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abstract

This research sets out to aid the definition of the fourth wave feminism, a cultural
movement that is yet to be understood as little consensus has been reached thus far in
regards to its definition. A critical discourse analysis is performed on a social media

statement by global superstar Lana Del Rey which is framed to be influential on the
trends of fourth wave feminism. The text is discussed in regards to cultural contexts of
its release. The study concludes that trends of fourth wave feminism both challenge and
reinforce aspects of postmodernism and previous waves of feminism. It may be marked
by the following: (1) Fourth wave feminism is still in the making. (2) The fourth wave
feminist is a cultural critic and individualist. (3) The fourth wave feminist values
authenticity and honesty in self-expression. (4) Fourth wave feminism calls for
sisterhood and solidarity among women. (5) Fourth wave feminism welcomes the
reinforcement of the male gaze. (6) Fourth wave feminism is chaotic and contradictory.
(7) Fourth wave feminism calls for acceptance of the weaker and delicate type of woman

as a feminist.
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1! Introduction

The feminist movement has been prone to many changes in terms of the perspectives and
objectives that it represents. Whilst previous eras, or so called ‘waves’, of feminism have
had rather clear main objectives that have been framed and manifested in literature, the
current state of feminism is much discussed and its definition has to date not reached

much of a consensus amongst theorists and researchers.

To aid its definition, this study takes a look at a discourse text that is framed as an
influential one on the understanding of the fourth wave feminism: A social media

statement posted by global pop star Lana Del Rey in 2020.

Highlighting Del Rey as an artist that has publicly been framed by other global voices as
a way paver, she is at the centre of this case study. Her undoubtedly powerful position as
a global superstar places her in a position to influence ever changing concepts such as
feminism with many consumers listening to and reading her work. In May 2020, Del
Rey posted a statement on her Instagram channel named A question for the culture
where she addresses feminism specifically. Hence, the study poses the following

question:

What does Lana Del Rey’s persona via her social media statement ‘A question for the

culture’ tell us about fourth wave feminism?

By firstly providing general relevant background knowledge about the state of feminism,
Lana Del Rey, the notions and theories by other scholars on the fourth wave of feminism
and postmodern trends, this study presents the cultural circumstances during which the
analysed text was released and consumed. The social media statement by Del Rey is then
analysed via a Critical Discourse Analysis. Finally, I provide a discussion in terms of
what Del Rey’s social media statement tells us about the trends of fourth wave feminism

together with implications for possible further research.



2. backgrouno

I begin by presenting relevant background information. As this study concerns modern
day feminism, I provide a look into the history of feminism to put where feminism is at
presently into a context. Moreover, this chapter introduces the subject of this case study:
Lana Del Rey. This chapter not only introduces her but furthermore demonstrates why

she is framed as an example of a fourth wave feminist for the sake of this research.

2.1 A look at feminism thus far

As per Cambridge Dictionary, feminism is defined as the following:

“the belief that women should be allowed the same rights, power, and opportunities as
men and be treated in the same way, or the set
of activities intended to achieve this state."

(Cambridge Dictionary, n.d.)

The first feminist texts are said to have been written around 1790 but it was not until the
1890s that the term ‘Feminism’ was actually developed as a name for a movement.
(Doughty and Etherington-Wright, 2017: 173). As a social movement, feminism has
been divided into so called waves, each one representing new trends in the fight for
gender equality (Doughty and Etherington-Wright, 2017: 173). I now move on to give an

overview of the main characteristics of each wave thus far:

Wave 1

The first wave of feminism is said to have begun around 1900s. During this time several
writers started uncovering unfair treatment of women because of their gender through
their written works. Feminists “campaigned for equal property rights, rights to higher
education, to careers and later, women’s right to vote” (Doughty and Etherington-
Wright, 2017: 173). Whilst Germany had already granted women the right to vote, in the
United States this still had to be fought for (Krolgkke and Sgrenson, 2005: 2). Members
of this activism were referred to as suffragettes and their tactics included being dressed
in a lady-like proper “Sunday best” (Krolgkke and Sgrenson, 2005: 2) manner. That
way, they “personified White, middle-class femininity, while engaging in very
unfeminine and less-than-bourgeois practices.” (Krolgkke and Sgrenson, 2005: 3) and

whilst some were put to jail this seemed like “no way to treat ladies” (Krolgkke and
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Sgrenson, 2005: 2). During the first world war these aspirations were put on hold as
women stepped into traditional female roles, such as nurses, to help with the war.
However, in between the first and second world war women achieved the right to vote
with then led to them taking on a different role in the second world war: This time they
took on roles that had previously exclusive to men such as “factory work, farming the
land, etc.” (Doughty and Etherington-Wright, 2017: 173). But after a long struggle the
vote to right for women in the US was introduced in 1920 (Krolgkke and Sgrenson,
2005: 2). The Suffagrettes also “confronted stereotypes of women and, in particular,
claims of proper female behavior and talk.” (Krolgkke and Sgrenson, 2005: 5). The very
act of public activism or “public persuasion” (Krolgkke and Sgrenson, 2005: 5) was
deemed to be “unwomanly” (Krolgkke and Sgrenson, 2005: 5). Women speaking out in
public under such circumstances were "displaying masculine behaviors. She was even
ignoring her biological weaknesses— a smaller brain and a more fragile physique—
which she was supposed to protect in order to ensure her reproductive
abilities.” (Krolgkke and Sgrenson, 2005: 5). In some ways, this perspective on
womanhood aided the process of gaining the right to vote for women in the name of
“expediancy” (Krolgkke and Sgrenson, 2005: 5), i.e. being as convenient as possible
whilst being immoral. But also other reasons played into gaining the right to vote: There
was a belief that women would play a better role in their domestic households as
mothers and wives if they could “enrich politics with their ‘innately’ female
concerns” (Krolgkke and Sgrenson, 2005: 5) and also, of course, demanding justice for
all citizens played into gaining the right to vote for women (Krolgkke and Sgrenson,
2005: 5). Fundamentally, this wave of feminism caused women ‘“to question their
position in society” (Doughty and Etherington-Wright, 2017: 173). It was also paving
the way for the second wave of feminism as some socialist feminists started to fight for
“women’s right to abortion, divorce, and nonlegislative partnership—and against sexism
both in bourgeois society and within the socialist movements.” (Krolgkke and Sgrenson,
2005: 7).

Wave 2

The second wave of feminism is often referred to as the “Women’s Liberation
Movement” or “Women’s Lib” (Doughty and Etherington-Wright, 2017: 174). It took
place between the 60s and 80s and is characterised by many in a rather negative way as
they refer to it as a movement that was marked by women disliking men (Doughty and
Etherington-Wright, 2017: 174). Protests against society’s beauty standards placed on
women was a major theme and activists would go long, creative and
“theatrical” (Krolgkke and Sgrenson, 2005: 8) lengths to demonstrate this. One example
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of this is feminists naming a sheep Miss America and then throwing items into a bin that
they considered to be “‘oppressive’ gender artifacts” (Krolgkke and Sgrenson, 2005: 8)
such as bras, high heels and fake eyelashes (Krolgkke and Sgrenson, 2005: 5).
Furthermore, they would enter beauty pageants shows and smuggle in banners calling
for the liberation of women (Krolgkke and Sgrenson, 2005: 8). The message of these
“perfectly staged media event[s]” (Krolgkke and Sgrenson, 2005: 8) was that “Women
were victims of a patriarchal, commercialized, oppressive beauty culture.” (Krolgkke
and Sgrenson, 2005: 8). Hence, the act of women questioning their position in society
which was sparked in the previous wave of feminism is evidently taken further in this
wave as it marks women having a good understanding of their oppressed positions.
Therefore, during this wave feminists fought “to raise awareness of how the existing
patriarchal ideology excluded, silenced and oppressed women.” (Doughty and

Etherington-Wright, 2017: 174).

However, this wave is also marked by different types of feminism and the question was
often times not whether one was a feminist, but rather what kind of feminist (Krolgkke
and Sgrenson, 2005: 15). There was a radical feminism at play which held a “strong
belief that women could collectively empower one another” (Krolgkke and Sgrenson,
2005: 9). This type of feminism is marked by the belief that radical actions are needed to
change the way traditional society oppresses women. (Doughty and Etherington-Wright,
2017: 174). They held the belief that “sexual difference is more fundamental than class
and race differences” (Krolgkke and Sgrenson, 2005: 9) and that women “due to their
primary social attachment to the family and reproduction—constitute a class and
economy of their own, based on the unpaid work in the home, the productivity of
motherhood, and their function as a workforce reserve.” (Krolgkke and Sgrenson, 2005:
9). Radical feminists fought for the women’s right to own their own sexuality and
bodies, independent from the institutions of marriage and motherhood and they
questioned heterosexuality as “a compulsory institution designed to perpetuate the social
power of men across class and race.” (Krolgkke and Sgrenson, 2005: 10). Overall,
radical feminism believed in “sisterhood and solidarity, despite differences among
women and a simultaneous investment in the slogans ‘Woman’s struggle is class
struggle’ and ‘The personal is political’, directing the feminist agenda to attempt to
combine social, sexual, and personal struggles and to see them as inextricably
linked.” (Krolgkke and Sgrenson, 2005: 10). Then there was also liberal feminism
during this wave of feminism. For them, the problem was women’s “lack of social power
and political influence” (Krolgkke and Sgrenson, 2005: 11). They did not argue for
women working outside of their homes, but instead they demanded payment for their
8



roles as housewives (Krolgkke and Sgrenson, 2005: 11). So, opposed to radical feminists
who were suspicious of society’s institutions and fought against them, liberal feminists
fought for being a part of them and gaining influence (Krolgkke and Sgrenson, 2005:
11).

However, this wave of feminism has later on been accused of disregarding women who
are not upper-middle-class, white and heterosexual. There is furthermore a separation
between sex and gender in this wave (Krolgkke and Sgrenson, 2005: 14). However, this
difference between the two remained a messy subject as it “tended to oscillate between
positive difference as inherent in women (be it biological or sociological) and negative
difference as relative (be it biological or sociological) to subordination.” (Krolgkke and
Sgrenson, 2005: 14). Second wave feminists have also been “highly theoretical and
consequently have had strong affiliations with the academy.” (Krolgkke and Serenson,
2005: 15) which has led to an extensive base for research and teaching in this field
(Krolgkke and Sgrenson, 2005: 15). One text to be highlighted at this point is Laura
Mulvey’s essay “Visual Pleasure and Narrative Cinema” from 1975. Coming from a
place of second wave feminism, Mulvey argued that the film industry was producing
films in a way that placed the viewer into the view point of a heterosexual man
objectifying the woman on screen as a sexual object. This theory is explained further in
chapter 5 of this thesis where it is furthermore outlined as a relevant one for aiding the

analysis of this study.

Wave 3

The third wave of feminism marks the time period between 1990s to the 2000s
(Doughty and Etherington-Wright, 2017: 174). Standing on the base built by previous
waves of feminism, “third-wave feminists generally see themselves as capable, strong,
and assertive social agents” (Krolgkke and Sgrenson, 2005: 16). In this wave there were
“opportunities and less sexism” (Krolgkke and Sgrenson, 2005: 15). For example, it is
marked by a fight for the right of women to access contraception and have abortions
(Doughty and Etherington-Wright, 2017: 174). The type of feminism here was also more
playful and “less pompous” (Krolgkke and Sgrenson, 2005: 15). In fact, feminists
happily reclaimed the term “girl” (Krolgkke and Sgrenson, 2005: 15) and this
identification was “not limited to under 18s” (Krolgkke and Sgrenson, 2005: 15).
Instead of fighting against stereotypes, feminists were found to exaggerate them in a
humorous way and playing with linguistics by self-proclaiming titles and self-inventing
nicknames (Krolgkke and Sgrenson, 2005: 16). This wave of feminism is also marked

by the motivation to “develop a feminist theory and politics that honor contradictory
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experiences and deconstruct categorical thinking.” (Krolgkke and Sgrenson, 2005: 16).
Feminists both “honor the work of earlier feminists while criticizing earlier feminisms,
and they strive to bridge contradictions that they experience in their own
lives.” (Krolgkke and Sgrenson, 2005: 16). This wave is marked by less concrete
definition and more ambiguity whilst feminists aimed to find strategies to both include

and explore (Krolgkke and Sgrenson, 2005: 16).

It is furthermore characterised by a being a criticism towards the previous waves for
solely focusing on one type of woman: “the upper-middle-class white woman” (Doughty
and Etherington-Wright, 2017: 174). Hence, third wave feminism drew attention to a
wider scope of women from different backgrounds and different preferences as it
challenged “notions of universal womanhood and articulates ways in which groups of
women confront complex intersections of gender, sexuality, race, class, and agerelated

concerns.” (Krolgkke and Sgrenson, 2005: 17).

This wave is said to be rather “diverse and chaotic” (Krolgkke and Sgrenson, 2005: 17).
Albeit strong objectives, this wave is often talked about as one “lacking a single
objective” (Doughty and Etherington-Wright, 2017: 174). Instead, it is often defined by
“by the use of performance, mimicry, and subversion as rhetorical strategies.” (Krolgkke
and Sgrenson, 2005: 18). Third-wave feminism “marks a move away from thinking and
acting in terms of systems, structures, fixed power relations, and thereby also
‘suppression’— toward highlighting the complexities, contingencies, and challenges of

power and the diverse means and goals of agency.” (Krolgkke and Sgrenson, 2005: 20).

2.2 Fourth wave feminism on the rise and

undefined

A fourth rise of feminism is on the rise since about 2010 though there is no real
consensus existent in regards to its definition as it is “a still incipient and highly novel”
wave of feminism (Sylvester, Belloso, Royo, Priesto, 2021: 417). Though referred to by
many as a fourth wave of feminism, some call it Postfeminism or Neo-feminism
(Doughty and Etherington-Wright, 2017: 174). It is a “contested notion in the pantheon
of Feminist cultural and media studies due to the many different positions and
interpretations by academics in the field.” (Doughty and Etherington-Wright, 2017:
175). Some say it is not feminist at all as there is a contribution “to a banalization of the

feminist message” (Sylvester, Belloso, Royo, Priesto, 2021: 432) at play through media
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texts published in this era of time. There have been about two decades of discussing
what the fourth wave of feminism actually is and stands for without much consensus

thus far.

Some find its contradictory nature “to signal an epistemological break with (second
wave) feminism, an historical shift (to a third wave), or a regressive political stance
(backlash).” (Gill, 2007: 148). Furthermore, this consequently makes it hard to apply
current characteristics to a media analysis (Gill, 2007: 148). Gill asks “What makes a
text postfeminist? What features need to be present in order for any media scholar to
label something as postfeminist?” (Gill, 2007: 148). However, the discussions about its
meaning indicate the transformations, “transformations in feminisms and
transformations in media culture -- and their mutual relationship.” (Gill, 2007: 149).
However, even ten years after her first article on the new type of feminism in 2007, Gill
states the confusion surrounding it is even bigger now than ten years prior, and yet its
hold on contemporary media culture and what it asks of people in order to “survive in
neoliberal society” (Gill, 2012: 606) has risen in amount, too. She finds this frightening
as there are racist, nationalist and homophobic tendencies noticeable in media culture
due to political stances in the world (Gill, 2012: 606). It needs to be taken seriously
since what is alarming about this to Gill is that the state of feminism co-exists with
misogyny in the form of hate speeches, trolling, etc. (Gill, 2017: 611). This calls for
uncovering postfeminist trends and its expectations even more so than before. (Gill,
2017: 606):

“Like neoliberalism, it seems to me that postfeminism has tightened its hold in
contemporary culture and has made itself virtually hegemonic. It is harder today to see
postfeminism’s ‘edges’ or borders. Compared with a decade ago, it is much more
difficult to recognize as a novel and distinctive sensibility; it has become the new
normal, a taken for-granted common sense that operates as a kind of gendered
neoliberalism — and it is all the more troubling for this.”

(Gill, 2017: 609)

As backed up by Gill (2007 and 2017), Doughty and Etherington-Wright (2017) and
Sylvester, Belloso, Royo, Priesto (2021) in the preceding paragraphs, there is an evident
lack of understanding when it comes to fourth wave feminism and the need for studying
this shift in culture. As the aim of this study is to aid this understanding as to where
fourth wave feminism is headed by analysing its characteristics, there is a continuation to

this chapter in the Literature Review chapter. There I outline what other scholars and
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theorists have concluded as possible trends thus far to aid my own analysis and findings

on this subject matter.

2.3 Star personas as symbols for cultural

movements

As the research question refers to Del Rey’s persona it is important to clearly distinguish
between her persona and who she really is. According to Cambridge Dictionary, a
persona is referred to as “the particular type of character that a person seems to have and
that is often different from their real or private character” (Cambridge Dictionary, n.d.).
In other words, a persona is the way a person is perceived outwardly. Thus, it is beside
the point to discuss whether a persona is real or fake as it is an inevitable part of every
person at all times. “The public performance of the self is neither entirely ‘real’ nor
entirely ‘fictional’.* (Moore, Barbour, Lee, 2017: 4) and it varies greatly. Consequently,
a person in the public eye may or may not represent a rather curated persona. Star
personas often times, wether on purpose or by accident, become symbols for ideologies,

often times political ideologies and cultural movements. (Shumway, 2014: 8).

2.4 Introduction to Lana Del Rey

Lana Del Rey is a global superstar who rose to fame rather suddenly in 2011 as her
video for her song ‘Video Games’ went viral on YouTube (Harris, 2021, para. 5).
Despite initial controversial reception regarding her artistry in terms of feminism and
authenticity specifically, Del Rey’s career has been ongoing and steady. This is
demonstrated by the fact that only last year, in 2020, she won the NME award for “Best
Album In The World” (Moore, 2020: para.l). Her position of steady fame gives her an
influential status in the world. Relevant to this study, some of that influence is reached
via and channeled through her Instagram account which to date counts over 20 million

followers (Lana Del Rey Instagram, 2021).

Her controversial reception at the time of her breakthrough was documented to much
extent via many globally famous news outlets where she was criticised heavily for
representing un-feminist ideals such as self-objectification. For example, Rosie Walsh
wrote for The Guardian that Lana appears like “a doll-like creature, all dark lashes, huge
pout and bouffant hair, staring into the camera and singing about undressing for a man

who treats her like crap.” (Swash, 2011: para. 4). Kevin Lincoln’s article for Business
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Insider in 2011 described her as “a cocktail of submissive sex-object and mid-20th-
century American vamp” (Lincoln, 2011: para. 6). Del Rey was described as “a canvas
of a girl, and willing one at that” (Hopper, 2012: para. 1) by Jessica Hopper for Spin. In
his article for Telegraph in 2011, Neil McCormick said Lana resembles the look of
someone coming from the fictional world of the movie The Valley of the Dolls into a
post feminist, postmodern present. He also refers to her doll-like look in a humorous
way indicating she may pursue a marketing career if must fails (McCormick, 2011: para.
2). Jonathan Heaf wrote in his article for GQ Magazine how “part of Del Rey's charm is
how such a projected innocence jars against lyrics that drip with a desire to be

corrupted.” (Heaf, 2012: para. 5).

2.5 Lana Del Rey’s persona framed as a 4th

wave feminist

For this study, Del Rey’s position is one be understood as one of a 4th wave feminist
representative. To some part, this identity is reached via her reputation gained through
other global voices framing her as one. To demonstrate this I outline her position via the
statements of two fellow female global pop stars Taylor Swift and Billie Eilish. Both of
these artists maintain immense influential power due to their level of fame. Furthermore,
they both represent feminist values by winning Billboard awards that are inherently
feminist award as they were “established to recognize extraordinary women in the music
industry who have made significant contributions to the business and who, through their
hard work and continued success, inspire generations of women to take on increasing
responsibilities within the field.” (Billboard Staff, 2007: par. 2). In 2019, Taylor Swift
won the award ‘Woman of the decade’ by Billboard whilst fellow artist Billie Eilish won

the award ‘Woman of the year’.

In her influential acceptance speech in front of a global audience for the Billboard award
in 2019, Swift points out that she has perceived Lana Del Rey as a force of influence and

a withstander against a misogynist culture within specifically the music industry:

“In the last 10 years I have watched as women in this industry are criticized and
measured up to each other and picked at for their bodies, their romantic lives, their
fashion, or have you ever heard someone say about a male artist, I really like his songs
but I don't know what it is, there's just something about him I don't like? No! That

criticism is reserved for us! [...] I've watched as one of my favorite artists of this
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decade, Lana Del Rey, was ruthlessly criticized in her early career and then slowly but
surely she turned into, in my opinion, the most influential artist in pop. Her vocal
stylings, her lyrics, her aesthetics, they've been echoed and repurposed in every corner
of music.”

(Swift, Billboard, 2019: 6:11-6:38)

Also global superstar Billie Eilish has framed Del Rey to be someone influential. In an
interview with SRF in 2019 she was reminded that she had previously stated Lana Del
Rey to have “raised us all” (Eilish, Radio SRF 3, 2019: 2:15). Eilish confirmed that she

still stands firmly by this statement and added onto it:

“She created us, man. She did.
Even if you don’t even say that she did, she did.”
(Eilish, Radio SRF 3, 2021: 2:24-2:30)

According to the voices of two global superstars, Lana Del Rey represents an influential
way-paver. On the basis of these strong and clear statements, this study frames Del Rey’s
persona an one that is highly influential on cultural movements such as feminism,
regardless of whether she has intentions to do so or not. Having been publicly framed as
an exemplary fourth wave feminist the way that she has by fellow global voices, by

default makes her messages influential on the fourth wave’s definition.

2.6 Social Media Statement: A question for the

culture

On May 21st 2020 Lana Del Rey posted a written text statement on her Instagram
channel with the title ‘A question for the culture’. It specifically addresses Del Rey’s
issues with aspects of feminism and criticism she has been prone to throughout her
career. The statement was followed by controversial reactions which caused the singer to
issue another statement in written form for a few days later as a response. For instance,
major online magazine Vulture titled an article “Lana Del Rey Defends Controversial
Post, Is a Harbinger of ‘New [...]Wave’ Feminism” (Kiefer, 2020: title). A transcription

of the statement follows in the Material chapter.
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Question for the culture: ' lanade

Now that Doja Cat, Ariana, Camila, Cardi B, Kehlani and Nicki
Minaj and Beyoncé have had number cnes with songs about being
sexy, wearing no clothes, fucking, cheating etc - can I please go
back to singing about being embodied, feeling bveautiful by
being in love even if the relationship is not perfect, or
dancing for money - or whatever I want -without being crucified
or saying that I'm glamorizing abuse???7???

Im fed up with female writers and alt singers saying that 1
glamorize abuse when in reality I'm just a glamorous person
singing about the realities of what we are all now seeing are
very prevalent emotionally abusive relationships all over the
world.

With all of the topics women are finally allowed to explore 1
Just want to say over the last ten years 1 think it's pathetic

pecple say lve set women back hundreds of years.

Let this be clear, I'a not not a feminist -dut there has to be a
place in feminism for women who locok and act like me - the kind
of woman who says no but men hear yes- the kind of women who
are slated mercilessly for being their authentic, delicate
selves, The kind of women who get their own stories and voices
taken away from them by stronger women or by men who hate
women.

I’ve been honest and optimistic about the challenging
relationships I’'ve had.

News flash! That's just how it is for many women.

And that was sadly my experience up until the point that those
records were made. So I just want to say it's been a long 10
years of bullshit reviews up until recently and I've learned a

that ay minor lyrical exploration detailing my sometimes o ddnce
submissive or passive roles in my relationships has often made

ddnce

4d 11

4d 11

swftn¢
DESPE

3d 21

b5cko

lot from them 2d Re

but I also feel it really paved the way for other women to stop

‘putting on a happy face’ and to just be able to say whatever

the hell they wanted to in their music- o Q ﬂ

unlike my experience where if I even expressed a note of sadness

in my first two records I was deemed literally hysterical as Liked by r

though it was literally the 1920s Yy

Anyways none ¢f this has anything to do about much but 1,743'710
MAY 21, 2020

I'11 ve detailing some of my feelings in my next two books of
poetry (mostly the second one) with Simon and Schuster. Yes I’m
still making personal reparations with the proceeds of the books
to my choice of Native American foundations which I'm very
happy about. And I'm sure there will be tinges of what I've
been pondering in my new aloum that comes out September 5S5th.

Thanks for reading
Happy qQuarantining

Figure 2: Lana Del Rey: Question for the culture.
Source: Lana Del Rey Instagram Channel (2020)
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3. research guestion

In conformity with Del Rey being publicly framed as a way-paver for other women and
hence functioning as an influential voice within popular culture, in combination with the
uncertain definition of the fourth wave of feminism, the study poses the following

question:

What does Lana Del Rey’s persona via her social media statement ‘A question for the

culture’ tell us about fourth wave feminism?

A literature review

This chapter reviews relevant literature to enable an understanding of how other
scholars, theorists and researchers have aimed to aid the definition of fourth wave
feminism thus far. Moreover, it introduces post-modernist trends in terms of art ideals,
digital culture and brand consumption to provide an understanding of the cultural

context in which the analysed material was released within.

4.1 Fourth wave feminism

In the Background chapter the emergence of a fourth wave within the feminist
movement is introduced. It is outlined as a new era of feminism that is yet to be
understood. The lack of its definition is demonstrated when it comes to understanding
this new up and coming wave of feminism. To aid its definition is the very aim of this
study. Hence, in this chapter I intend to review attempts thus far by a selection of
scholars and theorists to define and conclude possible characteristics and trends of this

wave of feminism.

As found in my literature review, many scholars and researchers have concluded trends
but also problematics in the light of this new wave of feminism. As is demonstrated in
the following paragraphs, not only is it difficult to define its objectives, but furthermore
it discussed plenty whether it in fact moves away from the core aspirations of feminism
by contributing “to a banalization of the feminist message” (Sylvester et al., 2021: 432).
Hence, it may of course be argued that it is in fact not a form or wave of feminism at all.
Therefore, before proceeding with trends found in regards to this wave, I want to outline

that whilst it may be discussed as an unfeminist movement by some, steering away from
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feminism, this study is not concerned with whether this may be labelled as a true and
valid form of feminism, or not. It by default sees the problematics identified as parts of
what characterises the realities of the current forms of feminism. It is contextualised as a
continuation of the first three waves of feminism, as demonstrated in the Background
chapter. Albeit a much discussed topic with many differing perspectives on it, what
follows are key characteristics I have found to be backed up by theorists as possible

fourth wave feminism trends, both celebrated and denounced:

Being sexy as a tool of self-empowerment

Doughty and Etherington-Wright (2017) conclude that what has been noted by many
academic is the “rejection that femininity and feminism are polarised” (Doughty and
Etherington-Wright, 2017: 175). Some refer to the fourth wave as “Lipstick
feminism” (Doughty and Etherington-Wright, 2017: 175)” as it seems to allow for the
embrace of traditional stereotypical role of women and the encouragement for women to
own and simply their sexuality. Previous waves criticised the objectification of women
but in this wave there appears to be a view on wearing high heels and sexy clothes as
self-empowerment or owning one’s sexuality. (Doughty and Etherington-Wright, 2017:
175). In 2007, Gill noted that the female body is seen as a woman’s currency to be used
for success and appreciation but only so through the lens of how sexy it is perceived to
be. Motherhood and nurturing attributes were disregarded. Instead of real value was a
woman’s sex appeal. In 2017, she confirms this firmly by saying this pressure has
intensified over time. In fact, it has evolved to the want and need of beautifying body
parts that never received much attention before, such as upper arm definition, thigh gaps,
armpits and female genitalia. In that sense, the standards to conform to have narrowed
drastically. A sexy body means empowerment on many levels and it requires constant

monitoring and a disciplined mindset to maintain. (Gill, 2017: 616).

Surveillance (peer surveillance and self-surveillance)

Closely related to the previous paragraph, the surveillance of the female body has
reached extreme levels within contemporary media culture. Again, Gill pointed this out
a decade ago and argues that it has strengthened over time. What is apparent are several
levels of surveillance of the female body via social media posts. The judgement that
appears to count heavily for women is also that of their own friends, i.e. peer
surveillance or girlfriend gaze. Those are terms describing how women feel looked at by
each other and judged in detail and actively do so to other women. This triggers self-

surveillance to reach new levels by the usage of apps that beautify and improve
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appearance or let one see another version of themselves after a possible make-over.
There is a constant need for optimisation. (Gill, 2017: 616-617)

Digital activism

With the rise of digital culture, digital activism appears to be a defining factor of fourth
wave feminism (Riebe, 2020: 1). Also Shiva and Kharazami (2012) approach the
definition of fourth wave feminism through the lens of technology and internet as they
refer to several scholars who have already determined that the internet, the use of
technology and social media to have “ushered in a new wave, the fourth wave of
feminism.” (Shiva and Kharazmi, 2019: 129). Online activism and online communities
exist through e.g. hashtags as a result of usage of social media: It may be described as
“The generation of virtual emotional links produces feelings of belonging to virtual

communities that are transferred into the offline sphere” (Sylvester, et al., 2021: 418).

Confidence and happiness are hyped whereas insecurity is denounced

Gill finds that in contemporary culture, women find themselves asking questions about
their inner life and how this may be improved. They get reminded by media to ask
themselves e.g. if they are good mothers, good lovers, good friends, are they happy
enough or could they improve their happiness levels, are they satisfied with how they
look, etc. Overall, happiness and confidence are highlighted as the ultimate goals and
answers. Confidence equals sexy in contemporary culture. Interestingly, Gill points out
how culture likes to remind women of how patriarchy and sexism holds them back and
they they should grown confidence and withstand and fight it. However, there is no
expectation on the world to change, but on the woman to do the work to change her own
confidence as if it was each individual woman’s matter to deal with, unrelated to social
structures. Hence, in fourth wave feminism, there is a “confidence cult” (Gill, 2017:
618). She finds that by offering solutions to social injustice by focusing on the individual
and asking them to deal with it though working on confidence and resilience through *
small, manageable, psychological tweaks — practising gratitude, ‘reprogramming’
negative thoughts — are capitalism, neoliberalism and patriarchy-friendly.” (Gill, 2017:
618). As confidence and resilience appear to be hyped, Gill notes how female artists are
asked to conform to representations of good feelings despite the experiences they may be
referring to. This is not to say that bad experiences are not referred to, but in
combination with those there is a major focus on *“‘positive psychology’ and ‘positive
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mental attitude’” (Gill, 2017: 619) by often embedding messages in funny humorous
ways. Hence, women are asked to disregard emotions like “insecurity, neediness, anger
and complaint (Gill, 2017: 618-619). Consequently, insecurity, vulnerability and
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neediness are dismissed as “toxic states” (Gill, 2017: 619). This comes through in
articles and podcasts encouraging women to work on themselves. Again, the focus is on
the individual to fix themselves. This advice is especially evident as being directed
towards women who are in relationships with men. Their insecurities and neediness is
said to induce toxicity in the relationship. However, Gill points out that men are

simultaneously being encouraged to be more vulnerable. (Gill, 2017: 619)

Transparency about sexual violence

Fourth wave feminists are collectively condemning sexual violence by making it visible
on online platforms via e.g. hashtags such as the #metoo movement. However, sexual
violence is also triggered through the rise of the online world as there is a “pornification
of culture” (Sylvester et al., 2021: 419-420) because of the easy access and “increased
consumption” (Sylvester et al., 2021: 420). Sex is normalised. Hence, there is also a
growing pressure for people to ‘“create and maintain erotic capital” (Sylvester et al.,
2021: 420). But sexual violence is furthermore triggered through the freedom to say
anything online. The writers state that “[f]reedom of choice is often confused with the
unconscious acceptance of heteropatriarchal commands that transform the exhibition of
free female sexuality into its depersonalization and reification as an erotic

object.” (Sylvester et al., 2021: 419).

Inspiration industry

Gill refers to what she calls the “inspiration industry” (Gill, 2017: 620). She argues that
instead of demanding social change and instead of responding to social norms with
anger and being vulnerable, women are asked to “quickly to ‘move on’, reframing their
experiences in an upbeat, forward-thinking and positive manner.” (Gill, 2017: 619).
Inspirational quotes and films are asking of women to love as if they have never been
hurt, or dance as if no one is watching. Gill finds that though these inspirational quotes
offer a sense of hope and possibility they simultaneously require women to live their
“best lives right now” (Gill, 2017: 612) with little focus on social change. (Gill, 2017:
619-620)

Intersectionality

This term describes the understanding and self-awareness that our view points are
subject to our own experiences, privileges and disadvantages. The absence of this
acknowledgement is looked down upon in the fourth wave. However, the subject is

tricky as the celebration of differences complicates the fight for sameness and equality.
(Sylvester et al.,2021: 418).
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4.2 Postmodernism

Fourth wave feminism (or “Postfeminism”) can be seen and understood in relation with
the trends of Postmodernism. (Doughty and Etherington-Wright, 2017: 175). Thus, for
this study, to create a more thorough overview on the context of release, I introduce

relevant aspects of postmodernist culture.

Postmodernist art

Albeit the timeframe of what is considered to be the postmodernist era is often
discussed with no real consensus, most art historians hold the view that its beginnings
may be marked as the 60s / 70s and that this era of art is still ongoing today.
(Matyushova, 2017: 68). It is for this reason that it is important to outline the
characteristic of postmodernism in this study as it provides context to the circumstances

in which Del Rey rose to fame and published her social media statement last year.

However, there are no lists that have been agreed on as to what makes a work of art
postmodern in its artistic characteristics (Martin and Howard, 2020: 55). Hence, what
characterises postmodern art is not a set of characteristics of the art itself, but rather the
bigger idea behind it as to what it represents (Matyushova, 2017: 68). It is about the
artist conveying a message, but not about whether they do this in a experienced and
professional manner within the chosen craft. To sum that up, “individual creativity was
considered to be more important than the accumulation of craftsman-like skills” (Martin
and Howard, 2020: 56). In fact, the division between what is to be considered well made
and badly made art is completely neglected in postmodernism (Matyushova, 2017:
68-70). As a result, “artists are now far more wary about big ideas.” (Martin and
Howard, 2020: 56). There is a rejection of one universal truth, and so the artist is
speaking their own truth. But, “despite its supposed rejection of big ideas, the
postmodern movement seems to have lots of big ideas of its own. Examples include all
types of art are equally valid, art can be made out of anything.” (Martin and Howard,
2020: 56). The importance previously given to authenticity is threatened by the
democratisation of art in postmodernism which is furthermore underlined by the act of
making art out of cheap common everyday items and reproducing the artworks onto
items. (Martin and Howard, 2020: 56-57). Furthermore, it must be noted that together
with the simultaneous rise of technology, postmodern artists could benefit from

shortcuts in production processes through new techniques and softwares. This allows
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them to “short/cut the traditional processes involved in making art, but still create
something new.” (Martin and Howard, 2020: 56).

Not only is elitism in the arts rejected, but also the idea that the artist is in the powerful
position of giving one single meaning to their work. Instead, there may be several
meanings and in the process of giving meaning to an art work the viewer is equally
important as the artist (Martin and Howard, 2020: 56-57). The viewer is active in giving
a meaning to the postmodern work of art drawing on their own experiences and
interpretation (Matyushova, 2017: 68). In fact, there is not one real meaning to life nor
one universal idea of truth (Martin and Howard, 2020: 57). In the postmodern world
anyone can be the author of a project. The moment it may be regarded as a work of art is
not dependent on its quality but solely on the simple act to display it to the public
(Matyushova, 2017: 70). The rejection of the idea of an elitist art environment leads
postmodernism to be inclusive and furthermore highlights minorities by “champion[ing]
art by Third World, Feminist and Minority artists.” (Martin and Howard, 2020: 55).

With this disregard towards the division between what is to be considered good and bad
or true and false art, creativity per se has lost the traditional crucial role of defining a
person as an artist. Through this, what makes an artist successful is the amount of public
attention their work of art receives, and so “art becomes a game” (Matyushova, 2017:
69) as consumers want ‘“entertainment and spectacle” (Martin and Howard, 2020: 57)
Consequently, many professionals in various industries have taken advantage of this
opportunity to “turn art into an entertainment product” (Martin and Howard, 2020: 57)
by “often using advertising materials and techniques for maximum impact” (Martin and
Howard, 2020: 57). Consequently, what becomes important is the idea of novelty.
Bringing up something new that hasn’t been thought of before is what allows the
postmodern artist to be seen (Matyushova, 2017: 68). This search for attention
combined with no particular admiration for beauty as good art, the postmodern artist
tends to highlight the ugly. This may be done through creating scandals through “aestetic
nihilism” (Matyushova, 2017: 69) or by creating “melodramatic, dazzling, even
shocking imagery" (Martin and Howard, 2020: 57). Wanting to acquire novelty with an
art work combined with a “focus on style and spectacle” (Martin and Howard, 2020: 57)
postmodern art is often found to be mixing different styles in new ways (Martin and

Howard, 2020: 57).

21



Postmodernist identity construction

In contemporary postmodernist culture, there is a trend of “soft
individualism” (Hjarvard, 2013: 151). Hjarvard states that “Modern individuals are
increasingly left to produce their own biographies in a society that celebrates everyone’s
right to be as individual as possible.” (Hjarvard, 2013: 151). Hjarvard refers to Beck
(1992), who describes this phenomenon does not mean a separation between the
individual and society, but rather that the individual biography should be seen as a new
institution in society gaining importance whilst other institutions of belonging, such as
class or family decrease in importance. For this “instituionalization of the individual
biography” (Hjarvard, 2013:152) the media functions as an “important
framework™ (Hjarvard, 2013: 152).

Therefore, it makes sense that postmodern consumer culture is heavily marked by the
individual’s desire to self-construct an identity based on what they consume. Holt

describes this phenomenon as “consumer-artists” (Holt, 2002: 87). He writes:

“To feel sovereign, postmodern consumers must adopt a never-ending project to create

an individuated identity through consumption. This project requires absorbing an ever-

expanding supply of fashions, cultural texts, tourist experiences, cuisines, mass cultural
icons, and the like. As a result, we are in the midst of a widespread inflation in the

symbolic work required to achieve what is perceived as real sovereignty. *

(Holt, 2002: 87)

Brands may be considered as “cultural resources” (Holt, 2002: 83) for self-construction
rather than “cultural blueprints” (Holt, 2002: 83) demonstrating the culture we live in. It

applies to all forms of consumption, including music artists:

“So brands will become another form of expressive culture, no different in principle
from films or television programs or rock bands (which, in turn, are increasingly treated
and perceived as brands). Brands that create worlds that strike consumers’
imaginations, that inspire and provoke and stimulate, that help them interpret the world
that surrounds them, will earn kudos and profits.”

(Holt, 2002: 87)
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As a result, “the most creative, unorthodox, singularizing consumer sovereignty
practices are the most productive for the system. They serve as grist for the branding

mill that is ever in search of new cultural materials.” (Holt, 2002: 87).

4.3 Studies on Lana Del Rey

The Background chapter demonstrates Del Rey as a study worthy influential case.

However, to date she “remains relatively unexplored in the academic realm, but each
exploration of her suggests her as a particularly rich subject of study.” (Davis, 2017: 20).
Researches have been done on her from various perspectives are all taking her influential

role into account.

For example, in his article Death, beauty and iconoclastic nostalgia: Precarious
aesthetics and Lana Del Rey (2015), Fetveit examines Del Rey’s work and why it
appeals so much to a grand audience. According to Fetveit, precocity and risk taking
have become trending topics in works of art and so has a nostalgia for the media of the
past and the acknowledgement of its mortality (Fetveit, 2015: 190). Fetveit finds that
the DIY style of various of Lana Del Rey’s vintage looking music video aesthetics
appear as something imperfect but that “[t]he forms of imperfection employed by Del
Rey [...] tend to be highly perfected.” (Fetveit, 2015: 200). In other words, the
imperfection is deliberate. He writes “In fact, Del Rey appears to take joy in
compromising the celebratory process by means of various forms of iconoclasm, making
her nostalgia fundamentally iconoclastic.” (Fetveit, 2015: 202). He also underlines that
the fascination with precocity and risk, a reappearing subject in many of her debut
album's lyrics and visuals through singing about love and death, is a generational
reaction to doubt. He writes that there is a "heightened sense of insecurity after the

9/11 attacks,and a growing insecurity in the labour market.” (Fetveit, 2015: 189).

A similar look into why Del Rey’s work appeals to such a grand audience was done by

Davis (2017) who conducted a study where she framed Del Rey as interrelated with a
Lolita culture on the platform Tumblr. She asked why young women in these
communities online seem to share and engage with Del Rey’s content and found that
they see “Lana Del Rey as example of a certain type of performative femininity which
they strove to embody. Sharing images and quotes from [...] Lana Del Rey seemed to be
a means for these individuals to express sexual desire using the cultural artifacts

available to them.” (Davis, 2017: 42). Lana furthermore “demonstrates the possibility of
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actualizing the femininity for which many of these young women seem to be striving. At
the same time, she openly expresses the profound feelings of disappointment, injustice,
and hopelessness that many of these young women seem to feel.” (Davis, 2017: 44).
When navigating postfeminist conditions, “the prevalence of posts expressing
depressive, suicidal, and self-destructive ideas indicates that these individuals may

experience the failures of neoliberalism and postfeminism as personal failures.”(Davis,
2017: 2).

Another recent study by Blackburn looks at the polarised opinion on Del Rey at the
beginning of her career, and studies the discourse surrounding her vocal delivery in
particular. It appears that her vocal style was playing a part in the inauthenticity that Del
Rey was accused for embodying in her early career days, as her singing style would

make her appear detached, i.e. lacking emotion. (Blackburn, 2020).

But particularly relevant for this study is a previous research conducted by Joseph
Hammet (2021). Hammet, too, establishes the point of view that Del Rey is an
interesting case to study because of her controversial debut posing questions regarding
her authenticity and agenda. Hence, he decides to uncover Del Rey’s representation and
her responses to these. In order to examine this, Hammet lays bare background
informations on topics such as the American Artist, pop music industry expectations and
feminism. He then decodes Del Rey’s persona in two ways: The dominant and
negotiated mode as can be identified within Stuart Hall’s encoding and decoding theory.
What the writer finds is that Del Rey, in her dominant role, “adheres to standards set by
the music industry and dominant ideologies in American culture, such as when she
portrays herself as an object of male desire.” (Hammet, 2021: iii). Interestingly, her
negotiated mode portrays her as someone defending herself against criticism. He sums it
up to the point by saying that she “inhabits the active role of cultural critic in the
oppositional mode, in order to rebel against her passive role as a celebrity and an object
of media coverage.” (Hammet, 2021: 1ii). Hammet poses many questions surrounding
Del Rey’s artistry, mindset and influential character that arise from his study and states
that “Future research on intersectionality and new waves of feminism will only bring
further clarity to our understanding of the answers to these questions and further
illuminate Lana Del Rey’s mindset and experiences as she expands her musical

oeuvre.” (Hammet, 2021: 65) which backs up the very aim of this research.
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H: theoretical framework

In this chapter relevant theories are introduced that aid the analysis of the chosen
material. Firstly, discourse theory is introduced as this study relies on the understanding
of it. Moreover, the male gaze theory by Laura Mulvey (1975) is introduced as relevant

and is furthermore explained.

5.1 Discourse theory

From a theoretical social-constructionist point of view, as introduced by Foucault in the
1960s, a discourse is not simply a “body of speech or writing” (Hall, 1992: 291).
Instead, it is a “group of statements which provide a language for talking about [...] a
particular kind of knowledge about a topic.” (Hall, 1992: 291). Hence, it is the
statements, or the discourses, themselves that create the language for any kind of topic.
“Discourse is about the production of knowledge through language. But it is itself
produced by a practice” (Hall 1992: 291). In other words, in discourse theory, the world
is socially constructed, and these constructions of meaning are on constant motion,
where a meaning is endlessly prone to “altering and translating its meaning” (Hall,
1992: 292) through “elements in other discourses” (Hall, 1992: 292). Discourse theory
rejects that there is an absolute truth in the world, but that media constructs what we
perceive as true through the lens of, for example, a journalist’s values and morals, in
other words, his or her knowledge. What we think we know about something, our
knowledge, is what we reproduce through our power to do so. Therefore knowledge
together with power reinforces and shapes the truths of this world. The more power, or
notability or respect, one has, the more their knowledge is in a position to influence the
world’s general knowledge. (Hall, 1992: 293). In this respect, since power relations in
society are socially constructed too, the historical and social context in which statements
are being made is of huge interest in a discourse analysis. Subjects that produce
discourse are themselves “produced within discourse” (Hall, 1997:51) as they are acting
within a specific context that holds up a specific set of perceived truths, for example in
regards to what is socially accepted and what is not. When a discourse is being
replicated multiple times by various actors, it becomes a “discursive formation” (Hall,
1992: 291). Foucault noted that statements by different texts do in fact not need to be
identical in order to create a discursive formation, but more importantly the
“relationships and differences between them must be regular and systematic, not

random.” (Hall, 1992: 292). This is important to note, because this erases the possibility
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to look for discursive formations by seeking expected discourses identical to each other,
but rather lets the discourse act as a “system of dispersion” (Hall, 1992: 292). In other

words, the external factors govern the reproduction of a discourse.

5.2 'The male gaze’ theory by Laura Mulvey

As outlined in the Background chapter Fourth wave feminism on the rise and undefined,
some say the new wave of feminism signals “an epistemological break with (second
wave) feminism” (Gill, 2007: 148). In other words, it is accused of moving away from
the acquired knowledge and aspirations gained through the second wave. As explained in
the chapter A look at feminism thus far, the second wave of feminism was to a large part
characterised by its rejection of objectifying beauty standards placed on women and it
fought for women owning their own sexuality independently from social institutions
(Krolgkke and Sgrenson, 2005: 9). Laura Mulvey is introduced as a relevant theorist
from the second wave of feminism through her essay “Visual Pleasure and Narrative
Cinema” (1975) via which she identifies the display of women as sexual objects to be
seen from a perspective of a man as a prominent trend in the film industry of the time.
This aspect of the second wave feminism is particularly interesting for this study also
because, as demonstrated in the chapter Introduction to Lana Del Rey, it is this very
aspect of objectification that Del Rey’s persona has been much accused of embodying by
critics along with setting feminism back: Del Rey appeared like “a cocktail of
submissive sex-object and mid-20th-century American vamp” (Lincoln, 2011: para. 6).
To understand whether Del Rey might be reinforcing a phenomenon of objectification
through the Male Gaze as a feature of fourth wave feminism trends, understanding the
Male Gaze Theory is relevant background knowledge needed for the analysis to

understand Del Rey as to what she communicates about fourth wave feminism.

Laura Mulvey’s essay ‘Visual Pleasure and Narrative Cinema’ published in 1975
outlines the writer’s theory on how and why women are depicted a certain way in
visuals by outlining “where and how the fascination of film is reinforced by pre-existing
patterns of fascination already at work within the individual subject and the social
formations that have moulded him.* (Mulvey, 1975: 14). Mulvey’s theory defines the
way that women are represented as cultivated in visual culture by something she refers to
as ‘the male gaze’. Mulvey’s theory draws on a psychoanalytical framework that
combines concepts introduced by Freud and Lacan. She further mixes in film theory and
feminism to outline her own theory of the male gaze. Mulvey uses psychoanalytic theory

as a “political weapon” (Mulvey, 1975: 14) to create an understanding of how the
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subconscious has controlled the way the film industry has produced visuals thus far. In
this respect, the representation of women has taken on two roles: “she firstly symbolises
the castration threat by her real lack of a penis and secondly thereby raises her child into
the symbolic. Once this has been achieved, her meaning in the process is at an
end.” (Mulvey, 1975: 14). Women remain bearers of meaning rather than makers of
meaning. Mulvey finds this to be problematic. Hence, she takes a feminist approach by
aiming to uncover these trains of thoughts and perceptions of the subconscious that is so
deeply rooted in and structured by language discourses in society. With the rise of
independent filmmakers and cinemas, Mulvey hopes that this awareness will lead to
change in the portrayal of women in visual language. (Mulvey, 1975: 14-15). Mulvey
refers to Freud’s psychoanalysis theory as a basis for her own theory. She brings up the
term which Freud had defined as “taking other people as objects, subjecting them to a
controlling and curious gaze.” (Mulvey, 1975: 16). This behaviour arises in childhood as
children become aware of gender differences. A curiosity to “see and make sure of the
private, the forbidden” (Mulvey, 1975: 16). Mulvey refers to Lacan who had previously
outlined that around the time when “children’s physical ambitions outstrip their motor
capacity” (Mulvey, 1975: 17) is around the same time when a child is able to make sense
or their mirror reflection being them. However, due to the ability to imagine and wish for
higher motor abilities than they are capable of, they view the mirror reflection a superior
version of themselves. This way of identifying with the reflection “prepares the way for
identification with others in the future.” (Mulvey, 1975: 17). This is how when the
spectator of a film views a protagonist having control over or looking at a woman in a
certain way, they identify with the spectator and can therefore, too, own the woman and
look at there that way, too. Technical aspects aid this perception through e.g. camera
movement and perspective allowing the spectator to perceive the story through what
could be the male protagonist’s view. Basing this on Lacan’s theory, Mulvey states that
during the process of identification with the protagonist, the protagonist represents that
mirror image that is like a better version of the spectator. (Mulvey, 1975: 19-20).
Furthermore, women visually represent the absence of a penis and, hence, castration.
Based on Freud’s theory this is a man’s biggest threat. Through representing this, the
representation of woman is prone to either “voyeuristic or fetishistic mechanisms to
circumvent this threat bursts through the world of illusion as an intrusive, static, one-
dimensional fetish.” (Mulvey, 1975: 26). Hereby, voyeurism is the act of scophilia to the
extent that the person looked at is being seen in an sexual way, i.e. being objectified
sexually. Through belittling the woman to this extent the man is punishing her as she

represents what he is most anxious about, which is castration.

27



0. methodology

6.1 Critical Discourse Analysis

Critical Discourse Analysis, also referred to as CDA, is a a type of discourse analysis.
Differing from other methods, CDA can be ‘“characterised as an approach or attitude
toward textual analysis rather than a step-by-step method” (Huckin, 1997: 87). CDA 1is
non-linguistic and includes intertextuality and sociocultural knowledge. (Hernandez-

Guerra, 2014: 244)

CDA takes for granted that a text is never understood in isolation from the world but
instead its production and the understanding of it is very much defined by cultural,
social and historical contexts surrounding its production and consumption. It may be
described as “highly context-sensitive” (Huckin, 1997:87). Vice versa it acts as a social
practice shaping this societal circumstance and understanding of reality from a social
constructivist view. This method takes into account three levels of text analysis as it
views these as interrelated with each other: the text itself, the discursive practices, and
lastly the social context that surrounds it (Huckin, 1997:87). Furthermore, this approach
is often used to investigate “important social issues” (Huckin, 1997:88) and how these
are formed, reinforced, changed and influenced by texts. This often requires an ethical
stance from the researcher that is trying to get the reader to question something or take
action (Huckin, 1997: 88). There is a belief that “people’s notion of reality is
constructed largely through interaction with others, as mediated by the use of language
and other semiotic systems.” (Huckin, 1997:88). Through this perspective, reality is ever
changing and defined by the text of analysis. This three dimensional view on the analysis
of texts from a critically discursive practice is visually demonstrated by linguist Norman
Fairclough. The text is a produced by discursive practices and these are, too, produced

and influenced by social practices:
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TEXT

DISCURSIVE PRACTICE
(production, distribution, consumption)

SOCIAL PRACTICE

Figure |. Three-dimensional conception of discourse
(from Fairclough, “Discourse and Social Change,” Polity, 1992).

Figure 1: Three-dimensional concept by Fairclough

Source: Huckin (1997)

6.2 Process for analysis

For this study, the three levels of Fairclough’s model will guide the structure of analysis:

1. Text level:
This part of analysis is conducted with the help of linguistic features introduced by
Huckin (1997) as helpful features to investigate when doing a text level analysis for

CDA. The following linguistic features are defined as per Huckin (1997):

Genre
Genre refers to the text type that is being analysed and the specific characteristics that

may be typical for the text type in question.

Framing

Framing refers to how the author presents the content of the text as in what subjective
perspective they are looking at it from and how they are presenting the different parties
involved. For example, they may frame a narrative where there are the good ones and the

bad ones.
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Visual aids
Visual aids refer to any visual features that impact the way the text is being read. Visual

aids are a way of framing the text as they may direct the reader to certain perspectives.

Foregrounding and backgrounding
These terms refer to the possibly deliberate choice of the author to highlight certain

things (foregrounding) or de-emphasize other things (backgrounding).

Omission

Omission is “the ultimate form of backgrounding” (Huckin, 1997: 91) as it means the
act of leaving something completely out of the text that could have been part of it. It is
therefore hard to spot as informations usually would not occur to the reader to be

missing unless actively thinking about what could be mentioned but is left out.

Presupposition
Presuppositions describe when the author presents certain statements and facts as if they
are obvious and not to be questioned. This may looked ad both via full text level and

sentence level.

Discursive differences
Discursive differences refer to when a text involves different voices. For example, in an
advert one part can be spoken in a voice from a customer’s perspective and another from

an industry professional.

Topicalization
Topicalization revolves around sentence level rather than full text level. It means taking a
look at how the author decides to foreground certain things by directing the reader via

the topic of a sentence.

Agent-patient relations

This, too, refers to sentence level framing of who is doing what to whom.

Deletion
Deletion in this context refers to sentence level omission. Hence, it means identifying
what is possibly left out in a sentence on purpose. One common way of doing this is

agent-deletion by leaving out who is doing the act.
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Insinuation
Insinuations are messages that can have double meanings and may appear suggestive of
something that the author could claim innocence for if they were to be questioned and

confronted about it.

Connotation
Connotations are words that may make the reader associate it with a certain topic. These

may include the use of e.g. labels or metaphors.

Register
The register of a text defines how formal it is. It is being looked at via word level and

phrase level.

Modality
The modality of a text indicates the “degree of certitude and authority” (Huckin, 1997:
93). Words like e.g. 'may, might, will, undoubtedly, possibly’ all have an effect on this

aspect of text.

(Huckin, 1997: 90-95)

2. Discursive practices:

In this step, the text is interpreted as a whole. The discourse it represents is looked upon
in terms of both production and reception within the context via which it was published.
(Baig, 2013: 129). Therefore, this step of analysis aims to answer questions such as:

What is the message of this text? What is the effect on the consumer reading this text?

3. Social practices:

This level of analysis may be described as “‘power behind discourse’ or as ‘social
practices’ functioning behind the entire process and governing the power relations in
discourse.” (Baig, 2013: 129). Hence, in this step the analysis draws on literature and
theories introduced previously in this thesis to explain how the text in question

reinforces or challenges societal patterns.
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7/ material

Rosalind Gill (2007) describes how since she perceives postfeminism - or fourth wave
feminism - to be a sensibility rather than a set in stone static circumstance, rather than
comparing a text to a definition, postfeminist media culture should be examined as in
“what is distinctive about contemporary articulations of gender in the media.” (Gill,
2007: 149). She furthermore says that "from this perspective postfeminist media culture
should be our critical object -- a phenomenon into which scholars of culture should
inquire -- rather than an analytic perspective.” (Gill, 2007: 149). Thus, this study looks
at what is believed to a representation of a fourth way feminist text in contemporary

media culture.

Because CDA is concerned with identifying a discourse’s influence on social issues and
trends, “CDA researchers and theorists feel that since there are no restrictions on the
scope of an analysis, we might as well choose texts that potentially have real
consequences in the lives of a large number of people” (Huckin, 1997:89). Undoubtedly,
Lana Del Rey’s social media statement reaches a large amount of people through an

instagram account that has over 20 million followers.

Hence, the material for this study is a social media statement posted by Del Rey in May
2020. Del Rey comments on her stance towards feminism. Furthermore, strengthening
the choice of material, by having been framed by other global voices as an artist ahead
of her time only one year before the release of this social media statement, at the time of
posting it she is already likely perceived by many as a fourth wave feminist example. To

ease the understanding of the analysis, I have transcribed the material into text:

“Question for the culture:

Now that Doja Cat, Ariana, Camila, Cardi B, Kehlani and Nicki Minaj and Beyoncé
have had number ones with songs about being sexy, wearing no clothes, fucking,
cheating etc -can I please go back to singing about being embodied, feeling beautiful by

being in love even if the relationship is not perfect, or dancing for money - or whatever I
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Im fed up with female writers and alt singers saying that I glamorize abuse when in
reality I'm just a glamorous person singing about the realities of what we are all now
seeing are very prevalent emotionally abusive relationships all over the world.

With all of the topics women are finally allowed to explore I just want say over the last
ten years I think it’s pathetic that my minor lyrical exploration detailing my sometimes
submissive or passive roles in my relationships has often made people say Ive set women
back hundreds of years.

Let this be clear, I'm not not a feminist -but there has to be a place in feminism for
women who look and act like me - the kind of woman who says no but men hear yes- the
kind of women who are slated mercilessly for being their authentic, delicate selves, The
kind of women who get their own stories and voices taken away from them by stronger

women or by men who hate women.

I've been honest and optimistic about the challenging relationships ['ve had.

News flash! That’s just how it is for women.

And that was sadly my experience up until the point that those records were made. So 1
just want to say it’s been a long 10 years of bullshit reviews up until recently and I've
learned a lot from them

but I also feel it really paved the way for other women to stop ‘ putting on a happy face’
and to just be able to say whatever the hell they wanted to in their music-

unlike my experience where if I even expressed a note of sadness in my first two records
I was deemed literally hysterical as though it was literally the 1920s

Anyways none of this has anything to do about much but I’ll be detailing some of my
feelings in my next two books of poetry (mostly the second one) with Simon and
Schuster. Yes I'm still making personal reparations with the proceeds of the books to my
choice of Native American foundations which I'm very happy about. And I'm sure there

will be tinges of what I’ve been pondering in my new album that comes out September
Sth.

Thanks for reading
Happy quarantining”
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8. lIimitations, reliability and validity

When conducting any kind of research, “validity and reliability are key aspects” (Brink,
1993: 35). Especially, when dealing with qualitative research, such as the present one,
this aspect should be taken into account greatly as its nature relies so heavily on the
researcher’s own interpretations. (Brink, 1993). In this respect, there are several
limitations to my study that need to be outlined, to ensure the study results are not
misplaced in a false context or misunderstood. Firstly, it must be noted that the way I as
a researcher read the interpretations of the analysis are dependent on my own upbringing
and the social circumstances and interactions that have shaped the way I understand the
world. As Blaikie and Priest (2019) write, no research is not subjective in some way. The
study by default looks at the world from the paradigm of interpretivism. Through this
lens, reality is viewed as a social construct which is being reproduced, reinforced,
changed and defined by its inhabitants (Blaikie and Priest, 2019). Consequently, my
conclusions in this study cannot be identified as a truth, but rather as an interpretation
done from my perspective and understanding of the world. Secondly, for this research,
the material analysed is not guaranteed to be representative of what it is aimed to
represent. To ensure that this research is valid and reliable, I have aimed at keeping all
steps and motivations transparent. I see my limitations, and outline the limitations
openly. I have furthermore explained my motivations behind each step of study, such as

data collection and data processing.

9: ethical issues

For this study, no ethical issues arose due to the material that was necessary to obtain for
the analysis is publicly available. I do not need any consent in order to analyse the social
media statement. According to Cambridge dictionary copyright is “the legal right to
control the production and selling of a book, play, film, photograph, or piece of
music" (Cambridge Dictionary, n.d.). Since my study is not in any way controlling the
chosen images of the social media statement nor using them for any kind of

reproduction, no ethical issues arise here.

34



10: analysis

10.1 Text Analysis

Genre. The text is a social media post on Instagram. It does not conform with
common Instagram social media post norms as it is a longer text whereas Instagram is a
mostly image-sharing-based platform. This leads to think that the text layout and size is
carefully crafted to be made the correct size in order to conform to the size standards
that are usually meant for images and still remain readily readable.

Framing. The text frames a scenario where Del Rey appears to be feeling she has been
unfairly treated, especially by female critics. She feels as though she has paved the way
for many other women in the industry, she herself has had to endure only up until
recently accusations for glamourising abusive relationships. Del Rey describes feminism
to be lacking space for women who are delicate to be allowed to be their true selves
without being judged for being un-feminist. However, she is optimistic that feminism is
evolving to begin to accept these kinds of women thanks to her own doing of paving the
way.

Visual aids. The font used reminds of a typewriter font which makes the text appear
rather old-fashioned in contrast to its message as the message of the text dismisses
claims of Del Rey setting women back but instead paving the way for the future. The
overall black and white style with no colour additions brings focus to the text being one
of a serious note, yet there is one single emoji to be seen but only if one looks closely:
After the words “News flash!” (Del Rey, 2020: para.3) there is a cloud with a thunder
flash. It adds a rather comic feature to a serious topic. It furthermore adds a sense of
spontaneity as emojis are usually used in text and chat messages, less so in longer texts.

Foregrounding/backgrounding. On a text level, Del Rey foregrounds how other
women had mistreated her, whilst backgrounding men to have criticised her in the same
way. Furthermore, on a sentence level, she foregrounds only specific names of other
artists to be advocating the same type of topics successfully that she herself feels she
cannot without being judged. All women she mentions are of colour, however, this may
or may not be intended. She foregrounds the 1920s as a time of past in combination wit
the remark that the has been accused of setting women back. However, she could have
mentioned the years she is often compared to: 50s and 60s. She furthermore says she has
been criticised by “alt singers” (Del Rey, 2020: para. 2) instead of just singers in general.

Omission / deletion. She leaves out how men treated her via reviews, but only

comments on female writers and singer. In terms of men, she only refers to men

35



mistreating her in relationships. Hence, the men are passive and the women active in the
creation of the aspects she finds feminism to be lacking. When listing other successful
female artists in the industry who supposedly have been praised for what she has been
criticised for she left out any names of singers that are not of colour.

Presupposition. The text frames different treatments of Del Rey and other artists for
the same actions as obvious. The focus is on why she has been treated differently, not if.
Furthermore, there is a presupposition about that feminism is lacking space for women
like herself: “Let this be clear, I'm not not a feminist -but there has to be a place in
feminism for women who look and act like me” (Del rey, 2020: para.2).

Discursive Differences. There are no discursive differences present as there is only
Del Rey’s voice expressing her thoughts.

Topicalization. For the first part of her post, Del Rey clearly separates herself from
other women. She distinguishes between the treatment by specifically female judges
towards her and fellow female artists who she claims to be singing about like-minded
topics. It is female critics against her and it is her being pinpointed out amongst other

female artists:

Now that ...[they]...have had number ones [...] - can I please
I’m fed up with female writers and alt singers saying that 1 [...]
(Del Rey, 2020: para. 1)

She then moves on to being misunderstood as being an advocate for abuse when
claiming all she did was being herself, being glamorous, and shedding light on the
abusive relationships she experienced from her subjective experience at the time. Her

expression of her reality supposedly set women back.

in reality I'm just a glamourous person

emotionally abusive relationships

with all of the topics women are finally allowed to explore
people say I've set back women

(Del Rey, 2020: para. 2)

Del Rey then frames a type of woman that feminism has failed to acknowledge and
make space for: a delicate, authentic and weaker woman torn apart by stronger women
and abusive men. She is not clear on whether she wants to identify as feminist in the

current state of culture unless there happen changes to its inclusivity for women like her:
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I’m not not a feminist

there has to be a place for women who look and act like me

the kind of woman who says no but men hear yes

the kind of women who are slated [ ...] for being their authentic, delicate selves

the kind of women who get their own stories [...] taken [...] by stronger women or men

who hate women
(Del Rey, 2020: para. 2)

She goes back to outlining that her work only portrayed her experiences as that type of
woman, from a subjective and optimist perspective, which is still true for many other

women.

I’ve been honest and optimistic
that’s just how it is for many women
that was sadly my experience

(Del Rey, 2020: para. 3)

She goes back to separating between how other similar woman are now treated in

comparison to how she was treated:

a long 10 years of bullshit reviews [...] I've learned a lot from them
it really paved the way for other women

to ‘stop putting on a happy face’

say whatever [...] they wanted

unlike my experience

I was deemed literally hysterical

as though it was literally the 1920s
(Del Rey, 2020: para. 3)

She concludes with how she is still processing the cruel judgement of the world in her

artistry:

I’ll be detailing some of my feelings in my next two books

I’m still making personal reparations

the proceeds of the books to my choice of Native American foundations which I'm [...]
happy about

there will be tinges of what I've been pondering in my next album
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(Del Rey, 2020: para. 4)

In contrast to not adding a formal greeting at the beginning of her text, Del Rey
concludes with a formal thank you note and good wishes. It adds a bit of passive
aggressiveness as she starts off angry with no greeting, yet dressed sup the ending as one

that places her in a position of politeness and gratitude:

Thanks for reading
Happy quarantining
(Del Rey, 2020: para. 5)

Agent-patient. In this text, the female music reviewers are doing harm to Del Rey.
They had the power to frame her as what she finds to be an unfair judgement. As
mentioned earlier, this is specifically referring to female critics. In an agent-patient
manner, it documents culture ding harm to Del Rey Herself against culture, and Del Rey
doing harm to people’s idea of feminism.

Insinuation. All other artists she mentions are of colour. It can be seen as a message
but there is room to claim this was no intention and race was not playing a part in the
selection of names. She also says there has to space for “women who act and look like
[her]” (Del Rey, 2020: para. 2). This can mean many things to the reader, and there is
space for Del Rey to claim she meant otherwise if taken as an insult by others. She does
not say she is a feminist, nor that she is not one, instead she said she is not not one. This
too, can have double meanings. The very idea of a social media post on only one
platform makes the text either appear as a possible spontaneous text or given her fame
and platform it may be well thought through and deliberately full of little insinuations to
spark discussion and portray victimhood in a cruel feminism when challenged.

Connotations word level. As brought up earlier, the fellow artists Del Rey mentions at
the beginning of the text may be seen as connotations to women of colour: “Doja Cat,
Ariana, Camila, Cardi B, Kehlani and Nicki Minaj and Beyoncé” (Del Rey, 2020: para.
1). Through describing "being crucified’ (Del Rey, 2020: para. 1) for the topics she

centred her art around, the treatment she received appears to have been immensely cruel.

sing about the same topics as before without being judged to glamorise abuse, Del Rey
suggests she has no understanding whatsoever where the judgements are coming from.
Furthermore, this is strengthened through claiming that she find the media’s reactions to
her art “pathetic” (Del Rey, 2020: para. 2). and to have written “bullshit reviews” (Del

Rey, 2020: para. 3). With the same effect as writing that she was “being crucified” she
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describes to have been “deemed hysterical” (Del Rey, 2020: para. 3) for her sadness
expressed in her art. By referring to the “71920s” (Del Rey, 2020: para. 3) (instead of the
1950s-1960s as she is often stylistically compared to) as the past, the separation between
her and the past seems ridiculously big and like an unfair comparison. The use of
“personal reparations” (Del Rey, 2020: para. 4) awakes a sense of her being a victim of
culture having to repair the harm done to her. By commenting that proceeds from her
work will go to “Native American foundations” (Del Rey, 2020: para. 4), Del Rey
underlines her identification with American culture.

Register. The register of this text is rather informal. This comes through via
irregularities in terms of details such as punctuation. Sometimes the dots at the end of a
sentence are missing and one time there six question marks following one sentence. Also
the paragraphing is sometimes marked through spaces between different parts and other
times simply a switch to a new row.

Modality. In terms of modality, this text communicates certitude about Del Rey
representing a type of woman that exists plentiful in society: “That’s just how it is for
women.” (Del Rey, 2020: para.3) rather than suggesting that it may be that case for other

women, too.

10.2 Discursive practices

Following the previous text analysis, what follows is an interpretation of what the text
communicates, i.e. what effect it may have on the consumer. The findings are categorised

in the form of topics that are found to be the main messages of this text.

A call for women to stick together and for men to stay the same

The framing, foregrounding, backgrounding and agent-patient parts of the text analysis
highlight that Del Rey conveys an attitude that women need to change more than men.
She acknowledges that she has experienced abusive men, but this is not the core of the
problem to her, but the criticism of fellow female artists and critics are. Given Rosalind
Gill’s (2017) notion about a rising peer-surveillance culture, this may be interpreted as a
call for women to stick together. Her call for change the men are to remain passive and

the women are to be active.

Cultural criticism and a call for discussions through confusing double meanings
Lana Del Rey’s text is an exemplary portrayal of what many theorists refer to as online
activism within the new trends of feminism. At the time of text release, according to

Rosalind Gill (2017) feminism was a topic that was not questioned in terms of its
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importance but one that people identify with simply through common sense. However,
its agenda and current direction of trends are not clearly defined and allow for misogyny
to co-exist (Gill, 2017). Del Rey’s statement is one giving voice to what she finds to be
the problematics of fourth wave feminism trends. Thus, as found in the study by
Hammet (2021) on Del Rey, this confirms her role as a cultural critic, especially given
the headline “A question for the culture” (Del Rey, 2020: title). Many of connotations in
the text analysis show how she disregards culture, feels victimised by it and ridicules it.
The cultural criticism is performed via social media in rather informal and accessible
language which confirms fourth wave feminism to embody online activism as a
fundamental character trait. Del Rey not only feeds into the trend of online activism by
stating her stance towards feminism on her social media platform, but furthermore feeds
into the unclarity that surrounds that state of feminism. Del Rey includes several
insinuations that create space for possible double meanings as if Del Rey wants to spark
discussions. One example of this is how Del Rey groups together mainly women of
colour as exemplary to be treated in a more respected manner than she herself Whether

this is done by choice or by coincidence is unknown to the reader.

A call for allowance to be feminist as “sexy and weak” instead of only “sexy and
empowered”

The topicalization in the text analysis highlights that Del Rey introduces a different
perspective on feminism combined with feminine attributes. She calls for acceptance for

to be sexy and weak, but still to be allowed into feminism as that type of woman.

A call for valuing honesty and authenticity as feminist per se when documenting
unfeminist behaviour

Rather than glamourising abuse, Del Rey argues that she is only demonstrating her
reality and the reality of many other women in an “honest” (Del Rey, 2020: para. 3) way
and hence, in an authentic way. In this respect, she finds this honesty should validate the
expression of how she experienced situations that may be criticised as reinforcing the
male gaze, such as e.g. “dancing for money” (Del Rey, 2020: para.l) with an
“optimistic” (Del Rey, 2020: para. 3) mindset. Del Rey calls for the allowance to
document those experiences within the alarmingly optimistic mindset they were

experienced in in the name of being authentic and honest.

A call for acceptance of sadness
Del Rey expresses that much of the critique received was aimed at her expressing

sadness as if there is no room for such sentiments in feminism. In this respect, her art
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has always challenged this postfeminist trend as it is characterised by its mellow tones,
as confirmed by previous studies on Del Rey. She rejects and challenges what Rosalind

Gill describes as the “confidence cult” (Gill, 2017: 618) and the hyped “‘positive
psychology’ and ‘positive mental attitude’” (Gill, 2017: 619).

The new wave of feminism is still unclear

She uses her position of influence as a way to redefine feminism by saying she will only
partake in a role of being a feminist if it allows for embracing a kind of woman she finds
to be excluded from feminism presently: “Let this be clear, 'm not not a feminist -but
there has to be a place in feminism for women who look and act like me” (Del Rey,
2020: para. 2).

10.3 Social Practices

What follows is a look at the cultural and historical contexts introduced previously in
this thesis and how these are influencing the perception of the text but also how they are
being influenced by the text. It sheds light on the greater impact of Del Rey’s text on the

new wave of feminism within a bigger picture of social norms and trends.

Postmodernism being reinforced: cultural critic, individualism

The very act of being a cultural critic, as confirmed both via the previous analysis step of
this analysis and a previous study done on Del Rey by Hammet (2021), is a
reinforcement of postmodernist trends as it equals opposing what is considered to be a
universal truth of a matter. Postmodernist values subjectivity and the rejection of a
universal truth. Hence, Del Rey reinforces the cultural trend of “soft
individualism” (Hjarvard, 2013: 151). Del Rey’s statement is exemplary for this trend
where “modern individuals are increasingly left to produce their own biographies in a
society that celebrates everyone’s right to be as individual as possible.” (Hjarvard, 2013:
151). The social media post as a medium to express a statement iS per se a
postmodernist act as it disregards formalities and reinforces the idea that in
postmodernism everyone has the right to express their truth. In a postmodernist
consumer culture where consumers act as “consumer-artists” (Holt, 2002: 87) and where
“brands that create worlds that [...] provoke and stimulate, that help them interpret the
world that surrounds them, will earn kudos and profits” (Holt, 2002: 87), Del Rey’s
persona via her statement is certainly provocative by acting as a cultural critic. In
postmodernism, artists use ‘“aestetic nihilism” (Matyushova, 2017: 69) and

“melodramatic, dazzling, even shocking imagery" (Martin and Howard, 2020: 57) to be
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seen. This is something Del Rey reinforces as she calls for acceptance to “embodied,
feeling beautiful by being in love even if the relationship is not perfect, or dancing for

money” (Del Rey, 2020: para. 1).

Postmodernism being challenged: honesty and authenticity to be valued

As came through in the interpretation of the text, Del Rey is valuing honesty and
authenticity in her self-expression as important attributes that should not be dismissed as
untrue: “I’ve been honest and optimistic about the challenging relationships I've had.
News flash!” (Del Rey, 2020: para. 3). In postmodernist culture, however, authenticity is
not given much value (Martina and Howard, 2020). The success of postmodernist
artwork lies in spectacle, self-construction of identity and “art becomes a
game” (Matyushova, 2017: 69). Del Rey is challenging the lost importance of

authenticity by using it is a defence for the worthiness of her own art.

Challenging second wave feminism: Male gaze

The expression of experiences of being looked at through the male gaze perspective
without condemning these as wrong is something Del Rey would like there to be
acceptance for. Taking the history of feminism into account, this message functions as a
confirmation of what Gill (2007) states some to perceive the rising new wave of
feminism to be: “an epistemological break with (second wave) feminism” (Gill, 2007:
148). Though Mulvey’s essay from 1975 uncovers the objectified portrayal of women in
films as something that needs to change, Del Rey welcomes this portrayal of woman in
popular culture. She welcomes what Mulvey refers to as voyeurism when she wants to
sing about “dancing for money” (Del Rey, 2020: para. 1) without being judged or
criticised to be unfeminist. As stated in the Literature Review chapter, transparency
about sexual violence is what Sylvester, Belloso, Royo and Priesto (2021) find to be a
trait of fourth wave feminism (Sylvester et al., 2021). However, they say this “[f]reedom
of choice is often confused with the unconscious acceptance of heteropatriarchal
commands that transform the exhibition of free female sexuality into its
depersonalization and reification as an erotic object.” (Sylvester et al. 2021: 419). It

seems Del Rey is feeding into this by reinforcing the male gaze as a welcomed one.

Reinforcing second wave feminism: Sisterhood and solidarity

Del Rey also reinforces certain aspects that were particularly prominent in the second

wave of feminism: Sisterhood and solidarity despite different experiences (Krolgkke and

Segrenson, 2005: 10). As the text analysis shows, Del Rey calls women out to be her

worst critics. There is little focus on men. She confirms what Gill (2017) refers to as
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peer surveillance to be a current trend: Women feeling looked at by each other and
judged in detail (Gill, 2017). However, as Del Rey’s text is framed as a voice of a fourth
wave feminist for this study, she calls for peer surveillance culture to be in need of

change as it is not inclusive of all kinds of women.

Continuation of third wave objectives: Chaos and diversity, questioning of previous
waves

Her text may also be looked at as a continuation of the third wave of feminism where
feminists both “honor the work of earlier feminists while criticizing earlier feminisms,
and they strive to bridge contradictions that they experience in their own
lives.” (Krolgkke and Sgrenson, 2005: 16). The third wave is also “diverse and
chaotic” (Krolgkke and Sgrenson, 2005: 17), and this is something Del Rey clearly
represents the fourth wave to still be. She defines it to still be in the making and that she
is “not not a feminist” (Del Rey, 2020: para.2), a statement that by default is

contradictory and chaotic.

Challenging third wave objectives: Weakness, delicacy and sadness to be welcomed

However, Del Rey seems to challenge a certain aspect of both third wave feminism and
what Gill (2007) perceives to be a trend of the new wave: Strength and empowerment as
core attributes of feminists. In third wave feminism, “third-wave feminists generally see
themselves as capable, strong, and assertive social agents” (Krolgkke and Sgrenson,
2005: 16). Gill also perceives there to be a confidence cult apparent (Gill, 2017). In
contrast to this, Del Rey wants a woman to be able to express a feeling of weakness,
delicacy and submission and also sadness and still be considered a feminist. In contrast
to Rosalind Gill (2017) finding that fourth wave feminism states strength and sexuality
go hand in hand, Del Rey points out that the delicate women expressing sexuality are

dismissed in the current state of feminism and this needs to change.
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11: conclusions

This study aimed to aid the definition of fourth wave feminism by answering the

following question:

What does Lana Del Rey’s persona via her social media statement ‘A question for the

culture’ tell us about fourth wave feminism?

To do so, a a critical discourse analysis was conducted on a text by Lana Del Rey that
was argued to be exemplary of fourth wave feminism trends. As a result of the study, the

following characteristics were identified:

(1) Fourth wave feminism is still in the making.

(2) Postmodernist trends are being reinforced as the fourth wave feminist is a cultural
critic and an individualist.

(3) Postmodernist trends are being challenged as authenticity and honesty are valued by
the fourth wave feminist in the act of self-expression.

(4) Fourth wave feminism reinforces second wave feminism attributes by calling for
sisterhood and solidarity among women.

(5) Fourth wave feminism challenges second wave feminism by welcoming expressions
celebrating the male gaze in the arts.

(6) Fourth wave feminism acts as a continuation of the chaotic and contradictory nature
of third wave feminism.

(7) Fourth wave feminism challenges the notion of third wave feminism that feminists
are strong, capable and empowered by calling for women who identify as weak,

delicate and sad to be welcomed as feminists too.

12 further research

The scope of this study remains limited and leaves ample opportunity for further
research. What follows are some directions I would find interesting to go with continued

research basing on this one as a starting point.
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Though this study demonstrates Del Rey’s influential position in terms of fourth wave
feminism, it does only take into account one social media post. Albeit argued for as a
stand-out post worth its own case study, it would of course be of interest to take more of
Del Rey’s social media expression into account to see if the messages conveyed here
would appear further underlined and strengthened or, in fact, be contradicted and
weakened. This would be particularly interesting when it comes to the concept of
authenticity as it is interesting this this study concludes her to value authenticity albeit
having been criticised by many critics to be rather inauthentic. In this respect, given her
influential role, within the scope of a much bigger study, it would be of great interest to
take a look at how Del Rey’s breakthrough persona has perhaps not only defined aspects

of fourth wave feminism but also changed the general concept of authenticity.

But keeping the focus on the social media post presented in this study, further studies
would be of great interest as Lana Del Rey herself claims her post to have been
controversial by responding to the controversial reactions a few days later via another
social media statement. It would be of interest to study the receptions of this text via e.g.

media newspapers or social media users.

Within the context of fourth wave feminism, for more accurate results in terms of where
fourth wave feminism is headed it would be of interest to take into account more public
voices making statements in written or spoken form to see if there is a coherence among

them in regards to new feminism trends.
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