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Abstract

In the digital age, print media is said to be in decline. At the same time, the genre of
women’s magazines has been subject to escalating critique for its practices of
production and representation. In this context, an Australian ‘indie’ niche magazine
for young women has achieved remarkable success. Launched in 2004 by an
independent publisher, frankie magazine now has circulation figures that outdo
established glossy women'’s titles such as Cosmopolitan and Vogue Australia. The
magazine has received multiple industry accolades, and in 2014 its publisher was sold

for a reported $10 million figure.

This thesis employs a combination of industry study and textual analysis in order to
examine frankie magazine’s success, which is notable when compared with other niche
titles. The thesis is concerned in particular with the gendered dimensions of the
magazine, given the focus in lifestyle magazine scholarship on gender as the central
‘problem’ of magazine texts. To this end, the thesis explores ways in which frankie
magazine and its production are discursively constructed in opposition to mainstream
women’s magazines, and identifies potentially subversive “gender manoeuvres”
(Schippers 2002) in the text. However, the analysis also highlights ways in which

frankie and its production can be thought of as distinctly “mainstream’.

The thesis argues that frankie has been successful because it balances an appealing
textual subversiveness with conventional production practices, thereby allowing it to
both signify an ‘alternative’ identity and occupy a lucrative position within the
mainstream market. This is significant because it suggests there is room for
subversiveness within a genre that has typically been thought of as inherently
conservative, and indicates that alternative representations of femininity can have
mainstream appeal. At the same time, this thesis demonstrates continuities between
frankie and the conventional women’s magazine industry, both in terms of production
practices and the pervasiveness of gendered representations in which white, middle-
class femininities are most visible. This thesis contributes an analysis of a
contemporary magazine and its production to the field of women’s magazine studies,
in which studies of the industry contexts and dynamics informing magazine texts have

previously been underrepresented.
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Chapter 1: Introduction

ometime around 2008, I became aware of a new magazine for young women.

It looked a little different to the usual glossy suspects, and its contents

seemed much more off-centre than any Australian women’s magazine I had
read before. Having grown up with girls” glossy Barbie Magazine, sought advice from
Girlfriend and Dolly magazines in the early teenage years, and then moved on to
Cosmopolitan and Cleo, this new magazine felt like a revelation. frankie referenced
Australian ‘indie’ culture and featured art, craft, indie music, and retro homewares.
Gone were the pages devoted to how to improve your appearance and the headlines
advertising sex tips that made me embarrassed to read Cosmo in public. frankie’s
opinion writers seemed celebrate flaws and uncertainty, and the articles spent more
time sharing strange facts or heart-warming stories than pointing out problems with
my life that needed fixing. It was a magazine I could share with older female family
members and even my brother, and I wasn’t embarrassed to be seen reading it on the
plane. In fact, many a plane ride has been spent interrupting my travel companion’s
own reading to tell them about something odd, funny, heartbreaking or stylish in
frankie. Like a new friend, frankie wove its way into so many parts of my life and
became a source of both comfort and inspiration. I started to use “frankie” as an
adjective when describing why I liked something, I decorated my bedroom walls with
clippings from past issues, and it always provided a treat after my undergraduate
exams. Occasionally I would revisit my old magazine pals Cleo and Cosmo, but I found

them much less enjoyable once I'd found frankie.

It wasn’t just me that was excited about this magazine. The industry noticed too —
especially after frankie’s circulation rose by 30 per cent in the second half of 2009,
making it “the fastest growing magazine in Australia” (Wells 2010). This led to stories
about its success in the news media, including a feature on the ABC’s The 7.30 Report
(Frankie Magazine beats the odds 2010). The magazine then experienced four and a half
consecutive years of circulation growth, which was at odds with the trajectory of
women'’s magazines more generally and also put it well ahead of comparable niche
titles. In 2012, it began to outsell established fashion titles such as Vogue Australia and
Harper’s Bazaar (Wells 2012), while in the first half of 2013, frankie’s circulation grew by



. . . L1
over ten per cent at the same time as Australian women’s glossies Cosmopolitan™ and

Cleo each saw a circulation decline of approximately 17 per cent (Blight 2013). In this
six-month period, the magazine market circulation as a whole fell by 6.23 per cent
(Blight 2013). During frankie’s rise, weekly titles for a female demographic were also
selling fewer and fewer copies: in the second half of 2013, for example, women's titles
OK!, NW, Who and Woman’s Day all posted circulation declines (Ward 2014b). In the
first half of 2014, frankie’s circulation reached a peak of 67,782 copies (Ward 2014a).
frankie magazine was awarded various industry accolades, including Magazine of the
Year at the Australian Magazine Awards in 2012 and 2013, Australian Fashion
Magazine of the Year in 2012, 2013, and 2014, and Magazine Brand of the Year at the
2015 Australian Magazine Awards. frankie’s achievements felt personal to me: a sign
that it was okay not to be the perfect ‘Cosmo Girl’. I wondered if others felt the same,
and why exactly this magazine had been able to not only survive — but thrive — in an

industry whose days were thought to be numbered.

The Australian magazine market is highly fragmented (Bonner 2014: 199). This is in
keeping with a broader trend in magazine markets around the Western world, where
markets are defined by fragmentation into many niche titles (Abrahamson 2009; Doyle
2011; Forde 2001). This means any magazine is likely to have several competitors, and
this is now compounded by a multitude of online content. Australian women’s
magazines, for example, now compete not only with each other but with websites such
as Mamamia as well as blogs and social media content. Falling circulations for many
magazine titles have been complemented by a stark decline in advertising revenue: in
2014, the total advertising spend for print magazines had decreased from the previous
year by over 16 per cent (Clark 2014), and in September 2016 it had dropped nearly 15
per cent from the previous year (Hayes 2016). For women’s magazines in particular,
competition from amateur online content such as YouTube beauty tutorials is thought
to have affected their advertising revenue (Jackson 2014: 23). More recently, the closure

of the once-iconic Australian women’s magazine Cleo in January 2016 reinforces the

In this thesis, references to Cosmopolitan are to the Australian iteration of the magazine,
except where otherwise stated.



significance of frankie’s rise. Cleo’s demise followed a number of other Australian
magazine closures in the years prior, including glossy women’s titles Grazia and
Madison (Burrowes 2013; Kellow 2013), and men’s titles FHM and Zoo (Hicks 2012;
Jones 2015). This is consistent with international experiences: in 2015, the closure of
the UK versions of FHM and Zoo led the Guardian to proclaim the “end of the lads’
mags era” (Jackson 2015). Of course, there have also been new glossy titles launched
in Australia during this time, such as the Australian version of Elle, launched by Bauer
in 2013 (B&T Magazine 2013). Overall, though, glossy women’s and men’s magazines

in particular have faced a number of challenges in recent years.

As Bonner (2014: 207) notes, there are three main companies that dominate the
Australian magazine industry which each have “wider media interests”. In other
words, the major producers of magazines in Australia are part of large media
conglomerates. In 2016, these are: Bauer Media, owned by the European parent
company Bauer Media Group; Pacific Magazines, owned by Seven West Media; and
NewsLifeMedia, a division of the international News Corporation. The fact that frankie
is not produced by one of these three companies further demonstrates the significance
of its success, relative to titles from other smaller publishers. The sale of Nine
Entertainment’'s ACP magazines to Bauer in 2012 — the decreasing earnings of ACP
were noted at the time (Kruger 2012) — suggests the challenges faced by mainstream
publishers. As will be explored further in Chapter 4 of this thesis, the current state of
the print magazine industry has led major publishers to rebrand as multi-media based
companies: in 2015, the Australian magazine industry body Magazine Publishers
Australia released its first ‘Magazine Media 360° Report’, which lists not just
circulation and traditional readership figures but web users and social media followers
(Homewood 2015). Ultimately, frankie’s success is worthy of examination because it
came at a time at which there were few positive stories about the broader print

magazine industry.

Introducing frankie magazine

frankie magazine is a bi-monthly publication of approximately 150 pages per issue. As
its website description notes, frankie features “design, art, photography, fashion, travel,

music, craft, interiors and real-life stories” (frankie magazine 2016). Regular content
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includes opinion pieces, photo essays, fashion spreads, craft instructions, and reviews
that cover topics as diverse as toilet paper brands and dog breeds. The magazine also
features interviews with various ‘creatives’, such as artists, musicians, and
professional artisans, and has a regular feature called “Homebodies” which profiles the
homes of creative people across the world. Its aesthetic is defined by lots of blank
space, small black type, nostalgic or ‘retro’ photography, and illustrations. frankie has
a small editorial team and most of its content is contributed on a freelance basis, but
there are a number of long-term contributors who have become associated with the
magazine, such as writers Benjamin Law and Eleanor Robertson and craft blogger Pip
Lincolne. As a magazine for young women, frankie is distinctive in a number of ways.
The magazine is printed on thick, matte paper, as opposed to the typical ‘glossy’ form
of women’s magazines. As will be explored further in Chapter 4, in 2012 the magazine
began featuring illustrated covers, and models have only occasionally featured in its
fashion spreads since the change. frankie is also notable for its lack of how-to” content
relating to sex and relationships, which has been a defining feature of the
contemporary women'’s magazine. The magazine also features a lower proportion of
advertising than is standard (its 2016 media kit states its makeup is 70 per cent editorial
to 30 per cent advertising), and its cover price is slightly higher at $10.50 per issue
($9.95 until March/April 2015, and compared to $7.95 for Cosmopolitan). Its
advertisements are for a mixture of niche brands such as Australian fashion label
Leonard St. and larger brands such as Marc Jacobs and Converse. These differences

and their implications will be explored further in Chapter 4 of the thesis.

frankie was launched in 2004 by Morrison Media, an independent publisher. The
magazine was the brainchild of Louise Bannister and Lara Burke, who were in their
twenties at the time and felt that no magazine was suited to their particular interests.
As Bannister put it, “we felt a planet away from the mainstream magazines” (Frankie
Magazine: How to launch a successful mag 2010). The pair pitched an idea for a new
magazine to their boss at Morrison Media, and that idea became frankie. Bannister and
Burke later established an imprint of Morrison Media named Frankie Press, which
now publishes quarterly men’s publication Smith Journal and lifestyle magazine Slow
Living, as well as range of frankie extensions including cookbooks and an annual
calendar and diary. In 2014, the magazine’s founders left Morrison Media (Reynolds
2014). Later that year, the company was sold to a sports radio network for a reported

$10 million figure (Lee 2014). The magazine includes no evidence of this sale, still

4



stating inside its cover that it is published by Frankie Press, an imprint of Morrison
Media. The publisher continues to operate as a standalone division (this was
confirmed with editor Jo Walker in an interview for this thesis). frankie has become a
well-established publication, in many ways surpassing its original ‘indie’ or ‘niche’
status. The magazine also has a large following online and social media, which has
been suggested by industry commentators as a reason for its success (Wells 2012).
frankie is active in particular on Facebook, where its page has over 340,000 ‘likes’,

Twitter, where it has over 78,000 followers, and Instagram, where it has at least 159,000
followers.” Its Facebook and Twitter pages share links to its daily blog posts, which

include music interviews, film features, recipes, and profiles on artists or craft
products. iPad or Android versions of the magazine and its ancillary books are also

available.

Definitions

Before outlining the aims and argument of this thesis, I wish to clarify some terms I
will be using throughout. First, I wish to offer a qualifier in regards to frankie’s
‘success’. In using the term “success’, I refer to a notable rise in circulation tigures at a
time when many glossy titles were experiencing the opposite, its move from a niche,
independently produced title to one with a mainstream audience, and its industry
recognition. Its success is particularly notable when considered as relative to that of
other niche or independent magazines in Australia, such as Yen, a niche women'’s
publication whose 2014 media kit listed its circulation as 27,000 copies (Next Media
2014a). As well, while circulation figures provide an average of actual sales, broader
audience survey data collected by Enhanced Media Metrics Australia (emma), which
allows for multiple readers of the same magazine copy, showed in April 2014 that
frankie’s average issue readership had surpassed Cleo magazine by over 100,000

readers, and was within reach of that of Cosmopolitan and Vogue Australia (emma

* Correct as of 18 October 2016 — see https://www.facebook.com/frankiemagazine;
https:/ / twitter.com / frankiemagazine; https:/ / www.instagram.com / frankiemagazine.



2014).% To come within reach of the broader readership of these established titles can

in itself be thought of a sign of success when compared to other comparable niche titles
— such as when comparing frankie’s readership of 402,000 in 2014 to Yen's readership
of 150,000 in the same year (Next Media 2014a) .

Throughout this thesis I primarily describe frankie as a ‘women’s magazine’. The
magazine is not explicitly described in this way in public promotional material: its
website describes it as for “women (and men!)” (frankie magazine 2016a) and its media
kit describes it as “a unique publication” (Frankie Press 2016a). frankie could also be
categorised as a ‘niche magazine’, an ‘indie magazine’, a ‘fashion magazine’ or an “arts
and craft magazine” (Lee 2014). However, I consider frankie as a “‘women’s magazine’
in this thesis for a number of reasons. The magazine’s media kit lists its readership as
“70% female” (Frankie Press 2016b), suggesting its primary target audience is women.
More importantly, I consider frankie as a women’s magazine because this is the way it
has been framed in commentary about the magazine and its success. For example,
Sydney Morning Herald stories have described it as “an independent women’s magazine”
(Wells 2010; 2012, emphasis added). Stories such of these have compared frankie’s
circulation figures to those of magazines such as Cosmopolitan and Cleo (Blight 2013;
Wells 2012), thereby positioning the magazine as a direct counterpart of these women’s
magazines. As will become clear in Chapter 4 of the thesis, the magazine’s producers
also draw upon the notion of frankie as a women’s magazine in discussing their own
production practices. I suggest frankie’s ability to occupy the mainstream women’s
magazine market is important to its success, and so refer to it as such throughout the
chapters that follow. Equally, however, I also suggest that frankie’s discursive
opposition to ‘glossy” women’s magazines is important to its brand: throughout this
thesis, ‘glossy’ refers not only to the texture of the paper on which these magazines
have traditionally been printed, but to a particular format and traditionally glamorous,

‘Photoshopped’ aesthetic favoured in mainstream publishing.

3 frankie’s average issue readership was 402,000, while Cosmopolitan’s was 484,000 and Vogue
Australia’s was 463,000 (emma 2014).



This thesis also employs the term ‘indie’ when discussing frankie, because the
magazine has often been characterised as an ‘indie’ magazine (see for example
Kermond 2015; Zhao 2013). This is due not only to the economic independence of its
original publisher, but also its content and style, which reflect Australian ‘indie’
culture. This is clear particularly in its focus on indie craft and music, its retro aesthetic,
and its celebration of vintage clothing and home-wares. The term ‘indie” originally
referred to independent production of culture, such as film and music. As Newman
(2009: 16) explains the difference between “indie” and “mainstream” production, the
former is thought to be “small-scale, personal, artistic, and creative”, while the latter
is on a larger scale and more interested in profit than creativity. However, ‘indie’ now
has much broader meanings. As Newman (2009: 16) notes, it can stand in for
“alternative, hip, edgy, [and] uncompromising”, and can be applied to other cultural
forms, fashions and social groups. This diversity of meanings, as well the mainstream
adoption and commodification of indie tastes (Oakes 2009: 195), means that ‘indie’ is
now much more subjective and harder to define than when it simply meant a cultural
product produced outside of the mainstream media conglomerates (e.g. by
independent record labels or film production companies). However, frankie's
association with indie culture is important for an explanation for how the magazine
has come to be regarded as ‘alternative’. In particular, in the version of ‘indie’ seen in
frankie, retro and vintage style are often paired with a liberal social politics and an
implicit environmental concern and sustainability. This is perhaps due to the youthful
demographic, and also the fact that both sustainability and an inclusive approach to
gender and sexuality align with a rejection of the ‘mainstream’ (i.e. conservatism and
consumerism). Thus frankie’s ‘indie’ status connotes not just craft and retro fashion and
a different approach to production, but a potentially ‘alternative’ world view. Having
established what is meant by key terms used in this thesis, I will now explain my

central research aims.

Research Aims and Scope

This thesis investigates the success and cultural significance of frankie magazine by
considering its brand, its production and the text itself. By combining industry study

with textual analysis, the thesis addresses the following research aims:



o Investigate the industry strategies of frankie magazine.

e Analyse the magazine text and its politics, with particular attention to its
representations of gender.

e Consider the relationship between industry dynamics and the magazine
text.

These aims are informed by two main factors: first, the context outlined above, in
which frankie’s success can be thought of as unusual or unexpected relative to
comparative titles and the broader industry trajectory, and second, the focus on gender
in existing scholarship on magazines. There are many potential reasons for frankie’s
success —and its rise is most likely due to a combination of factors — however this thesis
will focus specifically on the gendered dimensions of the magazine and how these
aspects might have contributed to this success. Studies of lifestyle magazines have
historically focused upon gender as the central “problem’ or issue within the texts (see
Gill 2007a and Chapter 2 of this thesis). As will be demonstrated later in the thesis,
there has also been escalating critique of women’s magazines in particular outside of
the academy. A focus on how frankie might offer an alternative model of gender within
the genre of women’s magazines, then, will contribute to the existing body of

scholarship and broader conversations about the texts.

As will become clear later in this thesis, scholars and commentators have often
characterised women’s magazines as inherently conservative in their ideologies, even
where they have been suggested to offer pleasure. This thesis reads frankie as
potentially subversive, because it offers access to an ‘alternative’ femininity not
consistent with mainstream media representations of women and in so doing,
addresses increasingly mainstream concerns about women’s magazines. This
‘alternative’ identity also offers “distinction” (Bourdieu 1984) from the ‘mainstream’.
Considering this, the thesis highlights ways in which frankie may in fact reinforce
certain mainstream values, as well as the magazine’s use of production practices that
are typical of the industry. Ultimately, this thesis argues that frankie has been
successful because it balances an appealing textual subversiveness with conventional
production practices, thereby allowing it to both signify an ‘alternative” identity and
occupy a lucrative position within the mainstream market. In this way, it offers
pleasurable ways to resist certain norms of femininity, without compromising its

commercial function. This is significant because it suggests there is room for
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subversiveness within a genre that has typically been thought of as inherently
conservative, and indicates that alternative representations of femininity can have
mainstream appeal. However, it also suggests continuities between the magazine and
mainstream women’s magazines both at a textual level and when considering industry
practice. In these ways, this study is of significance to both the magazine industry and

scholarly studies of lifestyle magazines.

Thesis Outline

In the chapters that follow, I expand on this argument with reference to relevant
scholarship and my own analysis. In Chapter 2 I provide a review of literature on
magazines, with a particular focus on critiques of representations of gender in lifestyle
magazines. Methodological debates within this scholarship are also explained. Recent
scholarship on ‘indie’ as a genre within mediums such as film and music is discussed,
and the chapter demonstrates the contribution a study of frankie will make to magazine
scholarship and studies of ‘indie” media. Chapter 3 outlines the theory and methods
employed in this thesis, namely a combination of industry interviews with textual

analysis that identifies “gender manoeuvres” (Schippers 2002) in the magazine.

In Chapter 4, the results of applying this theory and method are discussed and
analysed. I provide an analysis of the construction of frankie’s brand as an ‘alternative’
magazine, both by its publisher and in external media coverage. The production
practices that underpin the magazine, as discursively constructed by the magazine’s
staff, are also examined. The analysis then identifies particular textual examples of
difference and suggests ways in which these examples might be read as offering an
‘alternative’ femininity. Having demonstrated how the magazine’s brand and text can
be thought of as alternative, the chapter then complicates this difference, and
concludes by suggesting that the magazine’s success is in its ability to occupy an
‘alternative’ position within mainstream publishing and popular culture. Chapter 5
further explores this conclusion and its significance to understandings of magazines

and gender, as well as making suggestions for future research.



Chapter 2: Literature Review

his literature review provides a survey of existing scholarship concerned with

magazines and gender. Academic interest in lifestyle magazines has largely

been driven by concern with representations of gender in the texts.
Scholarship on women’s and men’s magazines explores these representations as well
as the relationships readers have with the texts, and to a lesser extent, the industry
dynamics and practices that inform the magazines. The literature to date has mainly
considered glossy texts designed for a mainstream audience or explicitly feminist
publications, each launched in the twentieth century. Newer niche publications
steeped in ‘indie’ cultures, such as frankie, have not been considered to the same extent.
This review will highlight the ways in which a study of frankie can provide new

insights into magazines, their representations of gender, and their industry contexts.

The second section of this review surveys recent literature that examines ‘indie’ media.
This scholarship has primarily considered the ‘indie’ genre and trend as it manifests
in film and music, and has been largely concerned with issues of class and cultural
capital. The review below will demonstrate that examining a women’s magazine
associated with “indie’ styles and values can contribute to studies of indie culture and
its development over time. It will also be shown that a focus on frankie’s ‘indie’

femininities will add depth to existing work on indie and gender.

Women’s magazines

Critiques of women’s magazines have a long history in feminist and academic
scholarship. Betty Friedan’s (1963) The Feminine Mystique is a key foundational text in
this area. Writing about post-war America, Friedan (1963: 43-44) describes an ideal of
femininity defined by satisfaction derived from the home and family alone. She
suggests this ideal contributes to the unhappiness of women (Friedan 1963: 32).
Importantly, Friedan (1963: 34) highlights women’s magazines as a key site for the
formation of this mystique. In a text published decades later, feminist writer Naomi

Wolf (1992) argues in The Beauty Myth that women’s magazines are a central actor in
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perpetuating a focus on female appearance that weakens the position of women in
society, undercutting feminist progress. Despite their different time periods, both
Friedan and Wolf identify conservative, and indeed regressive, representations of
women in the magazines. They also share an assumption that these representations
are hugely powerful in shaping broader societal notions of femininity and the lives of

women.

Such complaints about women’s magazines are reflected in a large body of academic
critiques of the texts. McRobbie’s (1982) analysis of the teenage girls” publication Jackie
is a formative work of this nature. She argues that the magazine’s “ideology of
adolescent femininity” outlines the concerns of teenage girls as strictly within the
sphere of the personal, such as romance, domesticity, pop music and beauty
(McRobbie 1982: 281- 282). She highlights the magazine’s individualistic ideologies,
suggesting young women are encouraged to eschew female company in favour of
finding a male partner, at which time they will give up their independence (McRobbie
1982: 282). McRobbie also suggests that “Jackie asserts the absolute and natural
separation of sex roles” (1982: 281). McRobbie describes Jackie’s ideology as
“immensely powerful”, though she does acknowledge the one-sidedness of this
reading (1982: 282). Ultimately, she suggests Jackie magazine presents an
individualistic and narrow ideology of femininity that has the power to affect female
readers. These criticisms have been echoed in scholarship which identifies normative
ideologies of gender in women’s magazines, such as the construction of women and
men as natural opposites and an emphasis on heterosexual romance and the female
appearance (Ballaster et al. 1991; Ferguson 1983; Gill 2007a; Gill 2009a). For example,
Ferguson (1983) describes the production and readership of women’s magazines as a
“cult of femininity”, likening her findings about the genre to Durkheim’s studies of
religious cults. Ferguson argues this cult separates the genders, not only in magazine
content, but also in the treatment of female readers as a singular, unified demographic
with specific interests. She suggests magazine editors are akin to “high priestesses”,
and the texts function as the cult’s “oracles” for its “adherents”, or readers (Ferguson
1983: 5). The implication of much of the magazines’ content, Ferguson (1983: 2)
suggests, is that women require instruction in living as female, whereas men do not
require the same level of guidance. While the men’s and lad’s magazines genres that
later emerged mean her suggestion that only women are thought to require instruction

is perhaps less applicable now than it once was, Ferguson’s work is a key example of
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the studies which share an assumption of the power of the women’s magazine text
over its readers. However, this power would later be questioned, as will be discussed

shortly.

Critiques of women’s magazines have suggested the texts outline strict rules and
regulations of femininity. As Gill (2007a: 217) puts it, in women’s magazines
“femininity is presented as contingent — something that requires constant vigilance,
attention and self-surveillance”. In other words, the imagined women of glossy
magazines are responsible for their own adherence to preferred norms, lest they
sacrifice their own feminine identity. It is this emphasis on the work of femininity that
leads Ballaster et al. (1991: 167) to describe achieving femininity in the magazines as
“women’s Sisyphean labour”: they argue that the work of domestic labour, beauty,
personal relationships or sexuality are sites through which femininity can be realised,
yet it is also assumed that this ideal femininity is naturally possessed. Scholars have
also noted that the representation of femininity as something to be worked for by
individual women fails to acknowledge structural inequalities of gender, race, class
and sexuality (Winship 1987). In particular, Winship (1987: 114-115) argues British
Cosmopolitan magazine presents heterosexual relationship problems as issues that can
be addressed by the individual female reader, rather than as symptoms of systemic
gender inequality. Again, the conservative nature of these magazines and their

ideologies is emphasised.

As commercial texts, women’s magazines have also been critiqued for the way in
which they present consumption as central to femininity. For example, McCracken
(1993: 2) suggests glossy women’s magazines are united by the way their messages
“conflate desire with consumerism”. In other words, the magazines offer commodities
as solutions to problems or aspirations. She argues that editorial and advertising are
closely linked in the genre, and that the magazine cover, “covert advertisements”
within editorial, and direct advertising work together to encourage women to buy
products (McCracken 1993: 4). In a similar vein, Talbot (1992: 193) argues Jackie
magazine constructs a sense of intimacy between the author and intended reader built
upon a shared love of consumption. In her analysis, she suggests the magazine
constructs femininity as an experience universal to all women, and one that is heavily

grounded in the act and enjoyment of consumption.
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Some scholars have suggested other, more positive, cultural functions that women'’s
magazines might perform. Though she does critique specific aspects of the texts,
Winship (1987: 6-7) describes the genre as “sadly maligned and grossly
misunderstood”, arguing it constructs a rare “world” in which women are central
rather than secondary. She suggests the genre can be a source of both “survival skills”,
in the form of everyday guidance, and “daydreams” or fantasies (Winship 1987: 14).
Here, Winship suggests the magazines can offer women something empowering. In a
more recent study, Ytre-Arne (2011a) suggests that while women’s magazines are not
necessarily useful sources of formal political information, the texts can still play a part
in the “public sphere” by engaging their readers and creating a “community”. Thus,
the function of women’s magazines in fostering a sense of belonging and creating a
context in which women are offered relevancy has been suggested as a redeeming
feature of the magazines. The fact that women’s magazines do not necessarily imply
that they represent reality has also been noted: Machin and Thornborrow (2003: 468)
argue that the discourse that surrounds the global Cosmopolitan brand locates women's
agency in their sexuality, but that its contradictory messages are “presented as playful
fantasies”. Nevertheless, the commercial function of the magazines remains: they
suggest these fantasies can be enacted only through consumerism (Machin and
Thornborrow 2003: 468).

The pleasure of the magazines, for some scholars, reinforces their ideological power
(Ballaster et al. 1991; McCracken 1993). As McCracken (1993: 3) writes, “women’s
magazines exert a cultural leadership to shape consensus in which highly pleasurable
codes work to naturalise social relations of power”. Here, McCracken connects the fact
that reading women’s magazines can be a positive experience to their influence in
sustaining conservative ideologies of gender. How the magazines might be enjoyable
despite their ideologies has been explained thus: Eggins and Iedema (1997: 193) argue
the magazines each have unique “coding orientations” that obscure their ideological
consistency in the representation of femininity. In other words, different versions of
the same messages mean those messages are less overt, and readers are offered the
illusion of varied identities within an overarching framework of conservatism. As they
write, “What women’s magazines offer, ultimately, is difference without diversity”
(Eggins and Iedema 1997: 193). The pleasures of women’s magazines have not been
denied in the scholarship, but have instead been explained as key to the genre’s

ideological function.
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In contemporary scholarship, women’s magazines continue to be an object of analysis
for scholars such as Duffy (2013a), Gill (2009a), and Gill and Elias (2014). Duffy (2013a)
identifies an emerging theme of “authenticity” in US women’s publications such as
Glamour and Cosmopolitan, within a broader emphasis upon "the real" in advertising
and consumer culture. She identifies three “tropes of authenticity” in the magazines,
including: the framing of beauty products in terms of their “natural” and
environmentally responsible characteristics, the depiction of “real women” as
opposed to models, and the focus in the texts upon becoming one’s “authentic” self
(Duffy 2013a: 134). She argues these tropes operate successfully as contradictions
within the texts that construct an idea of authenticity while maintaining the central
purpose of the magazines as consumer products (Duffy 2013a: 149-150). As she writes,
“both internal and external contradictions ensure the same type of consumer
engagement that has long been at the heart of women’s magazine culture” (Duffy
2013a: 150), suggesting the central function of the magazines remains unchanged.
Ultimately, Duffy (2013a: 150-151) suggests these tropes of authenticity might be a
response to critiques of women’s magazines as unrealisticc and a strategy for
addressing an “increasingly savvy, reflexive consumer”. In other words, the tropes
account for the increased media literacy of readers who are critical of ‘inauthentic’
representations. In a similar vein, Gill and Elias (2014: 180) describe ‘Love Your Body’
discourses found in contemporary women’s magazines as “positive, affirmative,
seemingly feminist-inflected media messages” that might actually represent “more
pernicious forms of power that engender shift from bodily to psychic regulation”.
Here, they suggest the discourses might be empowering on a surface level, but the
underlying function remains one that encourages self-surveillance and adherence to
particular societal standards. As they write about the trend, “Women must makeover
not simply their bodies but now — thanks to LYB discourse — their subjectivity as well”
(Gill and Elias 2014: 185). They argue these discourses are evidence of “the capacity of
media discourses to change and mutate in response to critique”, and suggest these
themes in women’s magazines are responses to criticisms of the genre (Gill and Elias
2014: 180; 182). Thus scholars continue to identify conservative and consumerist
messages in women’s magazines, and it is argued that the presentation of those

messages is changed and updated for a contemporary reader.
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Feminism in women’s magazines

While mainstream women’s magazines have been subject to much critique from
feminist scholars, there have also been suggestions that the texts can engage with
feminist principles in a positive way. In an analysis of women’s and girls’ magazines
in the 1990s, McRobbie (1997: 200) suggests the genre has a relationship of “productive
tension” with feminism and does not deserve to be unequivocally dismissed. She
argues the texts contain “new sexualities” which construct a femininity that is much
more open and confident in its sexuality (McRobbie 1997: 195-196). For McRobbie
(1997: 200), this development could be partly explained by the influence of feminism.
In a similar vein, Stuart (1990: 30-33) considers Elle magazine in the 1980s as an
exemplar of “popular feminism”, suggesting the magazine perhaps engaged with a
more positive and diverse view of female empowerment than “professional
feminism”. She argues the text acknowledged the opportunities for consumption to be
not necessarily a source of oppression for women, but an avenue for self-expression.
In these studies, women’s magazines have been reimagined as a site of potential

progression for feminism in scholarly critiques of the genre.

More recent scholarship, however, adopts a less optimistic view of the role of
mainstream women’s magazines in articulating feminism. This has been set in the
context of “postfeminism”: Gill (2007b: 148) suggests postfeminism should be
understood as a “sensibility” that can be analysed in media texts. She suggests this

sensibility is characterised by:

the notion that femininity is a bodily property; the shift from objectification to
subjectification; the emphasis on self-surveillance, monitoring and discipline, a
focus upon individualism, choice and empowerment; the dominance of a
makeover paradigm; a resurgence in ideas of natural difference; a marked
sexualisation of culture; and an emphasis upon consumerism and the
commodification of difference (Gill 2007b: 149).
What many of these features share is the underlying premise that individual women
are responsible for their own empowerment through self-regulation, and that they are
able to ‘choose’ to participate in objectifying or sexualised culture. As Gill (2007b: 163)
explains, postfeminism is a “response to feminism” that simultaneously appropriates
and rejects feminist thinking. She highlights the similarities between postfeminism
and neoliberalism, which both emphasise the individual and obscure structural

impediments to advancement (Gill 2007b: 162-163). In relation to magazines
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specifically, Gill (2009a) argues that glossy magazines such as Glamour employ
“postfeminist discourses” in discussions of sex and relationships. She suggests these
discourses follow the construction of femininity in women’s magazines as something
that must be worked for, but encourage a greater intensity and extensiveness of self-
surveillance, even extending to the psychological (Gill 2009a: 365). This surveillance
is, of course, presented as a choice (Gill 2009a: 366). In other words, conservative
ideologies about women are now presented as part of a worldview that seemingly
offers women choices, but fails to acknowledge the lack of alternatives.
Acknowledging her earlier suggestion of a potentially positive relationship between
feminism and women’s magazines, McRobbie (2009: 4-5) revises this and suggests she
did not acknowledge the need for content to constantly evolve (meaning feminist
content was only a brief trend), while also failing to critique continuities of the genre
such an assumption of heterosexuality and the importance of appearance. In fact, she
argues there is now a distinct absence of feminism in the magazines, with content
instead reflecting “aggressive individualism...[and] obsession with consumer culture
which...I see as playing a vital role in the undoing of feminism” (McRobbie 2009: 5).
In other words, McRobbie came to see women’s magazines as exemplary in the
postfeminist culture she analyses. As such, studies of women’s magazines and
feminism have been highly critical of the ways in which the texts have negotiated and
to some extent undermined the gains of second-wave feminism. These critiques, again,

have been focused upon the ‘glossy” format of women’s magazines.

Conceptualising the audience

In studies of women’s magazines reliant upon textual analysis, there was sometimes
an implicit assumption of the power of the texts over their readers and cultural notions
of femininity. However, a key question in the study of women’s magazines is whether
textual analysis can truly reveal meaning. Many scholars argue readers should be
central to analyses of the genre, as ideological meanings are not necessarily all
powerful (Currie 1999; Frazer 1987, Hermes 1995; McRobbie 1991). For example,
Hermes (1995: 147) laments the “horrifyingly stereotypical views” of readers in studies
which employ textual analysis. After interviewing readers, Hermes found they

ascribed little importance to the texts: women’s magazines were preferred for their
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convenience as a format that is “easy to put down” (Hermes 1995: 143). Clearly, this
argument contrasts with Ferguson’s (1983) idea of a “cult of femininity”; in the view

of Hermes, the cult does not necessarily have dedicated followers.

In a similar vein, Frazer (1987) presents a study of teenage readers of Jackie magazine,
arguing for a move away from the focus upon “ideology” in women’s magazine
studies. She found that the girls took a “self-conscious and reflexive approach” to
reading Jackie, suggesting they were not simply accepting of the messages in texts.
Taking this and similar studies into account, McRobbie (1991) criticises the
assumptions of her own earlier work on Jackie. She reflects, “It created an image of
Jackie as a massive ideological block in which readers were implicitly imprisoned”
(McRobbie 1991: 141). As such, the importance of considering audiences and their own
interpretations of magazine texts has now become accepted within the field of
magazine studies. While textual analysis has not been abandoned as a method (see
Duffy 2013a; Gill 2009a), scholars are now more careful to acknowledge the agency of

audiences.

These debates continue to resonate with scholars interested in women’s magazine texts
and their readers. For example, Ytre-Arne (2011b: 226) proposes “reader-guided
textual analysis”, in which textual analysis is used to complement audience study.
Through applying this method, Ytre-Arne (2011b: 226) found a relationship between
the “reading practices” of women’s magazine readers and the “textual structures” of
the magazines themselves. In McDonnell’s (2014: 127) study of celebrity gossip
magazines, she found that audiences took pleasure in decoding the messages about
femininity in the texts. She suggests women readers are able to “challenge mass-
mediated representations of femininity and female life” through reading these
magazines (McDonnell 2014: 129). While McDonnell also analyses editorial strategies
in the genre, her major focus is its audience. Approaches such as these are valuable,
however, there are also significant insights to be gained from studying the industry
context of magazines, which has been comparatively underrepresented in the

scholarship.
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The industry of women’s magazines

In the extensive scholarship on women’s magazines, studies that include an industry
perspective have been less common than those focused on the texts and their
audiences. In her aforementioned study of the “cult of femininity”, Ferguson (1983)
provides an analysis of the editor’s role in the women’s magazine sector. She argues
the editors are “high priestesses” of the cult perpetuated by the magazines (Ferguson
1983: 5). She suggests editors have a role of “social significance” in deciding “the
current definitions of the cult of femininity” (Ferguson 1983: 119). In other words,
Ferguson placed a high degree of importance on the role of the women’s magazine
editor in setting the bounds of desirable femininity as outlined in the magazines.
Studies have also considered broader industry dynamics: for example, Barrell and
Braithwaite (1988) provide a historical account of magazine launches in Britain from
the 1600s to the 1980s, charting various social and economic factors that have
influenced their fate. They note the profound impact of the British Cosmopolitan launch
in the 1970s upon other the success and design of other women’s magazines (Barrell
and Braithwaite 1988: 55-59). An analysis of the relationships between industry and
textual cultures can be found in the study conducted by Gough-Yates (2003), who
examines the dynamics of British women’s magazine production in the 1980s and
1990s by analysing trade journals. In doing so, she charts the development industry
discourses about a market segment targeted at the “New Woman” (Gough-Yates 2003:
3). As she puts it,
the magazine industry’s depictions of femininity are attempts to unify the
perceived complexities of young women'’s lives around coherent, commercially

viable, configurations of “‘woman’ that will appeal to advertisers and readers alike
(2003: 154).

In other words, the models of femininity available in these magazines are a negotiation
between what will be relevant to a reader and what will satisfy an advertiser. In terms
of her contribution to women’s magazine studies, Gough-Yates (2003: 155) argues “the
women'’s magazine industry places a much greater emphasis upon ‘understanding’
the lifestyles, lives and aspirations of some groups of women than previous media
scholars have acknowledged”. This provides depth to the traditional focus on
restrictive ‘ideologies’ of femininity in magazine texts, which does not always fully
explore the specific production contexts that have influenced a particular magazine’s

representation of femininity.
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Fashion magazine production has also been examined. Moeran (2006; 2008) examines
the processes of production for magazines such as Vogue. Through industry
interviews, Moeran (2006: 727) explores the ways in which these magazines are
defined by their “multiple audience” nature. In particular, he demonstrates that
fashion magazine producers are obliged to make their magazines speak not only to
readers and advertisers, but also to members of the fashion world (2006: 734). He
suggests this is evident in the proliferation of content focused upon the lives of fashion
professionals (Moeran 2008: 735). Further, Moeran (2008: 279) suggests the “field” of
magazine production “is structured by the overt clash, recognised by all participants,
of economic and cultural interests”. In other words, he suggests the conflict between
commercial and editorial interests is a key structural feature of the genre that figures
in a number of ways: for example, he notes that in American fashion magazines,
editorial content usually appears on the left-hand page, while advertisements are on
the more instantly noticeable right-hand page (Moeran 2008: 276). He suggests this
reflects the reliance of American fashion magazines upon advertising revenue, in
contrast to Japanese fashion magazines which place greater visual emphasis on
editorial due to their reliance on in-store sales (Moeran 2008: 276-277). Here, the

relationship between industry imperatives and magazine texts has been explored.

The most contemporary work on women’s magazines from an industry perspective is
Duffy’s (2013b) study of glossy women’s magazine production in the United States. In
her book, Duffy presents the results of interviews with editorial, publishing and digital
staff from magazines such as Glamour, Cosmopolitan and Seventeen. She considers three
forms of identity that are affected by the increased pressure to incorporate digital
formats into a magazine publishing endeavour: organisational, professional and
gender (2013b: 6). In particular, she suggests the status of women’s magazine
production as an industry in which women dominate is threatened by the assumption
that men have greater proficiency in dealing with technology (2013b: 139- 40). Duffy
(2013b: 115) also identifies an “apparent disjuncture between the rhetoric and reality”
in the US women’s magazine market when it comes to convergence. She notes that
“magazine producers steadily drew upon medium-specific approaches to content”
(2013b: 118). In this way, her work offers a counter to discourses about the
pervasiveness of convergence. This work is concerned with magazines produced by
major international publishers such as Conde Nast, and provides insight into the

professional cultures and production practices of these organisations.
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These studies have shown the industry context of magazine texts to be worthy as a
subject of analysis. The chapters that follow will contribute to the field of women'’s
magazine studies in which consideration of the industry context has often been
somewhat neglected. At this time of significant change for the industry, the production
context of magazines becomes even more essential to understanding the text itself.
Ultimately, the critiques of women’s magazines outlined thus far have been largely
concerned with “glossy” publications designed for a mainstream audience, which share
conventions and production models established within a bygone media landscape.
The debates centre around the ideologies in and production of a particular kind of
women'’s magazine: the consumerist magazine concerned with topics such as beauty,
fashion and relationships, such as Jackie, Vogue, and the international Cosmopolitan
brand. In the context of magazine industry turmoil and change, which has had a
profound impact on the popularity and viability of these types of women’s magazines,
a study of a contemporary Australian niche publication designed for a female audience

can provide new insights.

Feminist magazines

While mainstream magazines have been the major focus of magazine literature,
scholars have also analysed publications with an explicitly feminist politics. These

texts, such as the American magazine Ms. magazine, founded in the 1970s, and the
third-wave® feminist publication BUST, are produced for a female demographic and

declare a commitment to feminist principles. The representations of femininity and
limitations of feminism in these texts have been interrogated by several scholars
(D’Enbeau 2009; 2011; Groeneveld 2009; Phillips 1978). For example, Phillips (1978)
provides a comparative analysis of Ms. and Family Circle, arguing that while Ms.

presented “heroines” from the public sphere rather than the traditional realm of the

4 As Garrison (2000: 142) explains third wave feminism’s difference from the second wave, the
former “can be defined by a different set of historical events and ideological movements,
especially the...backlash that emerged in response to the women’s movement in the 1970s and
so-called postfeminist feminism”.
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domestic, these heroines were still valued for traditionally “feminine” characteristics
such as the ways in which they cared for other people. As such, Phillips (1978: 128)
argues “Ultimately, Ms. heroines are liberal, but not liberated”. In other words, Phillips
found limitations in the extent to which the content of Ms. challenged conventional
gender norms found in mainstream publications. In a similar vein, Ferguson et al.
(1990) argue the advertising in Ms. did not adhere to the publication’s policy of
avoiding “sexist” or “harmful” advertising; instead, they suggest their content
analysis reveals a rise in advertising that fit such criteria over time. Ultimately, these
textual analyses have found that the publications have not necessarily adhered to their

feminist principles in practice, which is largely attributed to industry pressures.

More recent feminist publications have also been analysed in this scholarship.
D’Enbeau (2009) examines BUST magazine and its representations of femininity using
the feminist theories of Mary Daly. She argues the magazine presents a challenge to
traditional definitions of femininity through the use of humour and alternative
language (D’Enbeau 2009: 30-31). However, she suggests this humour can also
function to regulate within feminism (D’Enbeau 2009: 31). In other words, the humour
can be used to assert BUST’s particular version of feminism as definitive. Groeneveld
(2009) also analyses feminism in BUST. She argues the magazine’s “lifestyle feminism”
fails to critique structural inequalities and only allows for activism within the realm of
consumption (Groeneveld 2009: 189). She suggests that in constructing this version of
feminism, historical contexts and social differences are discounted and the movement
is reduced to an issue of “gender difference” (Groeneveld 2009: 184-185). In this way,
Groeneveld suggests that a rather superficial version of feminism is present in BUST.
Thus, contemporary feminist publications have been subject to critique, with mixed

conclusions.

Literature on feminist magazines has a stronger focus upon industry dynamics in
comparison to that on mainstream magazines, perhaps because of the more overt
conflict between a commitment to feminist politics and the commercial imperatives of
publishing (see Cunningham and Haley 2000; D’Enbeau and Buzzanell 2011; Farrell
1998; 2011; Ferguson et al. 1990). For example, Farrell (1998) charts the challenges faced
by the publishers of Ms. in producing a magazine that contained a “popular
feminism”. Farrell (1998: 193) suggests the imperative of advertising meant the

magazine began to focus on “a politics of individual advancement and success” as
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opposed to a more collective feminism. She also suggests the need to provide a
demographic that would please advertisers meant articles about disadvantaged
female groups were either abandoned or buried (Farrell 2011: 399). In other words, the
producers had to divert from their original intention due to industry pressures, and
the magazine seemingly moved away from its feminist purpose. However, Farrell
(2011: 403) has related these challenges to a wider media trend, rather than simply an
incompatibility between feminism and advertising. She suggests that despite the best
efforts of the magazine’s producers to maintain editorial integrity, “Ms. Magazine was
the first in the line of casualties of any kind of media that promised serious journalism”
(Farrell 2011: 403). In other words, Farrell argues that the demands of advertisers mean
it is no longer possible to successfully publish content which might clash with
commercial interests. Nevertheless, her study of Ms. illustrates the ways in which an
examination of industry pressures is essential to understanding the content of
magazines and potential disconnects between a publication’s stated ethos and its
material content. The operation of Ms. as an advertising-free magazine has also been
examined. Cunningham and Haley (2000: 26-28) argue that without ads, the producers
of Ms. magazine felt they were able to cater to their readers and their ideological
“mission”. Yet advertising retained its impact on the magazine, as the lack of
advertising revenue affected its layout, cover price and funding (Cunningham and
Haley 2000: 21-26). In other words, commercial imperatives still impacted the text even
where efforts were made to reduce their influence. Ultimately, the literature on
feminist publications reveals an important tension of magazine publishing in the
challenge of reconciling a publication’s ethos with commercial imperatives. This
shows the ways in which industry contexts can be usefully examined to interrogate

the meaning of media texts, including those with a less explicit political commitment.

Men’s magazines

Scholarship on women’s magazines is mirrored by a substantial academic literature
that analyses the constructions of masculinity in men’s magazines. This scholarship
began with studies of men’s style magazines and popular culture in the 1980s
(Edwards 1997; Mort 1988; Nixon 1993). These magazines were thought to address the

‘New Man’: an idea of masculinity in popular culture that constructed a sexualised
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male and embraced the sphere of consumption (Mort 1988). Benwell (2007: 539) notes
that the New Man “internalised and endorsed the principles of feminism”. However,
Edwards (1997: 88-85) attributed the emergence of “new men’s magazines” to
demographic shifts such as the greater number of “young, single men with high
incomes”. In other words, these magazines addressed a new target consumer, and
Edwards argued that the magazines had “very little to do with sexual politics” (1997:
82). However, a larger body of work is concerned with British magazines that gained
success in 1990s, which are understood as a key site for the development and
articulation of discourses around the “New Lad” (Benwell 2002; 2003; 2005; 2007;
Crewe 2003a; 2003b; Jackson et al. 2001). The ‘New Lad’ model of masculinity has been
understood in these studies as an alternative, or indeed the opposite, to the ‘New Man’'.

Benwell (2007: 539) provides a useful definition:

‘New Lad’...marked a return to traditional masculine values of sexism, exclusive

male friendship and homophobia. Its key distinction from traditional masculinity

was an unrelenting gloss of knowingness and irony: a reflexivity about its own

condition which arguably rendered it more immune from criticism.
The ‘New Lad’, then, was a model of masculinity that drew heavily upon normative
gender relations, but was able to skirt accusations of sexism through use of humour
and appropriation of gender politics. The men’s lifestyle magazine Loaded was seen to
best represent this New Lad discourse, but other publications such as Maxim and FHM
are also regarded as part of same category (Benwell 2007: 539). This literature, then,
shares with the literature on women’s magazines a focus upon glossy texts designed

for a mainstream audience and are critiqued for ideologically conservative

constructions of gender.

Analyses of ‘New Lad’ publications interrogate the use of ‘irony’ in the construction
of gender in the magazines. For example, Benwell (2002: 169-170) suggests irony is one
of several features that allow men’s magazines to balance a commitment to a
traditional, “hegemonic” construction of masculinity with the need to present new and
marketable notions of gender in the context of changing social expectations. Jackson
et al. (2001) also emphasise the significance of irony to the texts and their functions.
They argue the popularity of these magazines as consumer texts is due to their ability
to negotiate the “ambiguities” of modern masculinity, by presenting their readers with
a “constructed certitude”, achieved through irony (2001: 157). By this, they mean that

assumptions about particular certainties of men and masculinity, framed in an ironic
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tone, provide solace from the questions around gender relations in modern society.
However, Mooney (2008: 258) argues irony is simply is used as a justification for the
content of these magazines, and is necessarily a present feature. She writes that the
“alleged irony in these magazines is clearly irony with a victim; the victim is usually a
woman” (2008: 258). In other words, she argues this is not harmless humour, but
another way of reinforcing male dominance over women. The ideologies of
masculinity present in men’s magazines, then, have been subject to a similar style of

critique as those of femininity in women’s magazines.

As with scholarship on women’s magazines, studies of men’s magazines scholarship
have been punctuated by debates about the relationships between industry, text and
audience. Questions are raised about audience responses as opposed to textual
interpretations of magazines (Benwell 2005; 2007; Jackson et al. 2001). For example,
Benwell (2007) investigates whether readers of men’s magazines actually understand
the texts as ironic in their depictions of gender relations. She concludes that, in fact,
the readers do not interrogate the humour in these texts: they acknowledge that
humour is used, but they do not use this as a defence against potential accusations of
sexism (Benwell 2007: 549). In other words, readers were not interpreting the meanings
of the magazines in the same manner as the scholarship. Thus men’s magazine
scholarship provides further evidence of that audience readings of a text may not

always be the same as academic analyses.

Several scholars of men’s magazines adopt the “circuit of culture” approach (Benwell
2003; Crewe 2003b; Jackson et al. 2001). This approach considers each moment of the
circulation of a media text, acknowledging the inextricable links between each of these
moments (Johnson 1986 cited Benwell 2005: 148). As part of this approach, scholarship
on men’s magazines has considered the industry contexts of publications. For
example, Crewe (2003a; 2003b) suggests the personalities of the two founding editors
of Loaded had a great influence upon the publication’s editorial philosophy, which in
turn shaped the broader men’s magazine market. Specifically, Crewe (2003b: 123)
highlights the importance of the particular class and gender identity shared by Loaded
magazine’s founding editorial team to understanding the nature of the publication
itself. Crewe (2003b) also explores the impact of broader market dynamics. He
suggests the lack of intense “commercial pressures” in that particular time period was

an important context in giving the Loaded editors such a strong influence (2003b: 148),
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further demonstrating the influence of industry. The men’s magazine scholarship
further demonstrates the wusefulness of industry study, which remains

underrepresented in studies of lifestyle magazines.

The magazine industry

Along with the cultures of women’s and men’s magazines, media scholars are
interested in the economics of magazine publishing more broadly. In recent years,
such work has highlighted the increasing fragmentation of the market. Scholars have
noted that, in line with broader media trends, magazines audiences have fragmented:
niche media products are thus designed for defined social groups, as opposed to more
generalised products for mass audiences (Abrahamson 2009; Doyle 2011; Forde 2001;
McKay 2006). For example, Forde (2001) argues that increased fragmentation in the
British music magazine market led publishers to focus on building distinguishable
brands for different magazines, rather than featuring distinctive writers, in order to
occupy a particular niche. In Forde’s study, the effects of these industry developments
upon the nature of particular magazines have been considered. Abrahamson (2009: 2)
predicts this “narrow-casting” in the magazine industry will further develop in
coming years, with broad interest magazines ceasing to be produced. While
Abrahamson was writing about America in particular, the Australian industry is also
marked by a high degree of fragmentation (Bonner 2014: 199) and so this has relevance
to the local market. An examination of frankie magazine can provide a case study in

the context of these developments, perhaps examining Abrahamson’s prediction.

In the context of industry fragmentation, niche magazines and production practices
are a pertinent topic for academia. Existing literature on such magazines is less
developed than studies of mainstream magazines; however, there are some useful
examples. Lynge-Jorlén (2009; 2012) describes the genre of “niche fashion magazines”,
encompassing titles such as the Scandinavian DANSK and French Purple Fashion.
Through a study of industry, text and audience, she finds that in the case of niche
fashion magazines, “production and consumption are interrelated practices” (Lynge-
Jorlén 2009: 186). By this, she means these magazines are produced for readers with a
professional connection to fashion, and the magazine producers themselves consume

fashion in order to contribute to their role. The magazines are largely produced under
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the umbrella of another fashion business: DANSK, for example, is owned by the image
production agency Style Counsel (Lynge-Jorlen 2009: 184). Thus the production and
circulation of niche fashion magazines in a fashion industry context has been
examined. Laing (2014: 273) has identified one such magazine in a British context:
independent fashion magazine Lula. Laing (2014: 288-289) argues the Lula girl offers a
nostalgic fantasy identity in which the commercial realities of the fashion industry are
obscured and contradictory demands placed upon femininity, still defined by the
“virgin/whore dichotomy”, are rendered irrelevant. In other words, the fantastical
elements of the Lula girls mean they are not subject to the same judgments as women
in contemporary society. Laing (2014: 298) concludes that as “the fiction of Romantic
innocence” remains uninterrogated, the Lula girls naturalise their “white, middle-
class, “pure’ version of femininity”. Here, femininities in contemporary niche fashion
magazines have also been explored. Such publications share similarities with
magazines such as frankie, in terms of their interest in culture and niche design,
however their European context, focus upon fashion, and in the case of Lynge-Jorlén’s
study, their more overt links to the fashion industry, distinguish them from the

magazine selected for this particular study.

The production of magazines outside of a professional, commercial context has also
been considered. Scholars have examined the production of amateur ‘zines’.
Duncombe (1997: 6) describes zines as “non-commercial, nonprofessional, small-
circulation magazines which their creators produce, publish, and distribute by
themselves”. For Duncombe, zines have political potential, because they provide an
alternative (albeit one with limitations) to the values and structures of mainstream
capitalism (1997: 6). In another approach, Poletti (2005: 183) examines zine culture as
a space for a subculture of “life writing”. She suggests that through zine culture, youth
are able to engage in production, rather than being relegated solely to the sphere of
consumption (Poletti 2005: 186). Zines have also been examined as a key part of third-
wave feminist culture (see Garrison 2000; Piepmeier 2009). In particular, Piepmeier
(2009: 88-89) suggests third-wave feminist zines are used by their creators to “generate
gendered subjectivities” which challenge typical meanings around femininity. For
example, she cites zines that celebrate female body shapes that do not conform to
mainstream media ideals (Piepmeier 2009: 95). In sum, zines have been examined as
forms of political activity and as a site of activism. Although studies such as

Piepmeier’s explore themes that are relevant to frankie, the magazine’s place within
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commercial production, and the way it has been received as a ‘women’s magazine’
(see Chapter 1), makes women’s magazine scholarship the most relevant body of

magazine literature to draw upon in this analysis.

Magazine scholarship has also examined independent magazine publishing. Le
Masurier (2012) charts the rise of independent, non-commercial print magazine
production at a time when digital technology has made online magazine production
readily available. The producers of these magazines, Le Masurier (2012: 394) suggests,
are interested in asking “what can the printed object offer that digital screens cannot?”.
Here, she suggests their emergence is linked to the particular qualities of the print
medium. Le Masurier (2012: 385) situates these “Indies” on a “spectrum”, where they
sit in between more rudimentary DIY “zines” and niche consumer magazines. An
account of independent publishing cultures in the United States is provided by Oakes
(2009). Williamson (2014) has examined another kind of magazine: “special-interest”
Australian titles such as quilters’ magazines. She finds that the magazines increasingly
invoke the use of technology as part of a creative identity, but notes that that they are
still mainly reliant upon the print medium (Williamson 2014: 127). These studies

provide insight in magazine production outside of the major publishing companies.

However, there has been little written about frankie, an ‘indie’ magazine in its inception
and style but a niche consumer magazine in its success and publishing model — one
that now sits firmly within the ‘niche consumer’ space on Le Masurier’s spectrum.
Bonner (2014: 203) mentions frankie in her overview of the Australian women’s
magazine market, while Zhao (2013) has examined frankie’s commodification of ‘indie’
through an analysis of its editorial product promotion pages. In exploring the
magazine’s appeal, Zhao (2013: 156-157) highlights the “discursive style of indie
culture” through which frankie can be distinguished from mainstream publications.
She also argues the magazine is able to “commodify indie culture without appearing
to promote any ostentatious consumption” through the use of discursive strategies
that invite other readings of the text (Zhao 2013: 156-157). In other words, the magazine
is able to perform its commercial function while also offering other pleasures to the
reader, thus ensuring the commercial function is less overt and maintaining its ‘indie’
credibility. Finally, Zhao also suggests the magazine appeals because it addresses an
‘indie’ taste culture while still catering to readers of mainstream magazines,

particularly with its “familiar macro-generic structure” (Zhao 2013: 156- 157). My own
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analysis further explores frankie’s appeal, and its relationship to the mainstream,
incorporating empirical industry research and with a particular focus on gender and
femininity. This can build upon Zhao's analysis and provide additional insights into

the magazine’s success in the Australian market.

The literature on magazines is wide-ranging, however the major focus is around
gender representations in mainstream magazines. These studies have identified
consistent and conservative ideologies of masculinity and femininity in the texts. A
study of an indie-style niche publication for women will contribute new insights to the
knowledge of gender constructions in magazines. This will also add to scholarship
that considers magazines from the perspective of industry, an approach that has thus

far been underrepresented in the field.

Indie media

The remainder of this literature review will examine recent scholarship on ‘indie’
media. This is relevant because an independent publisher launched and produced
frankie until 2014, and the magazine’s style and content remain recognisably ‘indie’
despite the publisher’s sale to a mainstream company. The term ‘indie’ originally
denoted independent production of culture; however, it can now be used in reference
to aesthetic and narrative codes across a range of popular texts, including film, music,
fashion, and video games (see Dolan 2010; Hibbett 2005; Lipkin 2012; Newman 2009).
Much of the literature on indie utilises the work of Pierre Bourdieu to analyse its
relationship to mainstream consumer culture and the social ‘distinction’ that is
afforded to those with knowledge of the culture (Hibbett 2005; King 2009; Newman
2009). Bourdieu (1984) argues that “taste” is not an inherently held set of preferences,
but is instead a function of class “habitus” that acts as a socialising force distinguishing
certain groups from others. For Bourdieu (1984: 1-2), “To the socially recognised
hierarchy of the arts... corresponds a social hierarchy of the consumers. This

1244

predisposes tastes to function as markers of ‘class’”. Distinction, then, works as a force
of social organisation that appears to be a natural consequence of personal
dispositions, but is actually made possible by the accumulation of cultural capital.
Drawing upon these ideas, Newman (2009: 17) describes indie as a “source of

distinction”. This function is a key focus of literature considering indie media,
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particularly film and music. Newman also highlights problems with accusations that
indie is cynically appropriated by corporations for commercial purposes, by noting
that indie is not in fact divorced from consumer culture (2009: 33). The relationship

between indie and the mainstream is a key focus of the scholarship.

Recent studies of indie film, in particular, have examined textual qualities as well as
industry contexts (King 2009; 2014; King, Molloy and Tzioumakis 2013; Staiger 2013).
King (2009: 1) employs the “Indiewood” term to refer to a section of the American film
industry “in which Hollywood and the independent sector merge or overlap”. He
argues that links can be drawn between the production context of the films, which are
produced or distributed by small operations owned by major companies, and the
nature of the texts themselves (King 2009: 4). He suggests the films merge “features
associated with dominant, mainstream convention and markers of ‘distinction’
designed to appeal to more particular, niche audience constituencies” (King 2009: 2).
In other words, the films are conventional yet include select departures from the
Hollywood norm, and these departures invite viewers to perceive the films as of a
distinct, and implicitly higher, place in the cultural hierarchy. Elsewhere, King (2013:
45) argues that the twin discourses of “crisis” and “renewal” that surround indie film
are “parts of the same discursive regime surrounding indie cinema”. He suggests the
notion of crisis is in fact a key feature of indie itself, a central requirement of being
credible or “truly indie”. More recently, King (2014) examines “Indie 2.0”, or indie
films produced after 2000. He highlights textual and industrial continuities across the
lifetime of indie film, and notes that ‘mainstream” producers of indie film have not
entirely replaced more traditionally ‘independent’ film production (King 2014: 26). In
other words, he asserts that indie film remains recognisable both as a genre and
segment of the industry. Janet Staiger (2013) offers a different way of conceptualising
‘indie’ film. She proposes using ‘independent’ as a reference to independent financial
and distribution arrangements, but employing ‘indie’ to denote a particular
“conception of quality” distinct from conventional approaches. These studies of indie
film have considered the relationship between industry structures and textual

features, as well as the tensions surrounding what constitutes ‘indie’.

As a culture and style, “indie” has perhaps been most commonly associated with music.
Studies of indie music have explored the relationship between the genre and the

mainstream, with mixed conclusions (Bannister 2006; Dolan 2010; Fonarow 2006;
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Hesmondhalgh 1999; Hibbett 2005). For example, Hesmondhalgh (1999) charts the
development of indie from “post-punk” beginnings in which ‘indie’ literally meant the
music was produced by independent labels, to the mainstream success of “Britpop”
acts such as Oasis. He describes the history of indie as “one of a move towards
conformism and conservatism” (Hesmondhalgh 1999: 55). However, he argues this
development is not necessarily a direct result of associating with major labels, instead
blaming the “prevailing nostalgic classicism” of the genre (1999: 55). In other words,
the genre might in fact be inherently conformist. Hibbett (2005: 57) likens the logic of
indie rock music to “high art”, in that it is constructed as superior to mainstream music
and necessitates particular cultural capital. He writes, “for all its proclaimed edginess,
indie rock would appear to satisfy more than it challenges pre-existing social and
economic structures” (Hibbett 2005: 75). As Hibbett himself acknowledges (2005: 59),
his notion of indie differs from that of Hesmondhalgh, and understandings of what
constitutes this genre are often “problematically subjective”. However, both scholars
seek to understand ‘indie” as a culture notionally defined by opposition, but not
necessarily always opposed to the mainstream in practice. Furthermore, Bannister
(2006: 92) argues indie music in the 1980s was “not simply a space of freedom from
hegemony”, but was in fact “defined in relation to hegemonic practices”. He highlights
the prevalence of canonism, which stratifies culture. He also suggests that within this
canonism, African American music was marginalised, reinforcing the privilege of
white, middle-class males (Bannister 2006: 92). Thus studies have highlighted the
conservativism of indie music both in terms of its generic qualities and its social

function.

Another major study of indie music is Fonarow’s examination of cultures of concert-
going. Fonarow (2006: 27-28) argues that indie’s philosophy replicates the structures
of Protestant Puritanism, with the goal of authenticity in music akin to the aim of
divinity in experience. She writes: “Within indie, we find a Puritan distrust of
authority, a preference for non-corporate, independently owned commercial
operations...” (Fonarow 2006: 28). She argues that Romanticism is also evident in a
“preference for the natural” (Fonarow 2006: 29). The significance of Fonarow’s work
is that it identifies ideologies in indie that are far from unique. Indeed, King (2013: 49)
suggests that the “broader cultural resonance” of these discourses may explain indie’s

broader attractiveness: indie is once again found to be limited in its alternativeness.
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Debates about ‘indie” have also been explored in fashion studies. Lifter (2013: 176)
utilises Bourdieu’s concepts of “field” and “consecration” to examine the trajectory
through which indie fashion in the UK became part of the field of mainstream fashion
culture. She suggests this was made possible by a discourse of “style” that entered
popular usage in both alternative and mainstream fashion media, idealising the
personally cultivated outfit as opposed to fashions decided by the cultural elite of the
fashion industry (Lifter 2013: 176- 180). Lifter (2013: 180-184) identifies “stylish
femininities” now celebrated in mainstream fashion magazines as well as the “style
press”. My own study will extend studies of ‘indie’ femininities, with particular

attention to the iterations found in an Australian niche magazine.

Conclusion

This literature review has outlined key academic debates surrounding magazines,
particularly in relation to gender, and indie media. These areas of scholarship will be
drawn upon throughout the remainder of the thesis. While studies of mainstream
magazines have provided extensive analysis of the representations of gender in the
texts, a niche magazine such as frankie provides a different subject of analysis. The
context of the current state of the magazine industry, as outlined in the first of chapter
of this thesis, makes analysis of this magazine particularly pertinent, and considering
the links between this industry context and the representations of gender in the
magazines will further contribute to scholarship on magazines that incorporates

industry research.

The other key element of this literature review has been the study of ‘indie’ culture
and media forms. Existing literature on ‘indie’ film and music in particular has
explored the relationship of this culture to the mainstream and the cultural capital
afforded to its members; a study of a contemporary ‘indie’ niche magazine will further
explore this relationship as well as provide insights into the gendered dynamics of the
culture. Drawing upon these areas of scholarship will allow an analysis of frankie that
situates the magazine in the context of critiques of women’s magazines as well as indie
media, thereby exploring its ability to strike a balance between alternativeness and the

mainstream, which I argue is key to its success.
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Chapter 3: Theory & Methods

his research combined industry study with textual analysis in order to
investigate the success and cultural politics of frankie magazine. The research
examined frankie magazine’s production, its textual features, and the
relationship between industry context and the text itself. Semi-structured interviews
were utilised to access ‘behind-the-scenes’ dynamics, and close reading of the
magazine examined specific textual features in their cultural context. In particular, the
textual analysis identified potentially subversive “gender maneouvres” (Schippers
2002) performed or invited by the magazine. This chapter explains these methods and

theories as they were applied in this project.

Industry and text

The combination of empirical industry study and textual analysis allowed exploration
of the connections between industry and text at a time of significant change for
magazine publishing. As discussed in the literature review, studies of magazines have
tended to focus more on texts and their audiences than on industry contexts. This is in
part because, as Gough-Yates (2003: 21-25) found, exploring the production context of
women’s magazines via direct contact with or observation of the producers themselves
is not always an easily available method. Nevertheless, studies such as Gough-Yates
(2003) and Duffy (2013b) provide in-depth analyses of particular markets within the
magazine industry. The combination of industry research with textual analysis, in
particular, is also underrepresented. Studies such as Ferguson’s (1983) study
combining interviews with magazine editors with content analysis, McDonnell’s
(2014) study of celebrity magazines, and Jackson et el.’s (2001) study of men’s
magazines are relatively exceptional within the field of lifestyle magazines studies for
combining in-depth text analysis and industry research. This research will further
contribute to studies that adopt that approach. As Gough-Yates (2003: 157) writes:

Studies of the magazine texts themselves, for example, have focused upon the
structures of textual meaning in women's magazines. They have not, however,
explored the ways in which that meaning is structured through processes of
magazine production.
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Utilising both industry study and textual analysis, then, provides valuable insights
into the ways “textual meaning” and industry dynamics interact. For this thesis,
industry research and textual analysis had a reciprocal relationship: the interview
findings informed the textual analysis, and vice versa. Acknowledging the
overarching approach of mixed methods that address both industry and text, this

chapter will now outline the approach employed in the industry study.

This project’s industry study is influenced by Havens et al.’s (2009) proposed “critical
media industry studies” approach, which they situate in the field of cultural studies.
As they describe the function of “culture” within this approach (Havens et al. 2009:
237):

critical media industry studies examines the business culture of the media

industries; how knowledge about texts, audiences, and the industry form,

circulate, and change; and how they influence textual and industrial practices.

Second, in an aesthetic sense, critical media industry studies seeks to understand

how particular media texts arise from and reshape midlevel industrial practices.
In other words, this approach is interested in industry discourses and day-to-day
operations, and the ways in which these factors interact with and are influenced by
texts. This approach is useful for assessing strategies for success employed by the
producers of a niche magazine and the ways in which these strategies affect the
magazine itself, as well as considering the ways in which the text and its success might
have influenced industry practice. Havens et al. (2009: 235-236) suggest that while
political economy research of media production is concerned with the “macrolevel”,
critical media industry studies takes “microlevel industrial practices” as its focus. They
suggest their approach addresses the shortcomings of political economy approaches
to studying popular culture, which assume entertainment media is beholden only to
“the interests of capital”, providing “little room to consider the moments of creativity
and struggles over representational practices” (Havens et al. 2009: 236). As this
research is interested in the microlevel practices of frankie’s producers, and
acknowledges that there is power within this microlevel to reshape practices of

representation, I wish to situate this study within this tradition.
Interviews

Although industry research has been relatively underrepresented in magazine

scholarship, other areas of media studies provide examples of potential methods.
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Studies of news, for example, have utilised both interviews and participant
observation in research that aimed to interrogate the ways in which the “reality” of
news is produced (Schlesinger 1978; Tuchman 1972; 1978). These methods have been
used more recently to investigate the changing nature of news production as a result
of digital technologies (Cottle and Ashton 1999; Harrison 2010; Williams et al. 2011).
They have also been used to study the production of popular texts including soap
operas (Tulloch and Moran 1986) and police dramas (D’Acci 1994; Moran 1992). A
particularly useful example is D’Acci’s (1994) study of US television program Cagney
and Lacey. Combining textual analysis with industry and audience research, D’Acci
(1994: 8-9) analysed a range of sources including the program itself, media coverage of
the program, press releases, and audience letters. She also spent a three-month period
observing the program’s production, during which time she conducted interviews
with members of the production team (see D" Acci 1994: 211-212). Through employing
these methods, D" Acci analysed the program as a site of contention for understandings
of femininity and feminism, demonstrating the ways in which industry dynamics and
pressures affected the text itself. For example, she argues that by making demands
about the program’s scripts and depictions, network staff “achieved a certain amount
of ‘discursive authority’ ... by delimiting the dimensions of class, ‘femininity’ and
feminism” (1994: 59-61). This study, cited by Havens et al. (2009: 242-243) as an
example within the “critical media industries” approach, demonstrates the ways in
which industry research can be useful in examining the functions of social

representations such as gender in media texts.

My own research utilised in-depth, semi-structured interviews to investigate the
industry practices that are ‘behind-the-scenes’ of frankie magazine’s production. The
interviews provided insight into the industry strategies informing the content of the
magazines. Semi-structured interviewing “generates richer data” as respondents are
free to answer in their own way, rather than within strict “response structures”
(Deacon et al. 2007: 72). For example, while a survey approach might result in an editor
being unable to share a particular experience because it is not a suggested answer,
semi-structured interviewing allows that editor to utilise their own professional
discourses, which was important for this particular research. Qualitative interviewing
is sometimes described as “in-depth”; such interviews allow the researcher to employ
“probes” in order to elicit more detailed and nuanced responses, exploring the

thoughts of participants beyond their first answer (Legard et al. 2003: 141). This
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method also allows for the pursuit of unexpected responses given (Deacon et al. 2007:
73). This ensures any surprising points made in interviews can be followed up by the
researcher, which is essential to properly researching industry practices that may be

previously unknown or newly developed.

Interviews were more practical for this study than participant observation. Lindlof
(1995: 169) notes that as an alternative to observation, interviews can “achieve
efficiency in collecting data”. This efficiency was particularly valuable for a project
that studied a magazine based in a city other than my own. As well, given the
difficulties that other scholars such as Gough-Yates (2003) have had in accessing
‘behind-the-scenes’” of magazine production, interviews were thought to be
advantageous because they provided a relatively non-intrusive method of gaining

insight into professional discourses and practices. For this study, I interviewed Jo
Walker, Editor of frankie,5 and Brendan McKnight, Brand and Marketing Manager for

Frankie Press. These interviewees were chosen for what Lindlof (1995: 178) describes
as “appropriate experience in the cultural scene”. This represents a “purposive
sample”, which is chosen for its ability to produce results relevant to a particular topic,
rather than as a sample that is “representative” of a broader phenomenon
(Weerakkody 2009: 173). Interviewees were contacted via publicly available email
addresses and provided with an Information Sheet and Consent Form, approved by
the Tasmania Social Sciences Human Research Ethics Committee. An interview guide
was designed for use in the research. In qualitative interviewing, such a guide acts as
“menu of topics” (Lindlof 1995: 185). Topics covered included magazines and gender,
magazine branding, advertising, and publication ethos. In a qualitative interview, the
interview guide does not need to be followed like a “script” (Weerakkody 2009: 168).
This allowed for flexibility in following interviewee responses, and also allowed for

questions to be tailored to the interviewee’s particular expertise.

The process of interviewing required reflection upon the role of the interviewer.

Rapley (2004: 19) cites the two most common considerations: “rapport and neutrality”.

> Walker was editor of frankie at the time of the interview (July 2015), having held the position
since 2008. In May 2016 she moved to Editor-In-Chief of Frankie Press.
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In terms of the former, he writes: “Put simply, if the interviewee feels comfortable,
they will find it easier to talk to you” (Rapley 2004: 19). Of course, this is not an exact
science; however, it was important to be conscious as a researcher of making an effort
to create a comfortable sense of rapport between interviewer and interviewee. In terms
of neutrality, Legard et al. (2003: 159- 161) provide a useful guide. They suggest that
giving thought to possible difficulties in remaining neutral in interviews is “essential”
for researchers (Legard et al. 2003: 160). In preparing for my own interviews, I had to
consider my position as a dedicated reader of the text that formed the basis of my
study. As Legard et al. (2003: 160) suggest, “complete objectivity and neutrality may
be a chimera”; however, the guiding principle of objectivity was important. In the
literature, views are varied as to whether researchers should share their own thoughts
and opinions in interviews. Rapley (2004: 20) suggests it is fine to do so if the researcher
believes it is “relevant”, but by contrast, Legard et al. (2003: 160) suggest refraining
from expressing personal opinions on the answers given, instead encouraging further
discussion of the opinions shared by the interviewee. Given the purpose of my
interviews as a way to access ‘behind-the-scenes’ knowledge and discourses, I avoided

sharing my own opinions as much as possible.

The interviews were recorded, transcribed and qualitatively analysed. The analysis
was informed by Glaser and Strauss’ (1967: 105) “grounded theory”, which employs a
“constant comparative method” in coding data. Weerakkody (2009: 281-287) provides
a practical guide to applying grounded theory. She describes “open coding”, through
which themes or “patterns” in the data are detected and categorised (Weerakkody
2009: 282-283). The process of “axial coding” is then used to ‘frame’ the data within
each category that was determined via open coding (Weerakkody 2009: 283). These

coding processes were used to analyse the interview transcripts.

The interview findings were treated as a text produced within the particular context
of interviewing. In discussing interviews, Lindlof (1995: 165) notes that their results
represent “the rhetoric of socially situated speakers, not an objective report of
thoughts, feelings or things out in the world” (emphasis in original). The interviews
were not treated as a source of unbiased facts about the processes of magazine
publishing, but a way of accessing professional discourses about the production
process. Indeed, Lindlof (1995: 168) also notes that interviews can be a way of accessing

“the distinctive language...used by social actors in their natural settings”. As well,
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Rapley (2004: 20) advises analysing “what actually happened” in the interview,
acknowledging the effects of interactions between the researcher and interviewee

upon the results of the interview. This was also important to the analysis.

The industry study also involved analysis of relevant textual sources such as media
kits and website text produced by the magazine publisher. Bertrand and Hughes
(2005: 133) suggest the value of analysing institutional documents lies partly in the fact
that the documents are “written in the institution’s professional language”. This
demonstrates the value of analysing media kits, as it allowed analysis of the discourses
surrounding the magazine brands that were constructed by the publishers’ staff. In
addition, as media kits are designed primarily for advertisers, it demonstrated the
ways in which the publishers intend their magazine brands to be received within the
industry. External coverage of the magazine by media outlets including the Sydney
Morning Herald, Mumbrella, and The 7.30 Report was also analysed. This coverage was
monitored via Google Alerts, subscriptions to industry newsletters, and personal
monitoring of relevant sites. These articles provided insight into the way the magazine

is described in popular discussion and by ‘insiders’ in the media.

Textual analysis

The field of magazine studies has a strong history of textual analy