist waves. All the 

mentioned events had a great impact on movie production and gender representation. 

Figure 1.2 gives the overall review of the analytical framework of women’s roles 

based on Fairclough’s (1995) critical discourse analysis. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1.2 Analytical Framework for Looking at Women’s Traits and Roles 

Fairclough’s (1995) Critical Discourse Analysis 

 

Figure 1.2 summarizes the analytical tools for investigating verbal and non-verbal 

elements in movies and movie posters. They are appropriate for showing the 

weaknesses and strengths of women’s representations. 
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This study focuses on the examination of female roles in action movies and posters 

between 1930 and 2012 in Hollywood cinema. The top-grossing movies from the 82-
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year period may demonstrate how images and discursive practices perpetuate 

stereotypes about female characters’ representations. The focus is on the classical, 

post-classical, and new Hollywood film industry and the social, political, and 

economic factors which may have influenced women’s roles and depictions.  

 

This study contributes to the literature on representation of women in different eras 

of Hollywood action movies and the shift in their representation. The findings of the 

study will show the dynamic patterns of typification of women in action movies and 

movie posters in response to changing social and political forces. The present study 

is related to cinematic culture that is needed for understanding both media’s role in 

the production and reproduction of inequity and for the development of a more 

equitable and democratic society (Brooks & Herbert, 2006). Social awareness of 

female roles will prompt society to decide whether to perpetuate the values or 

change them. 

 

There is an interrelation between discourse and society. CDA as discourse analysis 

aims to explore obscure relationships between discursive practices, texts, events and 

wider social and cultural structures. By focusing on how social relations, identity, 

knowledge, and power are constructed through written, spoken, and visual texts in 

media, CDA makes an effort to explore how these non-transparent relationships are a 

factor in securing power and hegemony. It draws attention to power imbalances and 

social inequalities in the hope of encouraging people to correction actions after social 

awareness (Fairclough, 2001; Blommaert, 2005). 

 

Visual studies are emerging as an important area of study since it opens the gate to 

understanding visual culture. Notions of femininity and masculinity are constructed 

in everyday social practices within institutions and it is represented at a symbolic 

level in mass media as cultural ideas (Correa, 2009). Visual and multimodal texts 

such as movie posters provide people with a better understanding of their world 

through visual images. Mirzoeff (1998) stated that present society is ocular-centric 

because one can understand things through one’s visual experience. 

 

An ocular-centric society means a society in which sight is dominant over all other 

senses, where the world is experienced through vision alone rather than via an 

integrative use of all five senses (Hoang, 2011). Readers of multimodal texts need to 

develop a meta-language for noticing, discussing, and understanding visual images if 

they want to move beyond the literal perception of images and multimodal texts 

(Serafini, 2010).  

 

This research also helps movie poster designers to renew a sense of justification in 

their politically provincial beliefs. Sometimes, messages inside a movie poster may 

evoke social consciousness in viewers. Through the results of this study, filmmakers 

and researchers can gain better insights into the roles and identities that are 

constructed and played out in cinema. Movie producers may benefit from the 

research by knowing how stereotypical cinematic conventions and portrayals 

influence the intercultural world. 

 

The popular appeal of Hollywood’s products across the world evokes “complex 

history of globalization, representation, and popular imagination.” Hollywood’s 
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version of American culture has become global and used for colonizing markets 

(Semati & Sotirin, 1999, p. 176). The hegemonizers view Hollywood as “an agent of 

global culture industry and a threat to the cultural sovereignty of other nations” (ibid, 

p 178).  

 

As the dominant visual American culture, Hollywood movies and movie posters 

produce and reproduce most familiar images of sexuality and modes of gender 

identity (Green, 1998). Hollywood narratives form the fundamental ideological tenet 

of patriarchy that shows men and masculinity are privileged over women and 

femininity (Benshoff & Griffin, 2011). CDA and semiotic analysis of visual texts 

renegotiates the meanings and norms that are invisibly constructed and naturalized in 

the cultural fabric and most movie-goers are not aware of them (van Leeuwen, 2005; 

Hall, 1997). 

 

Global marketing of Hollywood blockbusters shows how Americans have deployed 

“more systematic marketing strategies to transform super productions into the global 

media events” (ibid, p. 179). Hollywood’s predetermined gender depiction is one of 

the obvious strategies that allow stereotypes of female characters to be circulated in 

the global market. This study investigated a small segment of this depiction to 

represent the unconscious hegemony of gender role that is implemented in movie-

goers’ minds. 

 

1.9 Definition of Operational Terms 

 

Action Movie 

The genre of action movie has been present for more than 30 years in the Hollywood 

world. Hill (2012) considered six particular qualities of action movies. It has a 

likable lead character with the ability to take serious action; he/she has exceptional 

brain power and a special willingness to take risks. The movie includes a hated 

villain who, like a black hole, pulls everything into a risky situation. The hero’s 

mission constructs the foundation of the movie and the viewer cares about it. The 

amount of action will keep everything moving and attract the viewer’s attention. The 

action quality gives the movie a load of energy and intensity. The stuntmen and 

stuntwomen are people who do dangerous stunts to create some entertainment, 

though they may hide their faces behind a helmet or a pile of hair (ibid, pp. 9-11).  

 

Critical Discourse Analysis 

Critical discourse analysis is a type of discourse analysis that studies how text and 

talk in the social and political context produce, reproduce, and resist social power 

abuse, dominance and inequality (van Dijk, 1998). This concept is discussed in full 

detail in the theoretical framework, Chapter Two and Chapter Three. 

 

Femininity 

Femininity is “a set of ideas about appropriate womanly behavior which is based on 

cultural assumption of female nature” (McPherson, 2003, p. 21). 
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Masculinity 

The idea of masculinity is a common term in mass media studies. To Gauntlett 

(2008), masculinity is the state of being a man who is currently somewhat in flux. 

 

Gender Role 

Gender roles are “behaviors that are seen as appropriate for males and females, 

including attitudes, personality traits and even postures and body language that are 

associated to the male or female.” These roles are culturally determined (Carroll, 

2009, p. 94). 

 

Genre  

Genre is a fixed element of filmmaking and can be based on a set of conventions. It 

can be represented through repetition such as familiar stories with familiar characters 

in familiar situations (Grant, 2003, p. XV). This concept is discussed in full detail in 

the theoretical framework, Chapter Two and Chapter Three. 

 

Representation 

The term of “representation” can be defined as the creation of a mental image 

through art, language and other domains that create various meanings (Baker & 

Ellece, 2011, p. 117). Representation involves signifying practices and symbolic 

systems through which meanings are produced (Hall, 1997). 

 

Semiotics 

Semiotics is a science that studies the signs. A sign is anything, a color, a gesture, or 

an object that stands for something other than itself (Danesi, 2004). This concept is 

discussed in full detail in the theoretical framework, Chapter Two and Chapter 

Three. 

 

Stereotyping 

Stereotyping is employing a strategy that “excludes everything that does not fit” 

(Baker & Ellece, 2011, p. 140). To Kunda (1999, p. 315), stereotypes are the “mental 

representations of social categories.” Stereotypes reduce a person or group to a small 

number of exaggerated and negative traits and solidify the differences between the 

“in” group and the “out” group. 

 

Verbal and Non-verbal Elements 

In this study, verbal elements refer to the linguistic elements such as words, lexical 

choice, plural pronouns, and use of modal verbs. Non-verbal elements mean non-

linguistic elements such as visual, motions, facial expression, voice, and proxemics. 

These terms have already been defined by some researchers (Esposito, 2007; Wood, 

2009). 

 



© C
OPYRIG

HT U
PM

192 

 

REFERENCES 

 

Able, R. (1999). Silent movies. The Althone Press. 

 

Acker, A. (1992, Mar-Apr.). Arts: Women behind the camera. Ms., 64-67. 

 

Adams, M. C. (1994). The best war ever: America and World War II. The John 

Hopkins University Press. 

 

Adamson, J. (2012). Indigenous literatures, multinaturalism and Avatar: The 

emergence of indigenous cosmopolitics. America Literary History, 24(1), 143-

162. 

 

Adler, R. B., & Proctor II, R. F. (2007). Looking out, looking in. Boston. MA: 

Wadsworth. 

 

Adriane, R. (2005). The great depression. Marshall Cavendish Corporation. 

 

Aguilar, M. J. C. (2000). Culture and power: Challenging discourses. Universitat de 

València. 

 

Alberti, J. (2013). Masculinity in contemporary popular cinema: Gender as genre. 

Routhlege. 

 

Allen, G. (2003). Roland Barthes. Taylor & Francis. 

 

Almeida, D. (2009). Where have all the children gone? A visual semiotic account of 

advertisements for fashion dolls. Visual Communication, 8(48), 481-501. 

 

Altman, R. (1999). Film/Genre. London: British Film Institute. 

 

Anderson, P. A., Guerrero, L. K., & Jones, S. M. (2006).Non-verbal behavior in 

intimate interactions and intimate relationships. In V. Manusov & M. L. 

Patterson (Eds.), The Sage handbook of non-verbal communication (pp. 259-

278). Thousand Oaks: CA: Sage. 

 

Anthonissen, C. (2003). Interaction between visual and verbal communication: 

Changing patterns in the printed media. In G. Weiss & R. Wodak (Eds.), 

Critical discourse analysis: Theory and interdisciplinarity (pp. 290-311). 

Palgrave Macmillan. 

 

Arroyo, J. (2000). Action/spectacle cinema. London: BFI: viii-xi. 

 

Auge, E. (2002). Hollywood movies: Terrorism 101. Cercles, 5, 147-163. 

 

Baker, C. N. (2005). Images of women’s sexuality in advertisements: A content 

analysis of black-and white-oriented women’s and men’s magazines. Sex 

Roles, 52, 13-27. 



© C
OPYRIG

HT U
PM

193 

 

Baker, B. (2006). Masculinity in fiction and film: Representing men in popular 

genres, 1945-2000. Routledge. 

 

Baker, A. N. (2010). Analyzing Avatar: A review essay.  

Retrieved November 29, 2013 from  

www.jesusradicals.com/analyzing-avatar/  

 

Baker, P., & Ellece, S. (2011). Key terms in discourse analysis. Continuum. 

 

Balio, T. (1996). Grand design: Hollywood as a modern business enterprise 1930-

1939. University of California Press. 

 

Barranon, L. (2006). Study guide for gender: Psychological perspectives. Academic 

Internet Publisher. 

 

Basinger, J. (2003). The World War II combat film: Anatomy of a genre. 

Middletown, Wesleyan University. 

 

Baumgardner, A., & Richards, J. (2000). Manifesta: Young women, feminism and the 

future. New York: Farrar, Straus, Giroux. 

 

Bazin, A. (2004). What is cinema? University of California Press. 

 

Beasley, C. (1999). What is feminism? An introduction to feminist theory. Allen & 

Unwin. 

 

Begley, S. (2000, November). The stereotype trap. Newsweek, 6, 66–68. 

 

Bellin, J. D. (2005). Framing monsters: Fantasy film and social alienation. Southern 

Illinois University Press. 

 

Bennett, T., & Woollacott, J. (2003). The moments of Bond. In C. Lindner (Ed.), The 

James Bond phenomenon: A critical reader (pp. 13-33). Manchester: 

Manchester University Press.  

 

Benshoff, H. M., & Griffin, S. (2011).America on film: Representing race, class, 

gender and sexuality at the movies. John Wiley & Sons. 

 

Bernardi, D. (2007). The persistence of whiteness: Race and contemporary 

Hollywood cinema. Routledge. 

 

Bernstein, B. (1997). The structure of pedagogic discourse: Class, codes and 

control, Vol. VI. London: Routeldge. 

 

Berry, S. (2000). Screen Style: Fashion and femininity in 1930s Hollywood. 

University of Minnesota Press. 

 

http://www.jesusradicals.com/analyzing-avatar/


© C
OPYRIG

HT U
PM

194 

 

Berzsenyi, C. (2001). Evil, beautiful, deadly: Publicity posters of Drive-in horror’s 

monstrous women. In G. D. Rhodes (Ed.), Horror at the Drive in: Essays in 

popular Americana (pp.169-185). McFarland. 

 

Beutel, A. (2007). Breach of law, breach of security: A Muslim American analysis of 

U. S. counterterrorism. AMSS 36th Annual Conference, Perils of Empire: 

Islamophobia, Religious Extremism and The New Imperialism. The department 

of Government and Politics, University of Maryland, College Park, Maryland. 

Retrieved August 27, 2013 from 

http://www.minaret.org/breach.pdf 

 

Biagi, S. (2010). Media impact: An introduction to mass media. Wadsworth: 

Cengage Learning. 

 

Biskind, P. (2004). Jaws between the teeth. Jump Cut, 9, 1-26. Retrieved April 6, 

2013 from  

www.ejumpcut.org/archive/onlinessays/JC09folder/Jaws.html. 

 

Black, J. (2005). The politics of James Bond: From Fleming’s novels to the big 

screen. University of Nebraska Press. 

 

Blommaert, J. (2005). Discourse: A Critical Introduction. Cambridge: Cambridge 

University Press. 

 

Bogarosh, N. (2008). Blockbuster movies and what they teach us about women in 

American society (Unpublished Master thesis), Gonzaga University, United 

States. Retrieved December 24, 2012 from 

http://pqdtopen.proquest.com/pqdtopen/doc/304388589.html?FMT=ABS 

 

Bordwell, D. (1991). Making meaning: Inference and rhetoric in the interpretation 

of cinema. Harvard University Press. 

 

Bordwell, D., Staiger, J., & Thompson, K. (1985).The classical Hollywood cinema: 

Film style & mode of production to 1960. Routledge. 

 

Borisoff, D., & Victor, D. A. (1989).Conflict management: A communication skills 

approach. Englewood Cliffs, NJ: Prentice-Hall. 

 

Botz_Bornstein, T. (2011). Inception and philosophy: Ideas to die for. Open Court 

Publishing. 

 

Bourdieu, P., & Wacquant, L. J. (1992). An invitation to reflexive sociology. 

Chicago, USA: The University of Chicago Press. 

 

Bowdre, K. M. (2006). Racial mythologies: African American female images and 

representation from minstrelsy to the studio era (Unpublished Doctoral 

Dissertation), University of Southern California, United States. Retrieved 

December 14, 2012 from 

http://digitallibrary.usc.edu/cdm/ref/collection/p15799coll16/id/576979 

http://www.minaret.org/breach.pdf
http://pqdtopen.proquest.com/pqdtopen/doc/304388589.html?FMT=ABS
http://digitallibrary.usc.edu/cdm/ref/collection/p15799coll16/id/576979


© C
OPYRIG

HT U
PM

195 

 

Bralesford, H. (2006). Waving or drowning? Perceptions of second wave feminism 

through a twenty-first century lens (Unpublished Master thesis). University of 

Nottingham, United Kingdom. Retrieved July 2, 2012 from 

https://www.yumpu.com/en/document/view/6973847/waving-or-drowning-

perceptions-of-second-wave-feminism- 

 

Braudy, L. (2003). Entertainment or propaganda? In the Norman Lear Center (Hg.): 

Warners war: Politics, pop culture & propaganda in wartime Hollywood, 27-

37. Online verfügbar unter. Retrieved August 23, 2013 from 

http://www.learcenter.org/pdf/WWBraudy.pdf, zuletzt geprüft am 

 

Brewer, C. (2009). The typical portrayal of women in slasher films: Then versus now 

(Unpublished Master thesis). Louisiana State University, United States. 

Retrieved February 7, 2012 from  

http://etd.lsu.edu/docs/available/etd04092009105427/unrestricted/Brewer_the 

is.pdf. 

 

Brill, L. (1991). The Hitchcock romance: Love and irony in Hitchcock’s films. 

Princeton University Press. 

 

Brinkerhoff, D. B., White, L. K., Ortega, S. T., & Weitz, R. (9thed.). (2013). 

Essentials of sociology. Cengage Learning. 

 

Brody, L. (2001). Gender, emotion and family. Harvard University Press. 

 

Brooks, D.E., & Herbert, L. P. (2006). Gender, race and media representation. 

Retrieved December 7, 2012 from  

www.wisecapus.com/gender-race 

 

Brown, J. A. (1996). Gender and action heroine: Hard bodies and The Point of No 

Return. Cinema Journal, 35(3), 55-71. 

 

Brown, J. A. (2004). Gender, sexuality and toughness: The bad girls of action film 

and comic books. In S. A. Inness (Ed.), Action chicks: New images of tough 

women in popular culture (pp. 47-74). New York: Palgrave MacMillan. 

 

Brown, J. A. (2011). Dangerous curves: Action heroines, gender, fetishism, and 

popular culture. University Press of Mississippi. 

 

Buscombe, E. (1988). The BFI companion to the Western. London British Film 

Institute. 

 

Butler, J. (1990). Gender trouble: Feminism and the subversion of identity. 

Routledge. 

 

Butler, J. (1993). Bodies that matter: On the discursive limits of sex. Routledge. 

 

Byerly, C. M., & Ross, K. (2008). Women in media: A critical introduction. John 

Wiley & Sons. 

https://www.yumpu.com/en/document/view/6973847/waving-or-drowning-perceptions-of-second-wave-feminism-
https://www.yumpu.com/en/document/view/6973847/waving-or-drowning-perceptions-of-second-wave-feminism-
http://etd.lsu.edu/docs/available/etd04092009105427/unrestricted/Brewer_the%20is.pdf.
http://etd.lsu.edu/docs/available/etd04092009105427/unrestricted/Brewer_the%20is.pdf.
http://www.wisecapus.com/gender-race


© C
OPYRIG

HT U
PM

196 

 

Bylina, L. S. (2012). A cinema of fatal attractions: Viewing genre through 

borderline personality disorder (Unpublished Master thesis), Colorado State 

University, United States. Retrieved December 23, 2014 from

 http://digitool.library.colostate.edu///exlibris/dtl/d3_1/apache_media/L2V4b

GlicmlzL2R0bC9kM18xL2FwYWNoZV9tZWRpYS8xNzEyNzY=.pdf 

 

Calmorin, L. P., & Calmorin, M. A. (2nded.). (2008). Research methods and thesis 

writing. Book Store. Inc. 

 

Cameron, D. (2001). Performing gender identity: Young men’s talk and the 

construction of heterosexual masculinity. In S. Johnson & U. H. Meinhof 

(Eds.), Language and masculinity (pp. 47-64). Oxford/Cambridge: Blackwell 

Publisher.  

 

Cameron, J. (2006). Born to kill: Masculinity and war in contemporary American 

cinema. Annual Postgraduate Conference, University of Stellenbosch. 

Retrieved June 12, 2013 from  

http://sun025.sun.ac.za/portal/page/portal/Arts/Departments/english/Document

s/Janice%20Cameron.pdf 

 

Cameron, D. (2006). Men are from Earth, women are from Earth. In D. Cameron 

(Ed.), On language and sexual politics (pp. 133-145). London: Routledge. 

 

Cameron, D., McAlinden, F., & O’Leary, K. (2014). Lakoff in context: The social 

and linguistic functions of tag questions. In J. Coates & D. Cameron (Eds.), 

Women in their speech communication (pp.76-93). Routledge. 

 

Campbell, K. K. (1989). Man cannot speak for her: Volume I; A critical study of 

early feminist rhetoric. Oxford: Praeger. 

 

Caplen, R. A. (2010). Shaken and stirred: The feminism of James Bond. Xlibris 

Corporation. 

 

Caputi, J. (2004). Goddesses and monsters: Women, myth, power and popular 

culture. Popular Press. 

 

Carroll, J. (2009). Sexuality now: Embracing diversity. Cengage Learning. 

 

Casper, D. (2011). Hollywood film 1963-1976: Years of revolution and reaction. 

Wiley-Blackwell. 

 

Chafe, W. H. (2003). The unfinished journey: American since World War II. Oxford 

University Press. 

 

Chambers II, J. W. (2006). All Quiet on the Western Front (1930): The antiwar film 

and the image of the First World War. Historical Journal of Film, Radio and 

Television, 14(4), 377-411. 

 

http://digitool.library.colostate.edu/exlibris/dtl/d3_1/apache_media/L2V4bGlicmlzL2R0bC9kM18xL2FwYWNoZV9tZWRpYS8xNzEyNzY=.pdf
http://digitool.library.colostate.edu/exlibris/dtl/d3_1/apache_media/L2V4bGlicmlzL2R0bC9kM18xL2FwYWNoZV9tZWRpYS8xNzEyNzY=.pdf
http://sun025.sun.ac.za/portal/page/portal/Arts/Departments/english/Documents/Janice%20Cameron.pdf
http://sun025.sun.ac.za/portal/page/portal/Arts/Departments/english/Documents/Janice%20Cameron.pdf


© C
OPYRIG

HT U
PM

197 

 

Chambers II, J. W., & Culbert, D. H. (1996). World War 2, film and history. Oxford 

University. 

 

Chaudhuri, S. (2006). Feminist film theorists: Laura Mulvey, Kaja Silverman, Teresa 

de Lauretis, Barbara Creed. Routledge. 

 

Chen, Y., & Gao, X. (2014). Interpretation of the representational meaning of movie 

posters from the perspective of multimodal discourse analysis. International 

Conference on Education, Language, Art and Intercultural Communication 

(ICELAIC). Zhengzhou, China. Retrieved December 26, 2014 from  

http://www.atlantis-press.com/php/paper-details.php?id=12535 

 

Cherland, M. (2008). Harry’s girls: Harry Potter and the discourse of gender. Journal 

of Adolescent & Adult Literacy, 52(4), 273-382. 

 

Chideya, F., Rossi, M., & Hanna, D. (1992, December). Revolution, girl style. 

Newsweek, 23, 84-86. 

 

Childs, P. (2006). Texts: Contemporary cultural texts and critical approaches. 

Edinburgh University Press. 

 

Citeron, M. (1990). Women’s film production: Going mainstream. In E. D. Pribram 

(Ed.), Female spectators: Looking at film and television. London: Verso. 

 

Coates, J. (1997). Competing discourses of femininity. In H. Kotthoff & R. Wodak 

(Eds.), Communicating gender in context (pp. 285-314). Amsterdam: John 

Benjamins. 

 

Coates, J., & Cameron, D. (2014). Women in their speech communities. Routledge. 

 

Cockburn, C. (2007). From where we stand: War, women’s activism and feminist 

analysis. Zend Books Ltd.  

 

Cohan, S. (1997). Masked men: Masculinity and the movies in the fifties. Indiana 

University Press. 

 

Cohan, S., & Hark, I. R. (1993). Screening the male: Exploring masculinities in 

Hollywood cinema. Routledge. 

 

Comentale, E. P., Watt, S., & Willman, S. (2005). Ian Fleming & James Bond: The 

cultural politics of 007. Indiana University Press. 

 

Corber, R. J. (1993). In the name of national security: Hitchcock, homophobia, and 

the political construction of gender in postwar America. Duke University 

Press.  

 

Corber, R. J. (2011). Cold war femme: Lesbianism, national identity, and Hollywood 

cinema. Duke University Press. 

 

http://www.atlantis-press.com/php/paper-details.php?id=12535


© C
OPYRIG

HT U
PM

198 

 

Cork, J., & Scivally, B. (2000). James Bond: The legacy. New York: Harry N. 

Abrams. 

 

Corkin, S. (2004). Cowboys as cold warriors: The western and U.S. history. Temple 

University Press. 

 

Correa, D. (2009). The construction of gender identify: A semiotic analysis. Race, 

Ethnicity and Gender in Education, 2, 183-194. 

 

Cowan, R. (2008). The teacher’s grammar of English with answers: A course book 

and reference guide. Cambridge University Press. 

 

Coyne, M. (1998). The crowded prairie: American nationality in the Hollywood 

Western. London: I. B. Tauris. 

 

Creedon, P. (1991). Public relations and women’s work: Toward a feminist analysis 

of public relations roles. Public Relations Research Annual, 3, 67-84. 

 

Creswell, J. W., & Miller, D. L. (2010). Determining validity in qualitative inquiry. 

Into Practice, 39(3), 124-130. 

 

Culotta, K. (2012). How Harry Potter reinforces negative female stereotypes? 

          Retrieved February 3, 2013 from  

http://katherineculotta.weebly.com/uploads/1/7/7/5/17755975/how-harry 

potter-reinforces-negative-female-stereotypes.pdf 

 

Cunningham, D. A., & Gabri, R. (2009). Any Thug can kill: Rewriting the masculine 

Bond. In C. Linder (2nd ed.), Revisioning 007: James Bond and Casino Royale 

(pp. 81-98). Wallflower Press. 

 

Cuordileone, K. A. (2005). Manhood and American political culture in the Cold 

War. New York: Routledge. 

 

Cyrino, M. S. (2009). Big screen Rome. John Wiley & Sons. 

 

Danesi, M. (3rded.). (2004). Messages, signs and meanings.Canadian Scholars’ Press 

Inc. 

 

Davidson, R. E. (2011). Subversive voice in contemporary motherhood: The rhetoric 

of resistance in independent film narratives (Unpublished Master thesis). 

Indiana University, United States. Retrieved March 8, 2013 from 

https://scholarworks.iupui.edu/bitstream/handle/1805/2711/Davidson 

THESIS.pdf? 

 

Davis, A. Y. (1981). Women, race and class. Random House. 

 

Dawson, A. (2008). Studying the Lord of the Rings. Auteur Publication. 

 

http://katherineculotta.weebly.com/uploads/1/7/7/5/17755975/how-harry%20potter-reinforces-negative-female-stereotypes.pdf
http://katherineculotta.weebly.com/uploads/1/7/7/5/17755975/how-harry%20potter-reinforces-negative-female-stereotypes.pdf
https://scholarworks.iupui.edu/bitstream/handle/1805/2711/Davidson%20THESIS.pdf
https://scholarworks.iupui.edu/bitstream/handle/1805/2711/Davidson%20THESIS.pdf


© C
OPYRIG

HT U
PM

199 

 

DeFleur, M., &Everette, D. (1998). Understanding mass communication. New York: 

Houghton Mifflin Co. 

 

de Lauret is , T. (1987). The technology of gender: Essay on theory film and 

fiction. Indiana University Press. 

 

Denaux, E. (2010). Myth and historical truth in the Hollywood WWII combat film- 

the 1960s until the 1990s (Unpublished Master thesis). Gent University, 

Belgium. Retrieved March 15, 2012 from  

http://lib.ugent.be/fulltxt/RUG01/001/457/929/RUG01001457929-2011-0001 

 

de Tocqueville, A. D. (1862). Democracy in America. (trans. H. R. Esq). Cambridge: 

Server and Francis. 

 

Dirks, T. (2007). The history of film. Retrieved March 23, 2012 from 

http://www.filmsite.org/30sintro6.html 

 

Doane, M. A. (1991). Femmes fatales: Feminism, film theory, psychoanalysis. New 

York and London: Routledge. 

 

Dodds, K. (2007). Geopolitics: A very short introduction. Oxford University Press. 

 

Doherty, T. P. (1999). Pre-Code Hollywood: Sex, immorality, and insurrection in 

American cinema. Columbia University Press. 

 

Dole, C. M. (2001). The gun and the badge: Hollywood and the female lawman. In 

M. McCaughey & N. King (Eds.), Reel knockouts: Violent women in film 

(pp.78-105). University of Texas Press. 

 

Donald, J. (1989). Fantasy and the cinema. London: BFI Publishing. 

 

Dresang, E. T. (2002). Hermione Granger and the heritage of gender. In L. A. 

Whited (Ed.), The Ivory Tower and Harry Potter: Perspectives on a literary 

phenomenon (pp. 2112-2142). Columbia: University of Missouri. 

 

Dresner, L. M. (2007). The female investigator in literature, film and popular 

culture. Jefferson, NC: McFarland. 

 

Dryud M. A., & Worely, R. B. (2006). Visual communication. Business 

Communication Quarterly, 69(4), 397-432. 

 

Duncan, S. V. (2006). A guide to screenwriting success: Writing for film and 

television. Rowman & Littlefield. 

 

Dunn, G. A., & Michaud, N. (2012). The Hunger Games and philosophy: A critique 

of pure treason. John Wiley & Sons. 

 

Dyer, R. (1982). Don’t look now. Screen, 32(3/4), 61-73. 

 

http://lib.ugent.be/fulltxt/RUG01/001/457/929/RUG01001457929-2011-0001
http://www.filmsite.org/30sintro6.html


© C
OPYRIG

HT U
PM

200 

 

Dyer, R. (2nded.). (1993). Entertainment and utopia. The cultural studies reader. 

Simon During. London: Routledge. 

 

Eaglton, T. (1991). Discourse, ideology. Verso. 

 

Ebert, R. (2011). Roger Ebert’s movie yearbook 2012. Andrew McMeel Publishing. 

 

Eberwein, R. (2005). The war film. Rutgers State University. 

 

Eby, C. P. (1999). Hemingway's fetishism: Psychoanalysis and the mirror of 

manhood. State University of New York Press, Albany. 

 

Eco, U. (1976). The theory of semiotics. Indiana University Press. 

 

Ellis, J. (1982). Visible fictions: Cinema, television, Video. London: Routledge. 

 

Erens, P. (1990). Introduction: Issues in feminist film criticism. Bloomington: 

Indiana University Press. 

 

Eschholz, S., Bufkin, J., & Long, J. (2002). Symbolic reality bites: Women and 

racial, ethnic minorities in modern film. Sociological Spectrum, 22, 299-334. 

 

Esposito, A. (2007). Fundamentals of verbal and nonverbal communication and the 

Biometric issue. IOS Press. 

 

Estrada, G. S. (2007). Star Wars episodes I-VI: Coyote and the force of white 

narrative. In D. Bernardi, The persistence of whiteness: Race and 

contemporary Hollywood cinema (pp. 69-90). Routledge. 

 

Evans-Hylton, P. (2006). Hampton roads: The World War II years. Arcadia 

Publishing. 

 

Fagerholm, C. (2009). The use of color in movie poster design: An analysis of four 

genres. Metropolia. Retrieved April, 4, 2012 from 

https://publications.theseus.fi/bitstream/handle/.../Fagerholm-Cecilia 

 

Fairclough, N. (1995). Critical discourse analysis. London: Longman. 

 

Fairclough, N. (2nded.).(2001). Language and power. Harlow: Longman. 

 

Fairclough, N. (2003). Analysing discourse: Textual analysis for social research. 

London: Routledge. 

 

Fairclough, N., & Wodak, R. (1997).Critical discourse analysis. In T. van Dijk (Ed.), 

Discourse as social interaction (pp. 258-284). London: Sage. 

 

Ferriss, S., & Young, M. (2007). Chick flicks: Contemporary women at movies. 

Routledge. 

 

https://publications.theseus.fi/bitstream/handle/.../Fagerholm-Cecilia


© C
OPYRIG

HT U
PM

201 

 

Fisher, C. (2011). Remas(k)ulating the American man: Fear and masculinity in the 

post-9/11 American superhero film (Unpublished Bachelor thesis). The 

College of William and Mary, United States. Retrieved November 2, 2013 

from 

https://digitalarchive.wm.edu/bitstream/handle/10288/13708/FisherCarolyn201

1.pdf?sequence=1 

 

Flower, R. (1991). Language in the news: Discourse and ideology in the press. 

London: Routledge. 

 

Ford, T., & Tonander, G. (1998). The role of differentiation between groups and 

social identity in stereotype formation. Social Psychology Quarterly, 61(4), 

372-384. 

 

Foucault, M. (1980). Power/knowledge: Selected interviews and other writings 

1972–1977. London: Harvester Press. 

 

Freeland, C. A. (2003). Feminist film theory (Draft for the encyclopedia of 

Aesthetics). Oxford University Press. 

 

Fritz, J. (2012). Environmentalism and the "Ecological Indian" in Avatar: A visual 

analysis. The Arbutus Review, 3(1), 67-90.  

 

Frost, M., Lewis, A., & Winterburn, A. (2006).The rise and fall of the poster-Street 

talk. Victoria: the Images Publishing Groups Pty Ltd. 

 

Fujishin, R. (2008). Creating communication: Exploring and expanding your 

fundamental communication skills. Rowman & Littlefield. 

 

Funnell, L. (2011). The warrior women of transnational cinema: Gender and race 

Hollywood and Hong Kong action films (Unpublished Doctoral dissertation), 

Wilfred Laurier University, Canada. Retrieved May 11, 2012 from 

http://scholars.wlu.ca/etd/1091 

 

Furze, B, Savy, P., Brym, R., & Lie, J. (2011). Sociology in today’s world. Cengage 

Learning. 

 

Gabriel, P. (2010). Agency and absence: Portrayals of male and female characters in 

movie posters. Retrieved January 22, 2012 from  

www.allacademic.com/meta/p410395_index.html 

 

Gage, B. (2011). Terrorism and the American experience: A stage of the field. The 

Journal of American History, 98, 73-94. 

 

Gaines, V. M. (2011). The emergence of feminine humanity from a technologised 

masculinity in the films of James Cameron. Journal of Theology & Religion, 

2(4), 1-41. 

 

https://digitalarchive.wm.edu/bitstream/handle/10288/13708/FisherCarolyn2011.pdf?sequence=1
https://digitalarchive.wm.edu/bitstream/handle/10288/13708/FisherCarolyn2011.pdf?sequence=1
http://scholars.wlu.ca/etd/1091
http://www.allacademic.com/meta/p410395_index.html


© C
OPYRIG

HT U
PM

202 

 

Gambles, S. (2001). The Routledge companion to feminism and post-feminism. 

Routledge. 

 

Garland, T. W. (2009). The coldest weapon of all: The Bond girl villain in James 

Bond films. Journal of Popular Film and Television, 37(4), 179-188. 

 

Garrard, T. A. (2008). Remember, the force will be with you always: The 

electronicmedia and ‘Star Wars’ and the socialization of Generation X. 

Retrieved April 22, 2013 from  

https://books.google.com.my/books?id=kodjSKVcCKIC&pg=PR5&lpg=PR 

 

Gates, P. (2011). Detecting women: Gender and the Hollywood detective films. State 

University of New York Press, Albany. 

 

Gauntlett, D. (2008). Media, gender and identity: Introduction. Psychology Press. 

 

Gerber, S. (2012). Blank the Planet of the Apes, Chapter 1: Bright-eyes the damned 

(Planet of the Apes, 1968). Retrieved November 6, 2013 from 

http://www.modernmythmedia.com/2012/10/blank-the-planet-of-the-apes-

chapter-1-bright-eyes-the-damned-planet-of-the-apes-1968/ 

 

Gilbert, R., & Taylor, S. (1991). Fashioning the feminine: Girls, popular culture and 

schooling. Sydney: Allen & Unwin. 

 

Gillis, S. (2005). Matrix trilogy: Cyberpunk reloaded. Wallflower Press. 

 

Gilpatric, K. A. (2006). Violent women in film and the sociological relevance of the 

contemporary action heroine. Sex Roles, 62, 734-746. 

 

Girgus, S. B. (1998). Hollywood renaissance: The cinema of democracy in the era of 

Ford, Kapra, and Kazan. Cambridge University Press. 

 

Gitlin, T. (1979). Prime time ideology: The hegemonic process in television 

entertainment. Social Problems, 26(3), 251-266. 

 

Glancy, M. (1999). When Hollywood loved Britain: The Hollywood ‘British’ film 

1939-1945. Manchester University Press. 

 

Gledhill, C. (2012). Gender meets genre in postwar cinema. University of Illinois 

Press. 

 

Goddard, A. (1998). The Language of Advertising: Written Texts. London: 

Routledge. 

 

Goldman, G. (1992). Reading ads socially. London: Routledge. 

 

Goldstein, M. J. (2004). World War II: Europe. Lerner Publications Company. 

 

https://books.google.com.my/books?id=kodjSKVcCKIC&pg=PR5&lpg=PR
http://www.modernmythmedia.com/2012/10/blank-the-planet-of-the-apes-chapter-1-bright-eyes-the-damned-planet-of-the-apes-1968/
http://www.modernmythmedia.com/2012/10/blank-the-planet-of-the-apes-chapter-1-bright-eyes-the-damned-planet-of-the-apes-1968/


© C
OPYRIG

HT U
PM

203 

 

Goodman, S. (1996). Visual English. In S. Goodman & D. Graddol (Eds.), 

Redesigning English: New texts, new identities (pp. 35-103). London: Open 

University Press. 

 

Gomery, D. (1998). Hollywood corporate business practice and periodizing 

contemporary film history. In S. Neale & M. Smith (Eds.), Contemporary 

Hollywood cinema (pp. 47-57). London and New York: Routledge. 

 

Gomes, M. R. (2010). Avatar: Between utopia and herterotopia. MATRIZes, 3(2), 35-

49. 

 

Goodnow, T. (2010). Visual bias in Time’s ‘The great divine’: A semiotic analysis 

of Clinton and Obama photographs. American Behavioral Scientist, 54(4), 

406-416. 

 

Gordin, M. D. (2007). Five days in August: How World War II became a nuclear 

war. Princeton University Press. 

 

Grant, B. K. (2003). Film genre reader III, Volume 3. University of Texas Press. 

 

Grant, K. (2009). Britton on film: The completer film criticism of Andrew Briton. 

Wayne State University Press. 

 

Gray, J. (1993). Men are from Mars, women are from Venus: A practical guide for 

improving communication and getting what you want in you relationships. 

New York: HarperCollins. 

 

Green, P. (1998). Cracks in the pedestal: Ideology and gender in Hollywood. 

University of Massachusetts Press. 

 

Greene, E. (1998). Planet of the Apes as American myth: Race politics and popular 

culture. Wesleyan University Press. 

 

Griffin, E. (6thed.). (2006). A first look at communication theory. Boston: McGraw-

Hill. 

 

Grindstaff, L. (2001). A Pygmalion tale retold: Remaking La Femme Nikita. Camera 

Obscura, 16(2), 133-175. 

 

Grover, P. (2004). Visual texts. Heinemann. 

 

Gauntlett, D. (2nded.). (2008). Media, gender and identity: An introduction. 

Routledge. 

 

Hall, S. (1996). Cultural Studies: Two Paradigms. In J. Storey (Ed.), Cultural 

studies: A reader (pp. 31-48). London: Arnold. 

 

Hall, S. (1997). Representation: Cultural representations and signifying practices. 

Thousand Oaks, CA: Sage Publications. 



© C
OPYRIG

HT U
PM

204 

 

Halliday, M. A. K. (1985). Spoken and written language. Waurn Ponds. Victoria: 

Deakin University Press. 

 

Halliday, M. A. K., & Martin, J. R. (1993). Writing science: Literacy and discursive 

power. Pittsburgh: University of Pittsburgh Press.  

 

Hamby, A. L. (2007). Outline of U.S. history. Nova Science Publishers, Inc. 

 

Handleman, M. (2012). Blank the Planet of the Apes, Chapter 1: Bright-eyes, the 

damned (Planet of the Apes, 1968). Retrieved June 9, 2013 from 

http://www.modernmythmedia.com/2012/10/blank-the-planet-of-the-apes-

chapter-1-bright-eyes-the-damned-planet-of-the-apes-1968/ 

 

Hark, I. R. (2007). American cinema of the1930s: Themes and variations. Rutgers 

University Press. 

 

Harrison, C. (2003). Visual social semiotics: Understanding how still images make 

meaning. Applied Theory, 50(1), 46-60. 

 

Haskell, M. (1987). From reverence to rape: The treatment of women in the movies. 

Chicago and London: The University of Chicago Press. 

 

Haveman, H. A., & Rao, H. (2006). Hybrid forms and the evolution of thrifts. 

American Behavioral Scientist, 49, 974-986. 

 

Hayward, S. (2000). Recycled women and the postmodern aesthetic: Lu Besson’s 

Nikita (1990). In S. Hyaward & G. Vincendeau (Eds.), French films: Texts and 

contexts (pp. 297-309). Routledge. 

 

Heckert. D. M., & Best. A. (1997). Ugly duckling to swan: Labeling theory and the 

stigmatization of red hair. Symbolic Interaction, 20(4), 365-84. 

 

Heilman, E. E. (2008). Critical perspectives on Harry Potter. Routledge. 

 

Hendin, J. G. (2004). A concise companion to postwar American literature and 

culture. Blackwell: Oxford. 

 

Hendrick, J. (2009). Hollywood bloodshed: Violence in 1980s American cinema. 

Southern Illinois University Press. 

 

Herrings, G. C. (1991). America and Vietnam: The unending war. Foreign Affairs, 

70(5), 104-119. 

 

Heywood, L., & Drake, J. (1997). Third wave agenda: Being feminist, doing 

feminism. University of Minnesota Press. 

  

Hill, K. (2012). Action movie freak. Krause Publications. 

 

http://www.modernmythmedia.com/2012/10/blank-the-planet-of-the-apes-chapter-1-bright-eyes-the-damned-planet-of-the-apes-1968/
http://www.modernmythmedia.com/2012/10/blank-the-planet-of-the-apes-chapter-1-bright-eyes-the-damned-planet-of-the-apes-1968/


© C
OPYRIG

HT U
PM

205 

 

Hills, E. (1999). From figurative males to action heroines: Further thoughts on active 

women in the cinema. Screen, 40(1), 38-50. 

 

Hoang, L. (2011). Ocular-centrism, storytelling and the Internet. Retrieved June 18, 

2012 from 

http://htmlgiant.com/random/ocularcentrism-storytelling-and-the-internet/ 

 

Hobbs, M. H., & Rice, C. (2013).Gender and women’s studies in Canada: Critical 

terrain. Canadian Scholars’ Press. 

 

Hoberman, J. (1994). Don’t go near the water. Art forum International Magazine, 

32(8), 12-22. 

 

Hogan, M. J. (1992). The end of the Cold War: Its meaning and implications. 

Cambridge University Press. 

 

Holland, D. (2013). Integrating knowledge. Routledge. 

 

Holsinger, P. (1999). War and American popular culture: A historical encyclopedia. 

Greenwood Publishing Group, Inc. 

 

Hooks, B. (2000). Feminist theory: From margin to center. Boston: South End Press.  

 

Horton, A. (1999). Writing the character-centered screenplay. University of 

California Press. 

 

Hughes, C. (2010). Second wave feminism. Retrieved November 27, 2012 from

 http://www2.warwick.ac.uk/fac/soc/sociology/staff/academicstaff/jonesc 

/jonesc-in ex/teaching/birth/second-wave-feminism.pdf 

 

Iedema, R. (2004). Multi-semiotic mediation in hypertext. In K.L. O’Halloran 

(Ed.), Multimodal discourse analysis (pp. 131-159). London: Continuum. 

 

Inness, S. A. (1999). Tough girls: Women warriors and wonder woman in culture 

picture. University of Pennsylvania Press. 

 

Inness, S. A. (2004). Action chicks: New images of tough women in popular culture. 

Palgrave. 

 

Jackson, R. (2005). Writing the war on terrorism: Language, politics and counter- 

terrorism. Manchester University Press. 

 

Jahn, M. (2003).A guide to narratological film analysis. Retrieved January 21, 2013 

from  

http://www.uni-koeln.de/~ame02/ppp.htm 

 

Jeffords, S. (1989). The re-masculinization of America: Gender and Vietnam War. 

Bloomington: Indiana University Press.  

 

http://htmlgiant.com/random/ocularcentrism-storytelling-and-the-internet/
http://www2.warwick.ac.uk/fac/soc/sociology/staff/academicstaff/jonesc%20/jonesc-in%20ex/teaching/birth/second-wave-feminism.pdf
http://www2.warwick.ac.uk/fac/soc/sociology/staff/academicstaff/jonesc%20/jonesc-in%20ex/teaching/birth/second-wave-feminism.pdf
http://www.uni-koeln.de/~ame02/ppp.htm


© C
OPYRIG

HT U
PM

206 

 

Jenkins, T. (2005). James Bond’s “Pussy” and Anglo-American Cold War sexuality. 

The Journal of American Culture, 28, 309-317. 

 

Jensen, K. B., & Jankowski, N. W. (1991). A handbook of qualitative methodologies. 

New York: Routledge, Taylor, and Francis Group. 

 

Jewitt, C., & Oyama, R. (2001). Visual meaning: A social semiotic approach. In T. 

van Leeuwen & C. Jewitt (Eds.), Ahandbook of visual analysis (pp. 134-156). 

London: Sage Publications. 

 

Johnston, C. (1991). Notes on women’s cinema. London: Society for Education in 

Film and Television. 

 

Johnston, D. D., & Swanson, D. H. (2003). Invisible mothers: A content analysis of 

motherhood ideologies and myths in magazines. Sex Roles, 49(1/2), 21-33.  

 

Jordan, J. H. (2006). Women refusing the gaze: Theorizing Thryth’s unseencustom 

in Beowulf and the bride’s revenge in Quentin Tarantino’s Kill Bill, Vol. I. The 

Heroic Age: A Journal of Early Medieval Northwestern Europe, (9)1, 1-19 

 

Jutting, K. (2007). Grow up, 007! - James Bond over the decades. GRIN Verlag. 

 

Kanahara, S. (2006).A review of the definitions of stereotype and a proposal for a 

progressional model. Individual Differences Research, 4(5), 306-321. 

 

Kapell, M. W., & Lawrence, J. S. (2006). Finding the force in the wars franchise: 

Fans, merchandise and critics. Peter Lang.  

 

Kaplan, E. A. (1992). Motherhood and representation: The mother in popular 

culture and melodrama. London and New York: Routledge. 

 

Kaplan, C. (1993). Dirty Harriet/Blue Steel: Feminist theory goes to Hollywood. 

Discourse, 16(1), 50-70. 

 

Kaplan, E. A. (2000). Feminism and film. Oxford University Press, Oxford. 

 

Kaplan, E. A. (2002). Women and film. Routledge. 

 

Kayser, N. (2011). The representation of women in Harry Potter movies. Grin 

Verlag. 

 

Kelly, A. (1996). Cinema and the Great War. Routldge. 

 

Kelly, G. (2007). Sexuality today: The human perspectives. Macgraw Hill Education. 

 

Kerrigan, F. (2010). Film marketing. Elsevier. 

 

Kiesow, H. (2007). The representation of masculinity in contemporary British 

fiction. GRIN Verlag.  



© C
OPYRIG

HT U
PM

207 

 

Kimmel, M., & Aronson, A. (2004). Men & Masculinities: A social, cultural and 

historical encyclopedia. ABC-CLIO. 

 

King, G. (2002). New Hollywood cinema: An introduction. New York: Colombia 

University Press. 

 

King, E. (2003). Movie poster. London: Mitchell Beazley. 

 

King, N. (2008). Generic womanhood: Gendered depictions in cop action cinema. 

Gender & Society, 22(2), 238-260. 

 

Kirkland, W. M. (2009). The impact of the Cold War on the representation of white 

masculinity in Hollywood film (Unpublished Doctoral dissertation).The Florida 

State University, United States. Retrieved December 20, 2012 from 

http://diginole.lib.fsu.edu/cgi/viewcontent.cgi?article=3321&context=etd 

 

Kitayama, S., & Cohen, D. (2010). Handbook of cultural psychology. Guilford Press. 

 

Knight, D. (1995). Women, subjectivity, and the rhetoric of anti-humanism in 

feminist film theory. New Literary History, 26(1), 39-56. 

 

Knight, G. L. (2010).Female action heroes: A guide to women in comics, video 

games, film and television. Greenwood, ABC- CLTO. LLC. 

 

Koh, W. (2009). Everything old is good again: Myth and nostalgia in Spider-Man. 

Continuum: Journal of Media & Cultural Studies, 23(5), 735-747. 

 

Kokemuller, N. (2012). Non-professional vs. professional jobs. Retrieved March 20, 

2013 from  

http://work.chron.com/nonprofessional-vs-professional-jobs-20537.html 

 

Kokonis, M. (2009).Hollywood’s major crisis and the American renaissance. 

Retrieved September 20, 2012 from 

http://www.enl.auth.gr/gramma/gramma08/kokonis.pdf 

 

Kothari, C. R. (3rded.). (2004). Research methodology: Methods and techniques. 

Newage International Ltd.  

 

Koyama, E. (2003). The transfeminist manifesto: In R. Dicker & A. Piepmeier 

(Eds.), Catching a wave: Reclaiming feminism for the 21st century (pp. 244-

262). Boston: Northeastern University Press. 

 

Krämer, P. (2005). The new Hollywood: From Bonnie and Clyde to Star Wars. 

London and New York: Wallflower Press. 

 

Krefting, L. (1991). Rigor in qualitative research: The assessment of trustworthiness. 

American Journal of Occupational Therapy, 45, 214-222.  

 

http://diginole.lib.fsu.edu/cgi/viewcontent.cgi?article=3321&context=etd
http://work.chron.com/nonprofessional-vs-professional-jobs-20537.html
http://www.enl.auth.gr/gramma/gramma08/kokonis.pdf


© C
OPYRIG

HT U
PM

208 

 

Kress, N. (2004). Dynamic characters: How to create personalities that keep readers 

captivated. Writer Digest Books. 

 

Kress, G. (2010). Multimodality: A visual semiotic approach to contemporary 

communication. Routhledge. 

 

Kress, G., & van Leeuwen, T. (1996). Reading images: The grammar of visual 

design. London: Routledge. 

 

Krolokke, C., & Sorensen, A. S. (2005). Gender communication theories and 

analyses: From silence to performance. Sage Publication, Inc. 

 

Kumar, M. (2012).The evolution of action movies. Retrieved June 4, 2012 from 

http://www.slideshare.net/martellekumar/the-evolution-of-action-film-genre- 

 

Kunda, Z. (1999). Social cognition: Making sense of people. Cambridge, MA: MIT 

Press. 

 

Lafferty, S. (2009). Holding out for a female hero: The visual and narrative 

representation of the female FBI agent in Hollywood psychological thrillers 

from 1991-2008 (Unpublished Master thesis). Bowling Green State University, 

United States. Retrieved June 22, 2012 from  

https://etd.ohiolink.edu/!etd.send_file?accession=bgsu1237405595&dispositio

n=inline 

 

Lakoff, R. (1975). Language and woman's place. New York: Harper & Row. 

 

Landman, J. (2011). Remodelling James Bond: Golden Eye and Casino Royale: An 

enquiry into socio-cultural values. Retrieved July 3, 2012 from  

http://wiredspace.wits.ac.za/handle/10539/10908 

 

Landon, P. J. (1999). Films on the Cold War: 1948-1990. Retrieved December 22, 

2012 from  

http://userpages.umbc.edu/~landon/Local-Information-Files/Films 

 

Lane, C. (2000). Feminist Hollywood: From Born in Flames to Point Break. Wayne 

State University Press. 

 

Langford, B. (2005). Film genre: Hollywood and beyond. Edinburgh University 

Press Ltd. 

 

Langton, R. (2009). Sexual solipsism: Philosophical essays on pornography and 

objectification. Oxford, New York: Oxford University Press. 

 

Lapniski-Huvane, L. (2005). World War II: PowerPoint presentations in world 

history. Social Studies School Service 

 

Larrain, J. (1979). The concept of ideology. Hutchisnson. 

 

http://www.slideshare.net/martellekumar/the-evolution-of-action-film-genre-14914355
https://etd.ohiolink.edu/!etd.send_file?accession=bgsu1237405595&disposition=inline
https://etd.ohiolink.edu/!etd.send_file?accession=bgsu1237405595&disposition=inline
http://wiredspace.wits.ac.za/handle/10539/10908
http://userpages.umbc.edu/~landon/Local-Information-Files/Films


© C
OPYRIG

HT U
PM

209 

 

Larsson, D. F. (2012). The formal structure of Red River and the Hawksian women. 

Retrieved March 19, 2013 from                                  

http://www.academia.edu/2072563/Formal-structure-of-Red-River-and-the-

Hawksian-woman 

 

Lawrence, A. (1991). Echo and narcissus: Women’s voices in classical Hollywood 

cinema. University of California Press. 

 

Lazar, M. M. (2000). Gender, discourse and semiotics: The politics of parenthood 

representations. Discourse& Society, 11(3), 373-400. 

 

Lee, A. (1996). Gender, literacy, curriculum: Re-writing school geography. Taylor 

& Francis. 

 

Leffler, M. P., & Painter, D. S. (1994). The origins of the Cold War: An 

international history. Routleldge. 

 

Leinberger, C. (2004). Ennio Morriocone’s The Good, the Bad and the Ugly: A film 

score guide. Scarecrow. 

 

Lemke, J. (2002). Travels in hyper-modality.Visual Communication, 7(3), 299-325. 

 

Lewis, N. (2004). Cooper's King Kong (1933): Black masculinity between white 

womanhood and capitalistic structure. GRIN Verlag. 

 

Lewis, F. R. (2007). Focus on non-verbal communication research. Nova Publishers. 

 

Liao, T. F., & Cai, Y. (1995). Socialization, life situations, and gender-role attitudes 

regarding the family among white American women.Sociological Perspectives, 

38(2), 241-260. 

 

Lichtenfeld, E. (2007). Action speaks louder: Violence, spectacle, and the American 

action movie. Wesleyan University Press. 

 

Lincoln, Y. S., & Guba, E. G. (2000). Paradigmatic controversies, contradictions and 

emerging confluences. In N. K. Denzin & Y. S. Lincoln (2nd ed.), Handbook of 

qualitative research (pp. 163-188). Thousand Oaks, CA: Sage. 

 

Linder, C. (2003). The James Bond phenomenon: A critical reader. Manchester 

University Press. 

 

Lippmann, W. (1922). Public opinions.Harcourt Brace, New York. 

 

Lipsitz, G. (2001). Time passages: Collective memory and American popular 

culture. Minneapolis & London: University of Minnesota Press. 

 

Litosseliti, L. (2014). Gender and language theory and practice. Routledge. 

 

http://www.academia.edu/2072563/Formal-structure-of-Red-River-and-the-Hawksian-woman
http://www.academia.edu/2072563/Formal-structure-of-Red-River-and-the-Hawksian-woman


© C
OPYRIG

HT U
PM

210 

 

Llacer, E. V., & Enjuto, E. (1998). Coping strategies: Three decades of the Vietnam 

War in Hollywood. Film-Historia, VIII (1), 3. Retrieved April 25, 2013 from 

www.publicacions.ub.edu/bibliotecadigital/.../Art.Llacer_Enjuto.pdf 

 

Lopez, A. (2000). Targeting media: Television and film. Blake Education. 

 

Lowen, L. (2012). The Hunger Games, not just for girls: Why women are reading the 

trilogy? Retrieved May 20, 2013 from  

http://womensissues.about.com/od/girlsteensyoungwomen/a/The-Hunger-

Games-Not-Just-For-Girls-Why-Women-Are-Reading-The-Trilogy.htm 

 

Lukes, A. (1986). Power. Oxford: Blackwell. 

 

Mackie, M. (1994). The social construction of gender. Journal of Comparative 

Family Studies, 25(2), 286 -287. 

 

Mahoney, K. P. (2010). The ultimate fan’s guide to Avatar: James Cameron’s epic 

movie. Punked Books. 

 

Manchel, F. (1990). Film study: An analytical bibliography, Volume 1. Fairleigh 

Dickinson University Press. 

 

Marshal, M. N. (1996). Sampling for qualitative research.Oxford University Press. 

 

Mathijs, E. (2006). The Lord of the Rings: Popular culture in global context. 

Wallflower Press. 

 

Maxim, M. (2010). Teaching English as a foreign language for dummies. John 

Wiley & Sons. 

 

Mayne, J. (2004). Marlene, dolls and fetishism. Jstor, 30(1), 1257-1264. 

 

McCaughy, M., & King, N. (2001). Reel knockouts: Violent women in film. 

University of Texas Press. 

 

McGhee, R. D. (1999). John Wayne: Actor, artist, hero. McFarland. 

 

Mckee, A. (2003). Textual analysis: A beginner’s guide. Sage Publication Ltd. 

 

McLaughlin, R. L., & Parry, S. E. (2006). We'll always have the movies: American 

cinema during World War II. University Press of Kentucky. 

 

Mclean, D. (2009). The evolution of the term ‘new Hollywood’. Retrieved 

December 20, 2012 from 

http://www.arts.mq.edu.au/documents/NEO-Article-7-2009-Duncan-Mcan 

 

McNeese, T. (2003). America’s Civil War.Lorenz Educational Press. 

 

http://www.publicacions.ub.edu/bibliotecadigital/.../Art.Llacer_Enjuto.pdf
http://womensissues.about.com/od/girlsteensyoungwomen/a/The-Hunger-Games-Not-Just-For-Girls-Why-Women-Are-Reading-The-Trilogy.htm
http://womensissues.about.com/od/girlsteensyoungwomen/a/The-Hunger-Games-Not-Just-For-Girls-Why-Women-Are-Reading-The-Trilogy.htm
http://www.arts.mq.edu.au/documents/NEO-Article-7-2009-Duncan-Mcan


© C
OPYRIG

HT U
PM

211 

 

McPherson, T. (2003). Reconstructing Dixie: Race, gender and nostalgia in the 

imagined south. Duke University Press. 

 

Mehra, A. (2009). Advertising management: Media approach for market research. 

Global India Publications Pvt Ltd. 

 

Mellen, J. (1974). Women and their sexuality in the new film. London: Davis 

Poynter. 

 

Mellow, M. (2006). Defining work: Gender, professional work and the case of rural 

clergy. McGill-Queen’s Press. 

 

Miller, M. L. (1986). Reliability and validity in qualitative research.SAGE. 

 

Miller, T., & Stam, R. (2004). A companion to film theory. Blackwell Publishing, 

Ltd. 

 

Mirrlees, T. (2013). Global entertainment media: Between cultural imperialism and 

cultural globalization. Routledge. 

 

Mirzoeff, N. (1998). The subject of visual culture. In N. Mirzoeff (Ed.), The visual 

culture reader (pp. 3-23). London: Routledge. 

 

Mitchell, R. (2001). The American civil war, 1861-1865. Longman. 

 

Mizejewski, L. (2004). Hardboiled and high heeled: The women detective in popular 

culture. New York: Routledge.  

 

Moine, R. (2008). Cinema genre. Blackwell Publishing. 

 

Monaco, P. (2010). A history of American movies: A film-by-film look at the art, 

craft and business of cinema. Scarecrow Press.Inc. 

 

Morreale, N. (2003). Television and society. Cambridge: Polity Press. 

 

Mulvihill, J. (2001a). The golden age of Bond: Creation of the Cold War popular 

hero (1962-1965) part II. International Journal of Instructional Media, 28, 

337-354. 

 

Mulvey, L. (1975). Visual pleasure and narrative cinema. Screen, 16(3), 6-18. 

 

Mulvey, L. (2001). Unmasking the gaze: Some thoughts on new feminist film theory 

and history. Retrieved December 15, 2012 from  

http://www.ucdenver.edu/academics/colleges/ 

 

Musser, C. (1984). The travel genre in 1903-1904: Moving toward fictional 

narratives. Iris, 2(1), 56-57. 

 

http://www.ucdenver.edu/academics/colleges/


© C
OPYRIG

HT U
PM

212 

 

Nadel, A. (1995). Containment culture: American narratives: Postmodernism and 

the atomic age. Duke University Press. 

 

Nama, A. (2008). Black space. University of Texas Press. 

 

Neale, S. (2000). Genres and Hollywood. Routledge. 

 

Neale, S., & Smith, M. (2013). Contemporary Hollywood cinema. New York: 

Routledge. 

 

Nelmes, J. (2012). Introduction to film studies. Routledge. 

 

Nugroho, A. D. (2009). The generic structure of print advertisement of Elizabeth 

Arden’s INTERVENE: A multimodal discourse analysis. Retrieved March 19, 

2012 from 

http://puslit2.petra.ac.id/ejournal/index.php/ing/article/view/17671/17582 

 

O’Day, M. (2004). Beauty in motion: Gender, spectacle, and action babe cinema. In 

Y. Tasker (Ed.), Action and adventure cinema (pp. 202-218). New York: 

Routledge. 

 

O’Halloran, K. (Ed.). (2004). Multimodal discourse analysis. London/New York: 

Continuum. 

 

Oromaner, M. (2008). The myth of lost: Solving the mysteries and understanding the 

wisdom. iUniverse. 

 

Painter, D. S. (1999). The Cold War: An international history. Routledge. 

 

Payne, E. (2001). Different but equal communication between the sexual. 

Greenwood Publishing. 

 

Perry. J. (2010). Sergeant York. Thomas Nelson Inc. 

 

Pimely, D. (2003). Representations of the body in Alien: How can science fiction be 

seen as an expression of contemporary attitudes and anxieties about human 

biology? Retrieved September 11, 2012 from  

www.pimley.net/documents/thebodyinalien.pdf 

 

Porter, L. R. (2005). Unsung heroes of The Lord of The Rings: From the page to the 

screen. Greenwood Publishing Group.  

 

Porter, L. (2010). Tarnished heroes, charming villains, and modern monsters: 

Science fiction in shades of gray in 21st century television. McFarland & 

Company, Inc. 

 

 

http://puslit2.petra.ac.id/ejournal/index.php/ing/article/view/17671/17582
http://www.pimley.net/documents/thebodyinalien.pdf


© C
OPYRIG

HT U
PM

213 

 

Porter, J. E. (2013). The ambiguous Captain Jack Sparrow: Destabilizing gender, 

politics and religion in Disney’s Pirates of the Caribbean. Retrieved February 

30, 2013 from  

www.ucs.mun.ca/~jporter/current.html 

 

Powell, A. (1994). Blood on the border -Near Dark and Blue Steel. Screen, 3(2), 

136-156. 

 

Pramaggiore, M., & Wallis, T. (2005). Film: A critical introduction. Laurence King 

Publishing Ltd. 

 

Press. A. L. (1991). Women watching television: Gender, class and generation in the 

American television experience. Philadelphia: University of Pennsylvania 

Press. 

 

Rasmussen, R. L. (2006). Children of the night: The six archetypal characters of 

classic horror films. MacFarland. 

 

Read, J. (2000). The new avengers: Feminism, femininity and the rape-revenge 

cycle. Manchester, NY: Manchester University Press. 

 

Record, J. (2011). A war it was always going to lose: Why Japan attacked America 

in 1941. POTOMAC BOOKS, INC. 

 

Remarque, E. M. (2003). All Quiet on the Western Front: With related readings. 

EMC/Paradigm Publishing. 

 

Repko, A. F. (2011). Interdisciplinary research: Process and theory. SAGE. 

 

Rettew, D., Billman, D., & Davis, R. (1993). Inaccurate perceptions of the amount 

others stereotype: Estimates about stereotypes of one’s own group and other 

groups. Basic and Applied Social Psychology, 14(2), 121-142. 

 

Ricciardelli, L. A., & Williams, R. J. (1995). Desirable and undesirable gender traits 

in three behavioral domains. Sex Roles, 33, 637–655. 

 

Riegler, T. (2010). Through the lenses of Hollywood: Depictions of terrorism in 

American movies. Perspectives on Terrorism, 4(2), 35-45. 

 

Ritts, V., Patterson, M. L., & Tubbs, M. E. (1992). Expectations, impressions, and 

judgments of physically attractive students: A review. Review of Educational 

Research, 62, 413-426. 

 

Robbins, P. R. (1996). Romantic relationships: A psychologist answers frequently 

asked questions. McFarland. 

 

Rollins, P. (2011). Hollywood Indian: The portrayal of the Native American in film. 

University Press of Kentucky. 

 

http://www.ucs.mun.ca/~jporter/current.html


© C
OPYRIG

HT U
PM

214 

 

Rosen, D. N. (1975). King Kong: Race, sex and rebellion. Jump Cut, 6, 7-10. 

Retrieved July 11, 2012 from  

http://www.ejumpcut.org/archive/onlinessays/JC06folder/KingKong.html 

 

Ross, K. (2011). The handbook of gender, sex and media. John Wiley & Sons. 

 

Rothman, S., Powers, S., & Rothman, D. (1993). Feminist in films. Society, 30, 66-

72. 

 

Rowe, A. C., & Lindsey, S. (2003). Reckoning loyalties: White femininity as ‘crisis’. 

Feminist Media Studies, 3(2), 173-191. 

 

Rubey, D. (1976). The Jaws in the mirror. Jump Cut, (10/11), 20-23. 

 

Ruiz, A. (2007). Vibrant Andalusia: Thespice of life in Southern Spain. Algora 

Publishing. 

 

Ruiz, W. B. (2011). American history goes to the movies: Hollywood and the 

American experience. Routledge. 

 

Saarenvesi, R. (2004). Dracula’s women: The representation of female characters in 

a nineteenth-century novel and a twentieth-century film (Unpublished Master 

thesis). University of Jyvaskyla, Finland. Retrieved August 8, 2012 

fromhttps://jyx.jyu.fi/dspace/bitstream/handle/123456789/7413/g0000547.pdf?

sequence=1 

 

Samuel, K. M. (2012). Disney’s Tia Dalma: A critical interrogation of an 

imagineered priestess. Black women: Gender and Families, 6(1), 97-122. 

 

Sarkeesian, A. (2010). I’ll make a man out of you: Strong women in science fiction 

and fantasy television (Unpublished Master thesis). York University, Canada. 

Retrieved October 11, 2012 from       

http://www.academia.edu/4066522/i-ll-make-a-man-out-of-you1-strong- 

women-in-science-fiction-and-fantasy-television 

 

Savoye, D. F. (2013). The signs of James Bond: Semiotic explorations in the world 

of 007. McFarland. 

 

Schaefer, S. (2012). New Dark Knight Rises poster features Ghotham in flames. 

Retrieved April 5, 2013 from 

http://screenrant.com/dark-knight-rises-poster-gotham-city-burning-sandy 

 

Schandler, H. Y. (2009). America in Vietnam: The war that couldn't be won. 

Rowman & Littlefield Publishers, Inc. 

 

Schatz, T. (1993). The new Hollywood. In J. Collins, Film theory goes to the movies: 

Cultural analysis of contemporary film (pp. 8-37). Routledge. 

 

http://www.ejumpcut.org/archive/onlinessays/JC06folder/KingKong.html
https://jyx.jyu.fi/dspace/bitstream/handle/123456789/7413/g0000547.pdf?sequence=1
https://jyx.jyu.fi/dspace/bitstream/handle/123456789/7413/g0000547.pdf?sequence=1
http://www.academia.edu/4066522/i-ll-make-a-man-out-of-you1-strong-%20women-in-science-fiction-and-fantasy-television
http://www.academia.edu/4066522/i-ll-make-a-man-out-of-you1-strong-%20women-in-science-fiction-and-fantasy-television
http://screenrant.com/dark-knight-rises-poster-gotham-city-burning-sandy


© C
OPYRIG

HT U
PM

215 

 

Schatz, T. (2009). New Hollywood, new aesthetics.New Hollywood, new 

millennium. In W. Buckland (Ed.), Film theory and contemporary Hollywood 

movies (pp. 19-46).Routledge. 

 

Schatz, T., & Perren, A. (2004). Hollywood. Communication faculty Publications. 

Retrieved f August 5, 2013 from  

http://scholarworks.gsu.edu/communication-facpub/2/ 

 

Schulbart, R. (2007). Super bitches and action babes: The female hero in popular 

cinema. Performing Arts. 

 

Semati, M., & Sotirin, P. J. (1999). Hollywood's Transnational Appeal: Hegemony 

and Democratic Potential? Journal of Popular Film and Television, 26(4), 176-

188. 

 

Serafini, F. (2010). Reading multimodal texts: Perceptual, structural and ideological 

perspectives.Children’s Literature in Education, 41, 85-104.  

 

Sergi, G., & Lovell, A. (2009). Cinema entertainment: Essays on audiences, films 

and film makers. McGraw-Hill International. 

 

Shapiro, M. (2006). Deforming American political thought: Ethnicity, facticity and 

genre. University Press of Kentucky. 

 

Shaw, T. (2007). Hollywood’s Cold War. University of Massachusetts Press. 

 

Sheehan, K. (2003). Controversies in contemporary advertising. Sage Publications 

Inc. 

 

Shields, V. R. (1990). Adverting visual images: Gendered ways of seeing and 

looking. Journal of Education Inquiry, 4(2), 25-39. 

 

Sigurgeirdottir, I. (2013). Gender equality in the wizarding world? A feminist 

analysis of the Harry Potter novels.Retrieved December 22, 2012 from 

http://skemman.is/stream/get/1946/13815/33182/2/02-Ingibj%C3%B6rg 

 

Silverman, K. (1988). The acoustic mirror: The female Voice in psychoanalysis and 

cinema. Bloomington: Indiana University Press. 

 

Silverman, K. (1992). Male subjectivity at the margins. New York: Routledge. 

 

Silverman, D. (2005). Doing qualitative research: A practical handbook.London: 

Sage Publications. 

 

Simpson, P. L. (2006). Thawing the ice princess. In M. Kapell & S. Lawrence, 

Finding force of the Star Wars franchise: Fans, merchandise & critics (pp. 

115-130). Peter Lang. 

 

Sklar, R. (1994). Movie-made America. New York: Vintage Books. 

http://scholarworks.gsu.edu/communication-facpub/2/
http://skemman.is/stream/get/1946/13815/33182/2/02-Ingibj%C3%B6rg


© C
OPYRIG

HT U
PM

216 

 

Smelik, A. (2009). Lara Craft, Kill Bill, and the battle for theory in feminist film 

theory. In R. Buikema & I. V. der Tuin (Eds.), Doing gender in media, art and 

culture (pp.178-192). Routledge. 

 

Smith, M. (1998). These on philosophy of Hollywood. In S. Neal & M. Smith (Eds.), 

Contemporary Hollywood Cinema (pp. 3-20). Routledge. 

 

Smith, S. L. (2010). Gender oppression in cinematic content? A look at females on-

screen & behind-the-camera in Top-Grossing 2007 films. Retrieved November 

21, 2012 from  

www.seejane.org/downloads/2007Films-GenderReport.pdf 

 

Snee, B. J. (2005). The spirit and flesh: The rhetorical nature of the last temptation of 

Christ. Journal of Media and Religion, 4(1), 45-61. 

 

Sperlich, U. (2001). The blondes who knew too much: The Hitchcock women during 

the Monroe era. GRIN Verlag. 

 

Spiliakos, P. (2012). Batman studies: The Dark Knight Rises, Foundings and the new 

left. Retrieved February 7, 2013 from  

http://www.firstthings.com/blogs/postmodernconservative/2012/07/24/batman-

studies-the-dark-knight-rises-foundings-and-the-new-left/ 

 

Spirek, M. M., & Glascock, J. (1998). Gender analysis of frightening film newspaper 

advertisements: A 50-year overview (1940-1990). Communication Quarterly, 

46(1), 100-108.  

 

Stabile, C. A. (2009). Sweetheart, this ain’t gender studies: Sexism and superheroes. 

Communication and Critical/Cultural Studies, 6(1), 81-92. 

 

Stam, R. (2001). Film theory: An introduction: The feminist intervention (pp.169-

179). Malden, Massachusetts: Blackwell Publishers. 

 

Steele, V. (1997). Fetish: fashion, sex &power. New York: Oxford University Press. 

 

Steinhoff, H. (2011). Queer Buccaneers :(de)constructing boundaries in the Pirates 

of the Caribbean film series. LIT Verlag Munster. 

 

Steinke, J. (2005). Representations of gender and science. Science Communication, 

27(1), 27-63.  

 

Stephens, M. (1998). The rise of the image, the fall of the word. Oxford University 

Press: Oxford. 

 

Stepp, M. (2012). Quick guide to writing fiction and nonfiction books. Old American 

Publishing. 

 

http://www.seejane.org/downloads/2007Films-GenderReport.pdf
http://www.firstthings.com/blogs/postmodernconservative/2012/07/24/batman-studies-the-dark-knight-rises-foundings-and-the-new-left/
http://www.firstthings.com/blogs/postmodernconservative/2012/07/24/batman-studies-the-dark-knight-rises-foundings-and-the-new-left/


© C
OPYRIG

HT U
PM

217 

 

Stockl, H. (2004). In between modes: Language and image in print media. In E. 

Ventola, C. Charles & M. Kaltenbacher (Eds.), Perspectives on multimodality. 

(pp. 9-32). John Benjamins, Amsterdam. 

 

Stokoe, E. H. (1997). An evaluation of two studies of gender and language in 

educational contexts: Some problems in analysis. Gender and Education, 9(2), 

233-44. 

 

Stubbs, M. (1983). Discourse analysis. Chicago: University of Chicago press. 

 

Suid, L. H. (2002). Guts and glory: The making of the American military image in 

film. The University Press of Kentucky: Kentucky. 

 

Synnott, A. (2012). Rethinking men: Heroes, villains and victims. Ashgate. 

 

Tandon, N. (2008). Feminism: A paradigm shift. Atlantic Publishers & Distributors 

(P) LTD. 

 

Tannen, D. (1990). You just don’t understand: Women and men in conversation. 

Ballantine. 

 

Tasker, Y. (1991). Having it all: feminism and the pleasure of the popular. In S. 

Franklin, C. Luray & J. Stacey, Off-center: Feminism and cultural studies (pp. 

85-108). New York: Happer Collins Academic. 

 

Tasker, Y. (1995). Spectacular bodies: Gender, genre and the action cinema 

(Unpublished Doctoral dissertation), University of Warwick, England. 

Retrieved September 25, 2012 from 

http://wrap.warwick.ac.uk/2988/1/WRAP-THESIS-Tasker-1995.pdf 

 

Tasker, Y. (1998). Working girls: Gender and sexuality in popular cinema. New 

York: Routledge. 

 

Tasker, Y. (2004). Action and adventure cinema. Routledge. 

 

Taubin, A. (1997). The Alien Trilogy: From feminism to aids. In P. Cook & P. Dodd 

(Ed.), Women and film: A sight and sound reader (pp. 93-100). Scarlet Press, 

London. 

 

Teo, P. (2004). Ideational dissonances in Singapore’s national campaign posters: A 

semiotic deconstruction. Visual Communication, 3(189), 189-212. 

 

Thompson, J. B. (1984). Studies in the theory of ideology. Cambridge: Polity Press. 

 

Thompson, J. B. (1990). Ideology and modern culture. Cambridge: Polity Press. 

 

Tincknell, E. (2009). Double-0 Agencies: Femininity, post-feminism and the female 

spy. In C. Lindner (Ed.), Revisioning 007 (pp.81-99). London: Wallflower 

Press. 

http://wrap.warwick.ac.uk/2988/1/WRAP-THESIS-Tasker-1995.pdf


© C
OPYRIG

HT U
PM

218 

 

Titscher, S., Meyer, M., & Wodak, R. (2000). Methods of text and discourse 

analysis. London: Sage. 

 

Torry, R. (1993). Therapeutic narrative: TheWild Bunch, Jaws and Vietnam. Velvet 

Light Trap, 31, 28-35. 

 

Trehan, M., & Trehan, R. (2010). Advertising and sales management. V.K. (India). 

Enterprises. 

 

Trice, D. A., & Holland, S. A. (2001). Antiheroes and dolts: Masculinity in 

American popular films 1921-1999. McFarland. 

 

Tung, C. (2004). Embodying an image: Gender, race and sexuality in La Femme 

Nikita. In S. A. Inness (Ed.), Action chicks: New images of tough women in 

popular culture (pp. 95-121). Palgrave Macmillan. 

 

Turgeon, W. C. (2008). The persistence of gender stereotypes in the 21st century and 

what we can do about it. Analytic Teaching, 28(1), 18-27. 

 

van Dijk, T.A. (1998). 18 critical discourse analysis. Retrieved January 19, 2012 

from 

www.discourses.org/OldArticles/Critical%20discourse%20analysis.pdf 

 

van Dijk, T.A. (1998). Ideology: A multidisciplinary approach. SAGE. 

 

van Dijk, T.A. (1998b). What is political discourse analysis? In J. D. Blommaert & 

C. Bulcaen (Eds.), Political linguistics (pp. 11-52). Amsterdam: Benjamins. 

 

van Dijk, T.A. (2009). Critical Discourse Studies: a Socio-cognitive Approach. In R. 

Wodak & M. Meyre (Eds.), Methods of critical discourse analysis (pp. 62-87). 

Sage Publications Ltd. 

 

van Ginneken, J. (2007). Screening Difference: How Hollywood’s Blockbuster Films 

Imagine Race, Ethnicity, and Culture. Lanham: Rowman and Littlefield. 

 

van Leeuwen, T. J. (1993). Genre and field in critical discourse analysis: A synopsis. 

Discourse and Society, 4(2), 193-223.  

 

van Leeuwen, T. J. (1995a). Representing social-action.Discourse & Society, 6(1), 

81-106. 

 

van Leeuwen, T. J. (1996). The representation of social actors. In C. R. Caldas-

Coulthard & M. Coulthard (Eds.), Texts and practices: Readings in critical 

discourse analysis (pp. 32-70). London: Routledge. 

 

Van, Leeuwen, T. J. (2005). Introducing social semiotics. New York: Routledge.  

 

van Leeuwen, T., & Jewitt, C. (2001). Handbook of visual analysis. Sage 

Publications, Ltd. 

http://www.discourses.org/OldArticles/Critical%20discourse%20analysis.pdf


© C
OPYRIG

HT U
PM

219 

 

Vares, T. (2002). Framing killer women films: Audience use of genre. Feminist 

Media Studies, 2(2), 213-229. 

 

Varner, P. (2009). The A to Z westerns in cinema. Scarecrow Press. 

 

Vejvoda, J. (2011). Transformers: Drak of the Moon review: They’ve fallen, but can 

the Transformers get up? Retrieved February 21, 2013 from 

http://www.ign.com/articles/2011/06/27/transformers-dark-of-the-moon-review 

 

Vernallis, C. (2005). Militarism, misanthropy and the body politics: Independence 

Day and America’s new war. Retrieved February 6, 2013 from 

http://www.brunel.ac.uk/data/assets/pdf_file/0005/185936/ET62VernallisED 

 

Waggoner, Z. (2009). My avatar, my self: Identity in video role-playing games. 

McFarland. 

 

Walker, R. (1995). To be real: Telling the truth and changing the face of feminism. 

New York: Anchor. 

 

Walker, A. (1997, November). G. I. Jane. Evening Standard, 28. 

 

Wallace, A. (1997). Shooting for a role in a male film genre.Los Angeles Times 

Online. Retrieved December 18, 2012 from  

http://pqasb.pqarchiver.com/latimes. 

 

Wassmann, J. (1998). Pacific answers to western hegemony: Cultural practices of 

identity construction. Berg. 

 

Weatherall, A. (2003). Towards understanding gender and talk-in-interaction. 

Discourse & Society, 13, 767-781. 

 

Weiss, G., & Wodak, R. (2003). Critical discourse analysis: Theory and 

interdisciplinarity. New York: Palgrave Macmillan. 

 

Welsh, J. M. (2000). Action Films: The Serious, the Ironic, the Postmodern. In W.W. 

Dixon (Ed.), Film genre 2000: New critical essays (pp. 177-192). Albany: 

State University of New York Press. 

 

Welsch, J. R., & Adams, J. Q. (2005). Multicultural films: A reference guide. 

Greenwood Publishing Group. 

 

West, R. (1999). Caring for justice. New York University Press. 

 

Westad, O. A. (2010). The Cold War and the international history of the twentieth 

century. In M. P. Leffler & O. A. Westad (Eds.), The Cambridge history of the 

Cold War (pp.1-19). Cambridge University Press. 

 

White, R. (2007). Violent femmes: Women as spies in popular culture. Routledge. 

 

http://www.ign.com/articles/2011/06/27/transformers-dark-of-the-moon-review
http://www.brunel.ac.uk/data/assets/pdf_file/0005/185936/ET62VernallisED
http://pqasb.pqarchiver.com/latimes.%20Access%20on11%20November%202011


© C
OPYRIG

HT U
PM

220 

 

White, A. W. (2nded.). (2011). The elements of graphic design. Allworth Press. 

Williams, L. R. (2004). Ready for action: G.I. Jane, Demi Moore’s body and the 

female movie. In Y. M. Tasker (Ed.), Action and adventure cinema (pp. 169-

185). Routledge. 

 

Wishart, D. J. (2004). Encyclopedia of the great plains. University of Nebraska 

Press. 

 

Wodak, R. (1997). Gender and discourse. Sage Publications Ltd. 

 

Wodak, R., & Meyer, M. (2009). Critical discourse analysis: History, Agenda, 

theory and methodology. In R. Wodak & M. Mayer (2nd ed.), Methods of 

critical discourse analysis (pp. 1-33). Sage Publications.Ltd. 

 

Wodak, R., & Weiss, G. (2004). Visions, ideologies and utopias in the discursive 

construction of European identities: Organizing, representing and 

legitimizing Europe. In M. Pütz, A. Neff, G. van Artselaer & T.A. van Dijk 

(Eds.), Communicating ideologies: Language, discourse and social practice (pp. 225-

52). Frankfurt, Main: Peter Lang. 

 

Woloch, N. (3rded.). (2000). Women and the American experience.Boston: McGraw-

Hill. 

 

Wood, J. T. (1994). Gendered lives: Communication, gender, and culture. 

Wadsworth Publishing: a division of Thomson Learning. 

 

Wood, R. (2003). Hollywood from Vietnam to Reagan and beyond.Colombia 

University Press. 

 

Wood, J. (2009). Gendered lives: Communication, gender and culture. Wadsworth. 

 

Worell, J. (2001). Encyclopedia of women and gender: Sex similarities and 

differences and the impact of society on gender, Volume 2. Elsevier. 

 

Wright, J. C. (2005).Twas beauty killed the beast. In D. Brin, An authorized looks at 

humongous ape: King Kong is back (pp. 197-212). Benbella Books. 

 

Wrong, D. H. (1980). Power: Its forms, bases and uses. Transaction Publishers. 

 

Yanal, R. J. (2005). Hitchcock as philosopher. McFarland. 

 

Ye, R. (2010). The interpersonal metafunction analysis of Barak Obama’s victory 

speech. English Language Teaching, 3(2), 146-151. 

 

Young, D. (2006). Ironic identities and earnest desires: King Kong and the desire to-

be-looked-at.Conference proceeding-Thinking gender- the next generation. 

University of Leeds, UK. 

 



© C
OPYRIG

HT U
PM

221 

 

Yuval-Davis, N. (1997). Gender and nation. London: Sage Publications. 

 

Zeiler, T.W. (2004). Unconditional defeat: Japan, America, and the end of World 

War II. Scholarly Resources, Inc. 

 

Zhao, N. (2008). Analyzing the meaning in interaction in politeness strategies in 

Scent of a Woman. The Journal of International Social Research, 1(4), 629-

647.  

 

Žižek, S. (1989). The sublime object of ideology. London: Verso. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 




