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Editors’ Letter
Welcome to the third issue of Cultural Fields, the newsletter of the Australian Cultural Sociology 
Thematic group. This edition reflects our desire to begin to establishing themes for issues in the 
future. Here, we concentrate on the world of media. Inside, Luke Howie a co-convenor of the group, 
explores the role of the post 9/11 cultural sphere on popular culture. Using television shows as a guide, 
he demonstrates the power of this iconic event upon all facets of social life through empirical detail. 
Co-editor Catherine Strong also offers a compelling commentary on the role of women in music. 
In particular, the representation of females within rock, she argues, maintains a rather stereotypical 
outlook. Kate Maher afterwards provides an interview with actress Hannah Norris which provides 
some insight into the world of theatre and ‘culture on the ground’. We also have a report from the recent 
ISA conference from student member John Budarick and a call for papers that cultural sociologists may 
well find interesting, especially those working with Bourdieu. 

With this the final edition before the annual Australian Sociological Association conference held this 
year at Macquarie University in December, now is a good time to reflect on some important questions 
that we feel might be addressed in Cultural Fields over 2011. Firstly, with the growth of ‘cultural 
sociology’ in Australia, there is a multifarious approach to the sub discipline. With this diversity 
comes the inevitable question of what we consider ‘cultural sociology’ to be? What are its focuses? 
Boundaries? Limitations? Subsequently, we would be interested to receive commentaries, articles 
or other submissions that cover these important questions. Secondly, as cultural analysis permeates 
through tertiary institutions, what is the future of cultural sociology in Australia? How does it work 
with (or distinguish itself from) other social sciences and/or harder sciences? For instance, what role 
does cultural sociology have to play in our present day challenges such as racism, climate change, 
gender issues or global economic crises? Lastly, with the variety of interests expressed by us all, we 
welcome submissions detailing projects, articles of interest and books of note. If you are interested (and 
if we haven’t contact you already!) please email the editors.

- Catherine Strong and Nicholas Osbaldiston
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Enquiries and submissions to Catherine Strong (cstrong@csu.edu.au)  
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Sitcoms and Cartoons in the 
Age of Terrorism
Luke Howie, Lecturer, Department of Behavioural 
Studies, and Member, Global Terrorism Research 
Centre, School of Political and Social Inquiry, 
Monash University

It has often been quipped that 9/11 changed the 
world forever. The nature, dimensions and scope 
of this change have been tracked by armies of 
academics, politicians and government bureaucrats, 
and a host of idiosyncratic counterterrorism 
professionals and experts, not to mention the daily 
barrage of terrorism interpretations that can be 
found in major newspapers and in the blogosphere. 

Despite this broad attention there has been relatively little 
attention paid to the ways that 9/11 has been interpreted, 
remembered and reanimated in popular cultures, especially 
tele-visual screen cultures. This lack of attention has allowed the 
age of terrorism to creep into our tele-visual habits in the most 
routine, mundane and everyday ways. Indeed, it seems that, for 
the most part, few even noticed.

Situation comedies (sitcoms) led this bold hijacking of our 
everyday consciousness in the post-9/11 world. Whilst comedy 
talk shows took the form of post-9/11 wakes and the producers 
of dramas such as 24 and West Wing chose to confront the 9/11 
attacks and mine them for meaning, the producers of sitcoms – 
perhaps because of the nature of the medium, perhaps because 
millions were not sure if they would laugh again – were faced 
with particular challenges. When the television show Friends 
commenced season eight in a prime-time timeslot just over two 
weeks after 9/11, audiences were confronted by a complicated 
picture. For its first seven seasons Friends was symbolically “set” 
in New York City, a pre-9/11 New York City. From season eight 
it could be said that the New York of the first seven seasons no 
longer existed. Yet, there it was – people were getting married, 
having babies, drinking coffees, dating, complaining, working. 
9/11, as far as the audience could see, had never happened.

It was at this point that certain realities became obvious (if they 
were not already obvious). One reality was that Friends was a 
fictional program. They were under no obligation to build a 
post-9/11 storyline into season eight. The second reality was 
that Friends was not filmed or produced in New York City. 
It was filmed and produced in Studio City, California (in fact 
many sitcoms based in New York were in reality products of 
Hollywood). So, perhaps, there was no dilemma, no confusion or 
complication at all. If this were the end of the story there would 
be little need to consider it further.

But 9/11 was not totally absent from post-9/11 episodes of 
Friends. It was there in an abstract way. The first thing an avid 
viewer of Friends might have noticed was that the Twin Towers 
had been removed from the opening credits and the transition 
images between scenes. Before season eight, the Twin Towers 
were often “in the shot” as part of the background imagery of 
New York City. After 9/11, they had disappeared, air-brushed out 

contents
2

Sitcoms and Cartoons in the Age of 
Terrorism

Luke Howie

5

Joan Jett Barbie and the Legacy of 
Rock Chicks

Catherine Strong

6

Narratives: Getting to know Rachel 
Corrie, an interview with Hannah 
Norris

Kate Maher

9

Irregular reviews: International 
Sociology Association World Congress

John Budarick

10

Postgraduate Student Profile

- A.J. DeVille

12

Happenings

- Antipodean Fields Call for Papers 



3

cultural sociology newsletter 03

of the scene. Something else that the avid might have noticed was the changes that occurred in the background 
imagery. Artwork in the cafe where the friends drink coffee – Central Perk – had featured all manner of pleasant 
imagery that usually involved shapes and colours, flowers and animals before 9/11. After 9/11 this artwork took 
on a particularly patriotic flavour. In season eight the artwork regularly featured images of the Statue of Liberty, 
the American flag and images of Uncle Sam. In Joey’s apartment, a cartoonish map of Manhattan was replaced 
with an American flag. Despite my best efforts I have been unable to locate an American flag in the first seven 
seasons. If you find one, do let me know. This American flag remained for the remainder of Friends and was also 
a feature in Joey’s apartment in the spin-off television series Joey. Viewers might have also noticed that on some 
occasions characters can be seen wearing FDNY t-shirts (Fire Department New York). On other occasions the 
Whiteboard in Joey’s apartment featured messages praising New York and praising New York’s fire fighters.   

These moments and images can perhaps be dismissed as incidental. Perhaps I am jumping at shadows and these 
moments in post-9/11 Friends are not particularly extraordinary and have little, if anything, to do with 9/11. 
There was, however, one moment that was directly related to 9/11. In a season eight episode Joey can be seen 
wearing a FDNY t-shirt with the words “Capt. Billy Burke” on the lapel. Billy Burke was a fire fighter who died on 
9/11. He was in Tower One when it collapsed because he refused to leave a paraplegic man who was trapped and 
had no chance for escape (Burke in Sumner, 2007). This t-shirt proves that 9/11 is part of the world of Friends, 
even if in every other way it had been disavowed. Why then do these six friends carry on as though nothing 
had happened? At a time when New Yorkers were inhaling toxic dust and debris, grieving and doing their best 
to return to business as usual Ross, Rachel, Joey, Chandler, Monica and Phoebe were cruising around lower 
Manhattan as though nothing had happened. 

The disavowal of 9/11 in Friends was also found in other sitcoms. Sex and the City (whilst perhaps not truly a 
sitcom) similarly airbrushed the Twin Towers out of the shot and provided no role for 9/11. This must have 
been particularly awkward because the trials and tribulations of Carrie and co were filmed in New York. More 
recently How I Met Your Mother was described by one of its creators as a tribute to a post-9/11 world, a world 
where we survived and where we “didn’t blow up” (Bays in Callaghan, 2009). The creators of The Big Bang 
Theory tell a similar tale. They believed that post-9/11 audiences wanted to see different programs with a 
different kind of humour. 

This disavowal – what ŽiŽek (2008: 45-46) has dubbed “fetishistic disavowal” – was again on show in the audio 
commentary that accompanied an episode on the DVD release of season nine of The Simpsons. In this episode, 
which first aired before 9/11, Homer Simpson was forced to travel to New York, a city he vowed he would never 
revisit after being repeatedly mugged there when he was a young man. His friend, Barney, had stolen Homer’s 
car and, after going on a bender, dumped it between the Twin Towers of the World Trade Center. From the time 
Homer arrived at his car the episode was set at the now iconic location. In the audio commentary several of the 
episode’s creators discussed how they felt about this episode following 9/11:

Bill Oakley: The elephant in the room with this episode as most of you who originally saw it may know is that 
it is all primarily about the World Trade Center. So, a sensitive topic and I understand that it has been pulled 
from syndication and it actually hasn’t aired for any at all since September 2001 ... one of things we wanted 
to do was make this a fairly realistic although Simpsonized depiction of the streets of New York. So Dave 
Silverman went with a camera, took hundreds and hundreds of photos of the area around the World Trade 
Center and all the buildings and the pizza parlours and even like the cones they use, the traffic cones.

Josh Weinstein: Right, and I even recognize the other buildings that were destroyed.

Bill Oakley: Oh right, the other buildings that were destroyed can be seen in this episode.
...

Jim Reardon: I think September 11th happened, I know that beyond what it did to everybody in the studio, 
the guys that designed that stuff had an extra feeling of pain. This was the stuff that they had drawn that was 
no longer there.

Bill Oakley: It’s very odd and I know that things like even the awnings of the pizza place across the street 
were carefully colour matched and so forth … normally in The Simpsons it’s not the most realistic … but 
this one was. And even like the observation deck and the elevator and stuff all looks exactly like it did at the 
World Trade Center so it’s rather eerie to see it today (Oakley, Weinstein and Reardon, 2007).

This episode of The Simpsons, although created before 9/11, did not escape the post-9/11 disavowal and it was, 
for a time, removed from syndication (but returned to syndication now). Unbeknownst to the creators of this 
episode the Twin Towers were to become “things” of “cosmic relevance” (Heidegger, 1971: 163-180; Kay, 2003: 
172).  

In the cartoon comedy medium more generally something quite different was happening; something that did 
not represent a disavowal. After some time had passed television programs like The Simpsons, Family Guy, 
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Not only did McFarlane go on to make many jokes 
about 9/11, he developed an entire comedy series 
devoted to the post-9/11 world. American Dad is the 
story of Stan Smith, the CIA agent who sees terrorism 
and terrorist threats everywhere. Stan is designed 
to be a stereotypical racist, irrational, terror-fearing, 
right-wing nutcase. He is a metaphor for the power of 
terrorism to undermine social and cultural harmony 
and well-being. Through Stan’s alien sidekick, Roger, 
American Dad taps into a legacy of US disaster 
narratives, conspiracy culture and a generation 
of popular culture. Roger was liberated from the 
infamous Roswell UFO crash site in New Mexico and is 
an emblem for the propensity of Americans to panic 
and become thanatophobic. 

As the tenth anniversary of 9/11 approaches debate 
and discussion about 9/11 will reach something of a 
fever pitch. I suspect that this discussion will include 
broad analysis of where we are in terms of post-
9/11 popular culture. More recently I have become 
enthralled with graphic novels that offer powerful 
witnessed accounts of 9/11 and its aftermath. I 
have also watched a series of documentaries on the 
History Channel that featured footage recorded by 
German soldiers, rendered in colour, of some of the 
unspeakable acts they perpetrated during World War 
II. I do not intend to equate the suffering endured 
my millions during World War II with the suffering 
caused by 9/11 but I do believe that 9/11 takes its 
place among the most traumatic images in history. We 
should not have been surprised then when the creator 
of the graphic novel Maus, that depicted the lives of 
Jews during the Holocaust, found himself living in 
lower Manhattan on 9/11 decided to create another 
graphic novel, In the Shadow of No Towers, where he 
declared that trauma has his “muse” (Spiegelman, 
2004).

The social and cultural power of 9/11 has little to 
do with the destruction and the devastation that 
it caused. Its power lies in images that have been 
incessantly re-animated on televisions, the internet 
and through ubiquitous screen cultures. This power 
reached an epoch with an image I discovered on a 
blog kept by a New Yorker who has lived in New York 
before and after 9/11. His young son, who was too 
young to remember the 9/11 attacks, presented to this 
blogger an image that he had drawn of him holding a 
camera standing in front of the Twin Towers. This is 
the power of 9/11 and why the world will, perhaps, 
never return to normal. 
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American Dad and South Park had us laughing at 9/11 
and the post-9/11 world. Post-9/11 comedy and irony 
became routine moments in our lives because of these 
programs. Bryan Turner has argued that irony is a 
true patriotic act. But are these moments of post-9/11 
comedy and irony a sign of patriotism and recovery or 
are they in bad taste? Are they a roast or an insult?

A roast, when conducted delicately, can be a sign of 
affection and endearment. When conducted clumsily 
or with malice it is an insult of the highest order. The 
creators of some post-9/11 cartoons precariously 
navigated this distinction. One of the most insulting I 
have seen was in a season eight of Family Guy. In this 
scene Peter Griffin appears on the David Letterman 
show impersonating actor James Woods (who, for a 
variety of reasons had stolen Peter’s identity):

Letterman: What are you here to promote James?

Peter: Well Dave, I have a hilarious new movie 
coming out on HBO next month. It’s all about 9/11. 
The movie’s called September 11th, Two Thousand 
Fun. 

[Letterman’s studio audience gasps] …

Letterman: James, that sounds unbelievably 
offensive to Americans.

Peter: Well you haven’t heard what the movie’s 
about. I play a window washer who has just 
finished washing the last window on the World 
Trade Center. And I turn around to get off the 
scaffold and what do you think I see coming? A 
plane! And I go “C’MON!”. You know, it’s real old 
style comedy, you know, it’s like, it’s like two 
pies in the face and one in a field in Pennsylvania 
(Goodman, Smith, Vallow, Devanney, Iles and Green, 
2009).

Here we witness a post-9/11 provocation – when is 
it okay to laugh at tragedy and trauma? One might 
expect Family Guy’s creator, Seth McFarlane, to be 
the last person to laugh at 9/11. He narrowly avoided 
dying on the hijacked plane that crashed into Tower 
Two. Through a combination of being hung over and 
a mix up at his travel agent he missed his flight. He 
commented shortly after 9/11 that he would never 
make jokes about it. Yet McFarlane appearing on Larry 
King Live in 2010 reframed this remark:

Larry King: Nothing funny that day?

Seth MacFarlane: Nothing funny that day. No, no, 
no. You know 9/11 was something that – that’s an 
interesting example of something that you don’t 
– you got to pick just the right time to touch it in 
any kind of humorous way, even if you’re making a 
comment, a satirical comment on the incident and 
there was a – it was a long time before we felt it was 
ok and now it’s, you know, now it’s something that –

Larry: Mel Brookes can do Hitler.

Seth: Yeah, yeah exactly (McFarlane & King, 2010).
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not remembered as part of the classic rock canon in 
the same way as their male contemporaries (Leonard 
2007). So even though currently we are seeing a 
healthy showing of women with guitars in their hands, 
the question is whether this indicates a real shift in 
favour of women, or another quickly-glossed-over 
moment before the boys reclaim the spotlight.

One factor that suggests that maybe this time the girls 
are here to stay is the way there has been a concerted 
effort in the last decade or so to reclaim women’s 
place in rock history. Work by academics such as 
Leonard (2007) and Whiteley (2000), alongside the 
efforts of some of the women themselves (such as 
Ari Up from the Slits) who are frustrated with having 
been forgotten, has led to a ‘rediscovery’ of some of 
the pioneering rock women. I would like to examine 
two of the manifestations that this rediscovery that 
have been focused on Joan Jett, guitarist from the 
Runaways and later front woman for Joan Jett and the 
Blackhearts.

This year saw the release of ‘The Runaways’, a movie 
chronicling the rise of the all-female rock group of 
the same name in the 1970s. The focus of the movie 
is more on original lead singer Cherie Currie and her 
descent into drug addiction than on Jett, but Jett is 
portrayed as providing the initial impetus for starting 
the group. She is played by current ‘it’ girl Kirsten 
Stewart as undeniably tough, and, from the first 
scenes where she is seen buying men’s clothes in order 
to achieve the rock look she is after, there is never 
a hint of capitulation to feminine stereotypes in her 
characterisation. She spits, screams, rounds on Curie 
for dressing overly sexually, plays loud, loud guitar 
and focuses on the music as her reason for being. In 
other ways, the film is hardly a feminist tour de force. 
Much of the story focuses on the exploitation of the 
women by their male manager, and strangely enough it 
never shows the girls having fun in the way that rock 
movies about male bands do, and the combination 
of these things makes rock seem like a bit of a scary 
place for a girl. Despite this, it is still encouraging to 
see such an uncompromising woman portrayed in an 
uncompromising way on the big screen.

The other, less likely, place that Jett has appeared 
recently is in the form of a Barbie doll. Barbie has 
recently released a line of dolls called ‘Women of the 
80s’, a range that also includes Deborah Harry from 
Blondie and Cyndi Lauper. These are part of their 
collector’s range of dolls, so are perhaps not destined 
for the hands of small children in the way a normal 
Barbie might be. However, if little girls (even on a 
limited scale) are presented with a tough rock chick 
with a guitar in hand as one of their range of possible 
role models, this does seem like an advance on pink-
clad princesses.

As a counterpoint, though, to the more positive way 
forward for women in rock that Joan Jett represents 
is the way the equation of women plus rock still more 
often equals ‘sex’ than anything else. An example is a 
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Joan Jett Barbie and the 
Legacy of Rock Chicks
Catherine Strong, Lecturer in Sociology, 
School of Humanities and Social Sciences, 
Faculty of Arts, Charles Sturt University

The place of women in rock music has 
always been precarious, to say the 
least. The culture of rock is usually 
quietly androcentric at best, or at worst 
aggressively anti-female. 

The place that the ‘groupie’ holds in the mythology of 
rock is demonstrative of this – many touring bands 
see women as sexually available objects, the trophies 
that you collect as reward for your own hard work/ 
creativity/ good looks/ connection to the zeitgeist or 
whatever. Tales of the way bands like Led Zeppelin 
or Kiss have treated women are legendary; however 
research into areas of music that at first glance 
appear more accommodating to women (indie rock, 
for example) still show various tactics being deployed 
to reserve rock as a space for male homosociality 
(see Cohen 1997; Bannister 2006). There are, of 
course, periods when women seem to make headway 
in rock music, for example during the heyday of UK 
punk rock in the late 1970s, or during the Riot Grrrl 
movement in the US south-west in the 1990s. The 
problem for women often seems to be that as soon 
as their ‘moment’ is over, they disappear, and are 



6

cultural sociology newsletter 03

story of this 23-year old woman in her own words as 
taken from her diaries and emails home. 

KM: Rachel obviously had some very strong values 
and a commitment to her peace activism, which led 
to her going to Palestine and which ultimately led to 
her death. And I was wondering if, while you were 
researching Rachel, whether you found that you have 
any parallels in your own life—any of her values or 
any of her character traits? 

HN: I definitely do. We were born in the same year, 
both in 1979. She’s an Aries, I’m a Sagittarius — we’re 
fire signs. We both come from white middle class 
families and it’s something that Rachel talks about 
a lot — the fact that she knows that she will live her 
life in this world with privilege. And what it would be 
like to have grown up somewhere else where needless 
death is around  you—it’s not just something you 
hear about, it’s not numbers—it’s your family; it’s 
the way you have to survive. And they’re things I’ve 
always thought about. I remember thinking about 
what it would have been like if I had been born in 
Afghanistan. How much of my passion and my need 
to be an actor—all that kind of stuff—how would that 
be different if I had been born somewhere else. And I 
know that she thought about those things as well. And 
I think you do when you’re in a position of privilege 
and you’re conscientious. 

One of the very interesting things, reading more 
about Rachel and her diaries, Palestine and the Israel 
conflict came to her quite late in her life. She was 
quite an extraordinary child. The program she did at 
Primary School, it was called options and it nurtured 
her intellectually. I think I had similar intelligence as a 
child and was nurtured more just by my dad through 
those things. She wanted to be a writer and an artist, 
that was what she was striving for—she was striving 
for beauty. But by taking some particular courses at 
her University, as soon as she found out or became 
more informed or more educated about some of the 
atrocities that were going on in the world, she became 
unable to go about her life in knowing that, she just 
had to do something about it.

KM: What is it about Rachel’s story that makes you 
prepared to work so hard to tell it? The play is quite 
grueling and the preparation is very intense, so you’re 
making quite a commitment to her story in order to 
tell it and to share it with other people.

HN: Yes. I think it’s inspiring, she’s an idealist and she 
believed in peace and fighting injustice. And she did 
something, which is pretty rare I think, to actually go 
out there and really do something. You can talk about 
it and you can learn about it but it inspires me to want 
to do more and I think, through the play, it can inspire 
audiences to be more active in making the world 
better.

KM: How did you uncover Rachel’s voice—this 
inspiring voice of Rachel—in order to play her?

recent advertisement by Bonds (which can be viewed 
at http://www.youtube.com/watch?v=8VmUmvJPQ6s). 
While on the one hand the ad shows us women 
rocking out – all playing instruments, including those 
infrequently played by women such as the drums – the 
focus of the ad (as you might expect given that the 
product being sold is bras) is on the women’s bodies. 
Representations like this tend to unfortunately recall 
the ‘groupie’ status of women connected to rock. And 
a Barbie, for all that she might be holding a guitar, still 
represents a body image that is unobtainable for all 
but a tiny proportion of women. Women in rock still 
have some lengths to go to really claim their place, 
but preserving their legacy through keeping their 
foremothers like Jett in mind makes this a more likely 
prospect for the future.
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Narratives: Getting to 
know Rachel Corrie, an 
interview with hannah 
norris
Kate Maher, PhD Student, Sociology, 
Political and Social Inquiry, Monash 
University

Hannah Norris plays the lead (and only) role in the 
Production, ‘My Name is Rachel Corrie’, taken from the 
writings of Rachel Corrie as edited by Alan Rickman 
and Katharine Viner. It played at the 2010 Adelaide 
Fringe Festival (produced and directed by Daniel 
Clarke) and the Melbourne production is scheduled for 
November 2010 at the 45 Downstairs Theatre. 

I spoke to Hannah Norris earlier this year about 
preparing for the role and ‘getting to know’ Rachel. I 
was interested to learn how she came to find a voice 
for the telling of Rachel’s story and to understand the 
performer’s relationship to this story.

Rachel Corrie was a Peace Activist killed in the Gaza 
Strip in 2003. She was crushed to death by an Israeli 
bulldozer while trying to prevent the demolition of a 
Palestinian home. ‘My Name is Rachel Corrie’ tells the 
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KM: What kind of reading or research helped you most 
to discover Rachel’s space?

HN: It’s amazing having her diaries. The whole script 
is taken from her journals and diaries, so it’s all her 
words but we’re challenged with that, with the fact 
that they were written not intended to be spoken. So 
if you were a writer working on that, and if she had, 
she would probably change some things to make them 
more ready to be spoken. But at the same time, they’re 
coming off the pages quite well and coming alive. Her 
diaries, which I’ve been reading, fill in a whole lot of 
gaps and tell more of her story. And then, just wanting 
to be more informed about what is going on in Israel 
and the occupied territories, so watching a bunch of 
different docos and reading books and talking with 
people who know something about it.

KM: And you even chose a quite interesting film as a 
fundraising event, ‘Amreeka’— 

HN: Yeah, which I’d seen advertised because It was 
telling a Palestinian story which doesn’t get told 
that much, particularly in an Australian cinema 
anyway. And prior to seeing ‘Amreeka’, there’d been 
a Palestinian film festival here in Melbourne at the 
Nova and I’d gone to see a film there called ‘Slingshot 
HipHop’, which was excellent, about these guys, Arab-
Israelis, so Palestinians who live in Israel, and then 
just different HipHop crews in Gaza and WestBank. 
And that was really great, to see some of that, to see 
the land, I find really helpful—to see the world around 
and what it’s like there.

KM: What kind of things did Rachel write about that 
revealed that world?

HN: Her own personal world or in Palestine?

KM: Well, I guess she wrote about her inner world 
and she also wrote about that outside world, in 
Palestine—what did she write about that she observed 
in Palestine and how did she feel about that? 

HN: There are a few families that she spends time with 
over there and there’s quite a few emails to her mum 
and a couple to her dad which always have a different 
tone than just a journal entry. So there’s an email full 
of concern from her mum, saying I’m worried about 
you and do you think it would be ok if you came home 
and you need to know that and then Rachel would 
write back with telling her about a family that she 
just spent time with on the frontline and what their 
house is like but that they watched cartoons together 
in the morning. She talks a lot about respecting the 
humanity of the people who live there as they try to go 
about their lives in the face of sniper towers and tanks 
and bulldozers. So it’s really about, I guess, telling 
the story of what she sees within that. It’s a very 
subjective story. It’s from her point, it’s what she sees 
and it’s a story that she wants to tell as well. Because 
part of being there; the international presence there is 
to draw international focus.

HN: Learning more about her as a person. We had 
discussions about, just physically her voice—the 
fact that she’s American, she’s from Olympia in 
Washington. I had a couple of early conversations 
with some people, and it was while I was still learning 
about the play and getting deeper into it. This one 
man I met at a birthday picnic just said,  “I don’t want 
to hear about fucking Americans going out and being 
do-gooders in the world, I’d be much more interested 
if she was from Moscow or somewhere else in the 
world”. The fact that she was American put him off 
the story straight away. And at that point I wasn’t able 
to argue much more, but it was enlightening to hear 
that immediate judgment on this person. 

KM: Did that challenge your thinking?

HN: Yeah, it did. I considered, I thought about 
dropping in and out of the story, being Hannah 
and then being Rachel and seeing how in the text 
you could draw attention to the fact that it is an 
actor playing a character. But the more rehearsal 
we’ve done, it hasn’t annoyed either of us that she’s 
American. There’s an interview with her on YouTube 
two days before her death. I’ve listened to that quite 
a few times and hearing the way that she speaks in 
that—we’ve had discussions about that because things 
about the tone of her voice I’m picking up and using 
from that. But also you can hear at that time that 
she’s at a real level of tension, that she’s stressed, and 
she is really affected by the world that she is in but 
she’s trying to deliver an interview and she’s trying to 
deliver facts and quotes and be on to it. But you can 
hear emotion being quashed in her voice. So within 
that, finding that balance between Rachel in Rafa, in 
the Gaza strip, and Rachel at home in her bedroom 
writing stories. She was a very creative person. And 
the way is to balance, so the audience I think will feel 
that journey, from someone who was free and inspired 
and full of hope to go into a place which was really 
challenging and stressful and difficult. I think the way 
that that’s structured gives a much fuller and more 
whole sense to her as a human being.

Hannah Norris as Rachel Corrie on set, Adelaide 2010



8

cultural sociology newsletter 03

to present it in that style. But that the audience are 
going to be thinking through it; they are going to be 
looking at their own lives. 

I think this story really talks to people who have 
children—I imagine my mum’s generation—there’s 
a real sense of Rachel as someone’s daughter but 
you also get that she could be a friend. Particularly 
just in Adelaide or in Melbourne, and general theatre 
audiences in those communities—white middle class 
privileged people. In that sense, we’re trying to make 
this run accessible—we’ve kept ticket prices really 
low—because we want young people particularly to 
be able to come and see it and to be inspired by an 
idealist but also by someone who really wanted to 
do something as well. And we’ve talked about how 
through Rachel’s death, she’s actually been able 
to achieve the things she dreamed of. Particularly 
just drawing attention to this issue and getting 
international media attention on it. But I wonder what 
her life would have been like if she’d lived. There 
are moments in the play where she talks about not 
knowing what to do next. It seems like you only have a 
visa for a couple of months there and then you’ve got 
to leave. She has questions about that.

KM: What’s your feeling?

HN: I think she definitely would have remained 
active. Before she went to Gaza, she worked in mental 
health and being an artist as well. But I think she’s 
achieved a lot through her death, and that’s through 
the support of her family as well, who have really 
carried on her work, and have set up a foundation 
and all the money from the rights to the show goes 
to the foundation. And again, there’s heaps of stuff 
with them on YouTube, just people who have asked to 
speak to them. And it’s really made her live on. And 
one of my early thoughts—again, this was through 
looking at the internet—was the fact that she really is 
just one person who has died during this conflict and 
there are so many people who have died over that time 
and through war. And although it is just one person’s 
story, somehow for me this has to represent all that 
too. 

Hannah Norris received the Adelaide Fringe Award for 
Best Theatre Performance 2009 for ‘After the end’. ‘My 
Name is Rachel Corrie’ played at the 2010 Adelaide 
Fringe Festival and received five-star reviews. Hannah 
Norris was awarded Best Female Performance at the 
2010 Adelaide Theatre Guide Curtain Call Awards for 
her performance as Rachel.

More:  http://rachelcorriefoundation.org

 http://www.hannahnorris.com.au

KM: How did she try?

HN: It’s all non-violent direct action. So it’s hanging 
banners; it’s sleeping at a well that they think is 
likely to be destroyed. It’s riding on a bulldozer, a 
Palestinian bulldozer, in Rafa while it repairs things. 
Because with international presence there’s less 
likelihood that they’ll be shot at or that the action 
will be disrupted. Similarly, the internationals spend 
time in the houses that are probably going to be 
demolished to prevent that happening right then. 
Often after they leave, it still gets demolished. But it’s 
to try and prevent those things from happening.

KM: How do you think you’ll bring the audience into 
Rachel’s world? What do you think will happen for the 
audience?

HN: It’s very personal. The way it’s developing, there’s 
a lot of direct address to the audience, so it’s looking 
straight into people’s eyes telling them the story. And 
in that way, and in the structure of the play, I think the 
audience does get the sense that they get to know this 
woman who is quite extraordinary and who is loving 
and caring and wants the world to be better and who 
is funny and creative and a bit naive but really hungry 
for life. And then when you get to that moment, the 
second half of the play, she arrives in Jerusalem, and 
then it is only 6 weeks until she dies.  So that all just 
starts happening. And then she’s killed. So I think the 
hope is that the audience really feels that they’ve got 
to know this person. Which is what Katharine Viner, 
who’s edited the script, she talks about how when 
Rachel was killed she became a symbol, she became 
a picture, people knew her name. So the people who 
felt represented by her martyred her and the ‘enemy’ 
slagged her off. And there is so much stuff on the 
internet from both sides but there’s a lot of really 
nasty stuff about her and the idea was that you get 
to know the young woman behind this symbol and I 
think that really does come through, ‘cause it breaks a 
lot of — there’s not a fourth wall, the audience are not 
just watching something happening they’re engaged 
almost all the time.

KM: You seem to have established a relationship there 
with Rachel and can’t help but be emotionally effected 
by it in order for you to convey her and to take the 
audience with you.

HN: Which I think is actually quite interesting, because 
the way she writes all the time, particularly once you 
get to her time in Gaza, she’s writing quite carefully 
and trying not to write too emotionally about it. So, 
in a way by me feeling towards her is how there can 
be a more emotional response from the audience I 
think. Because it could be a bit of a lecture or a bit 
of a talk. But I always enjoy being moved when I go 
to see something; as well as being made to think. We 
discussed a little bit though, that we think—Daniel 
Clarke, my director and I—that this piece might be 
perceived as something quite Brechtian, which we both 
know a bit about but it’s not particularly our intention 
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The World Congress of Sociology in 
Sweden
John Budarick, PhD Candidate, English, Communications and Performance 
Studies, Monash University

The 17th International Sociological Association World Congress was held this year in 
the beautiful and stylish port side city of Goteborg, Sweden. The conference provided an 
opportunity for sociologists from a diverse range of disciplines to share their work on an 
international stage. As is to be expected at such a prestigious event, there were many well 
known and influential sociologists present. The list included, among others, Manuel Castells, 
Jeffrey Alexander, Ulrich Beck, Alain Touraine, Craig Calhoun, Saskia Sassen, Chandra 
Mukerja and John Urry. The field of cultural sociology was also well presented. At an 
international level, Jeffrey Alexander, Phil Smith, Ron Jacobs, Tia Denora and Paul Du Gay all 
presented papers or chaired sessions at the conference. There was also a strong contingent 
of Australian cultural sociologists present.

The conference got off to a wonderful start with a presidential address by Michael Wieviorka, 
and a particularly inspiring and entertaining opening address by Jan Eliasson, visiting 
professor at Goteborg and Uppsala University and Former president of the UN general 
assembly and Minister of Foreign Affairs in Sweden. Eliasson’s anecdotes and stories from 
his time at the United Nations were both humorous and poignant; reminding the audience 
that sociology has lasting and practical applications for the wellbeing of global society.

A highlight for cultural sociologists came when Professor Jeffrey Alexander gave a lecture 
upon his acceptance of the M. Dogan Foundation Prize. Professor Alexander argued 
persuasively for the important role of meaning in social life, and that sociology, rather than 
simply measuring or studying reality as such, was indeed a process of meaning making 
itself. Moreover, sociological theory has a key role to play in cultural research, providing as 
it does various conceptualisations and ideas about the way certain social groups understand 
and give meanings to their actions. Culture, argued Alexander, in terms of social symbols, 
narratives and discourses, is just as important as material, economic and political concerns 
in terms of the power struggles between opposition groups in society and the way social 
events are defined in the public imagination. 

Displaying the strength of the field of cultural sociology on an international level, many 
sessions on music, communications and social theory were chaired or contained papers 
by international and Australian based cultural sociologists. Thus, Ron Jacobs chaired a 
fascinating session on global media and cultural flows. Former organizing member of the 
Australian Cultural Sociology group Eduardo De La Fuente was respondent in a session 
on the role of music in social life featuring Tia Denora and Angel G Quintero Rivera. De La 
Fuente and Ian Woodward from Griffith University also chaired a lively session on objects 
and aesthetic agency. All in all, a strong showing from both international and Australian 
based cultural sociologists at the conference left no doubt as to the healthy state of cultural 
sociology today. Additionally, it is clear that cultural sociology is having a serious impact on 
a variety of other fields of sociology.
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different, more magical, forms. Foucault’s ideas on 
punishment, rehabilitation and the body are not only 
interesting but exciting: the Wizarding world has a 
punitive facility, but no mechanism for rehabilitation. 
Prisoners do not tend to be released from the 
Wizarding punitive facility; what discourses surround 
the Wizarding body? Critical analyses of  media 
representations and societal affects have uncovered a 
range of methods used in the Potterverse by the main 
Wizarding newspaper. 

I will approach the text from a poststructural 
perspective. I can hear the cries of ‘poststructural? 
Unreadable!’, but I will write in a more accessible 
manner than some of the more traditional 
poststructuralists. I want this behemoth to be 
readable, accessible to people interested in a range of 
topics to which this thesis will relate. I also want this 
thesis fun... for the reader as well as myself. So, then, 
why use a poststructural perspective? When I say the 
word ‘poststructuralist’ to some of my colleagues, they 
nose-scrunch and squint at me strangely. I do have 
my reasons. Poststructuralism provides a world-view 
that incorporates concepts of systemic control, power, 
language, discourse, and resistance that cannot be 
found satisfactorily in other theories. I have not yet 
landed upon a definitive theory or theorist; this is a 
work in progress (any suggestions are welcome).

Where does the ‘fun’ come into this? I understand 
how looking at social control and a governmental 
system would appear deathly dull, but it is Harry 
Potter, and the first Minister of Magic introduced 
to us is the affable but foolhardy Cornelius Fudge. 
Fudge is friendly towards Harry Potter until Harry 
demonstrates he will not be controlled by the 
Ministry, then Fudge turns against Harry. It appears 
Fudge has the upper hand, however... (and avoiding 
a spoiler here) let’s just say his foolhardiness shows 
through and he loses his job. Pulling apart his time in 
government would be a pleasure for me. A touch of 
schadenfreude? Absolutely!

The next Minister of Magic introduced to us is more 
of a... ‘warhorse’, a war-mongering, fear-tactical 
warhorse who refuses to let go until the enemy either 
capitulates or kills him. I won’t spoil it by telling you 
which one happens, but Rufus Scrimgeour tries his 
best to get Harry on-side, whilst frightening the rest of 
the Wizarding world into consenting to anti-terrorism 
laws. The Scrimgeour-led Ministry uses different social 
control methods to the Fudge-led Ministry. And the 
fun is? Scrimgeour is a lot like George W. Bush, and I 
will enjoy analysing his foibles. I will also compare the 
two forms of governance, and tease out differences 
and similarities. 

I know that it appears I will analyse the Ministers 
for Magic, rather than the Ministry, but these two 
ministers are not the end of the story. There are a 
plethora of bureaucratically named departments that 
will require my attention, in particular: 

Postgraduate Student 
Profile: A.J. DeVille

My name’s A.J., I’m in Slytherin, and I 
love Harry Potter. If that sounds like an 
introduction to an A.A. meeting, you’re 
right – loving the Potterverse is highly 
addictive; that’s why I decided to do my 
PhD thesis on it. 

I also love analysing political bodies, politics, power 
structures, deviance, and cultural objects. So, as a 
consequence of this (and an epiphany whilst climbing 
a mountain), it seemed apparent my only choice was 
an analysis of the Ministry of Magic (MoM) from the 
Harry Potter series of books from a social control 
perspective. I will assume that there are people 
reading this who have not read all the books (or even, 
heaven forfend, any of the books), and so I will do my 
best to not assume prior knowledge. 

I will analyse the actions of the MoM, concentrating 
on social control mechanisms, and explore 
methods of normalisation and socialisation. This 
analysis will draw out understandings of social 
control mechanisms. I will also explore the role of 
deviantisation through social control mechanisms in 
the MoM. In particular, I will analyse how the MoM 
deviantise and otherise societal groups using a variety 
of social institutes and social control mechanisms.The 
main objectives of this thesis are to provide a model 
for analysing a cultural object utilising sociological 
methods, procedures and social control theory; and 
to provide a model for analysis of large organisations 
through a social control lens.   

I have had my head turned by various ideas. Bentham’s 
Panopticon features heavily in many aspects of the 
Potterverse, some of those aspects bearing no relation 
to the MoM. Big Brother exists in the Potterverse as 
much as it does in the real world, it simply takes 
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Interested in getting involved?

The Cultural Sociology thematic group 
is active in a number of areas, and 
we are always looking for input and 
contributions from members or anyone 
else interested in the field.

Media experts

TASA is often contacted by the media 
when they are looking for comment 
on current issues, and are looking to 
devolve some of the responsibility for 
this to the thematic groups. If you are 
interested in putting your name forward 
as an expert in your field, please email 
us with your contact details and areas 
of expertise so we can put you in touch 
with the people that want to hear what 
you have to say.

TASA Conference 

The culture stream at the TASA 2010 
conference will be well attended and is 
full of fantastic papers. We hope to see 
you there.

Contribute to the newsletter

We are interested in any content 
that members would like to provide. 
Reviews of books, events, movies or 
any other cultural items, interviews, 
calls for papers, information about 
upcoming conferences or workshops, or 
new book releases are all welcome. In 
particular, we would like to encourage 
postgraduate students—at any stage of 
their studies—to contribute a piece for 
the newsletter. We are also interested 
in doing profiles on up and coming 
academics and their work, so if you are 
interested in a bit of free publicity let us 
know.

Become a member

The Cultural Sociology thematic group 
is open to anyone who feels their 
research interests lie in this area, and 
we are always looking for new members. 
As Brad West says in this issue, this 
has always been one of the most active 
thematic groups and we would like to 
keep it that way.

the Department of Magical Law Enforcement, incorporating •	
the Auror Office (Wizarding police), the Improper Use of 
Magic Office, and the Wizengamot (Wizarding high court of 
law); 

the Department for the Control and Regulation of Magical •	
Creatures; 

and the Department of Magical Accidents and Catastrophes, •	
incorporating the Obliviator Headquarters (a ‘debriefing’ 
squad) and the Muggle-Worthy Excuse Committee (a ‘spin 
doctor’ think-tank). 

These departments and offices, whist sounding nonsensically 
bureaucratic, are main areas of social control within the MoM. 

I will treat the MoM as though it exists in the real world, and 
treat the books as historical documents; thus I will use content 
analysis. I will sit down and read the books one by one, and draw 
out themes related to the MoM and social control. I’ll just repeat 
that... I will be, for my thesis, reading Harry Potter. However will 
I cope? 

Just as a kind of postscript, I’ll mention that there is already a 
large line of people more than willing to be research assistant, 
willing to read the books for me, willing to watch the Harry 
Potter films, willing to play the Harry Potter games on the Wii 
(it gets me in the spirit of the project. Honestly!), or even just 
make my coffee as I write. I am happy for people to talk about 
this project with, to discuss ideas with, and to rant over the 
rash stupidity of Gryffindors. If you are interested, feel free to 
contact me: adeville@csu.edu.au 



A good deal of economic, social, cultural and political analysis in the antipodes has drawn on and engaged critically with 
the work of Pierre Bourdieu in order to adapt it to the particularities of Australian and New Zealand histories and conditions. 
There have been significant applications of Bourdieu’s field theory to the organisation of antipodean literary, musical, 
sports and media fields. The research that informed Distinction has been replicated in a national study of the relations     
between the practices of cultural consumption and cultural capital in contemporary Australia. Bourdieu’s general categories 
have been revised and extended to address the cultural capital holdings of different ethnic groups in relation to the         
governmental spaces of Australia and New  Zealand, and to a range of multicultural practices and programs in the two 
countries. Bourdieu’s work on the logic of art fields has informed analyses of the place of Aboriginal and Maori art within 
the Australian and New Zealand art fields. Significant contributions have also been made to the operations of cultural capi-
tal in the relations between schools, universities and the occupational class structures of the two countries.  
  
To date, however, no attempt has been made to draw these different strands of inquiry together to identify the specific 
qualities of antipodean economic, social, cultural and political fields or the respects in which analysis of these requires     
significant revisions of Bourdieu’s central theories and concepts. This conference will address the deficit by considering the 
specific theoretical and empirical considerations that have to be taken into account in order to apply, critique, and revise 
Bourdieu’s perspectives in the southern hemisphere.   

Jane Kenway, Professor of Education, Monash University 
High status schools, trans-national capitals and global elite formations 

Conal McCarthy, Museum and Heritage Studies, Victoria University of Wellington 
The rules of (Māori) art: Museums, visitors and indigenous culture in the field of New Zealand art 

Fred Myers, Silver Professor of Anthropology, New York University 
Flows of Culture, National Value, and Distinction:  Papunya Tula Art in America  

Proposals for papers and panels addressing the application of Bourdieusian concepts and categories to any aspect 
of  the economic, socio-cultural and political fields of Australia and New Zealand are invited. Themes of specific interest 
include: Cultural capital and social divisions in postcolonial contexts; Cultural fields and colonial histories; The dynamics 
of postcolonial fields; Culture, nation, and ethnicity; Capital, field, habitus: applications and revisions; National  fields in 
transnational  perspectives. 

- Individual paper proposals (200 words)  
- Panel proposals (200 words each)  
  
All proposals should be sent to Reena Dobson — r.dobson@uws.edu.au by 28 February 2011.  

Tony Bennett (UWS) - t.bennett@uws.edu.au 
John Frow (University of Melbourne) - jfrow@unimelb.edu.au 
Ghassan Hage (University of Melbourne) - ghage@unimelb.edu.au 
Greg Noble (UWS) - g.noble@uws.edu.au  

This conference is jointly organised by the Centre for Cultural Research (CCR) at the University 
of Western Sydney, the School of Culture and Communication and the Department of  

Anthropology, the University of Melbourne 

Organising Committee Contacts 

Paper and Panel Proposals 

Keynote Speakers 

CALL FOR PAPERS 
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