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Abstract: 

This article claims that the expression of the けﾉWゲHｷ;ﾐ ｷﾐデｷﾏ;デWげ ｷゲ Hﾗデｴ ; IﾗﾐSｷデｷﾗﾐ ﾗa 
possibility and the outcome of convergent lesbian media. The claim is grounded on the 

intersection of two major shifts in the publicity of feeling: the civic incorporation of lesbian 

desire (culminating in legislative equity for lesbian and gay subjects) intersecting with the 

shift of intimacy from private to public life (epitomised by the elevation of the intimate to a 

national concern). To understand how the lesbian intimate contributes to and is expressed 

in the aﾗヴﾏ;デｷﾗﾐ ﾗa ゲヮWIｷaｷI Iﾗﾐ┗WヴｪWﾐデ ﾏWSｷ;が デｴW ;ヴデｷIﾉW Sヴ;┘ゲ ﾗﾐ DWﾉW┌┣Wげゲ ┘ヴｷデｷﾐｪ ﾗﾐ 
Spinoza (1988). A Spinozist conception of bodies and images is used to situate and think 

through The L Worldげゲ (Showtime 2004-9) lesbian media milieu as an environment of images 

that responds toねand is dependent upon its production ofねcapacities for feeling. In so 

doing, the article conceptualises lesbian as a mode of affection that modifies bodies as 

lesbian by modifying their feelings. Here lesbian intimacy is viewed as an effect of the 

Iﾗﾐデ;Iデ HWデ┘WWﾐ デｴW ;aaWIデｷ┗W I;ヮ;Iｷデ┞ ﾗa ｷﾏ;ｪWゲ デﾗ ﾏﾗSｷa┞ ┗ｷW┘Wヴゲげ aWWﾉｷﾐｪゲ ;ﾐS デｴW ゲﾗIｷ;ﾉ 
and cultural legitimacy of lesbian intimacy that arises through the civic incorporation of 

lesbian desire and the shift toward the intimate in national cultures. This way of viewing 

intimacy is illustrated through a discussion of the circulation of images in A Photographic 

Journal by Jennifer Beals (Beals 2010); images that hide (while purporting to show) their 

material conditions of production by seeking to affect intimate contact between bodies.  

 

Keywords: lesbian, intimate, media, audience, mode of affection  

 

Lesbian images, from media effects to media affects 

 

ぐ Blue is the Warmest Color expresses the frequently abstracted concept of 

loveねand lossねaゲ ｷデげゲ ;Iデ┌;ﾉﾉ┞ W┝ヮWヴｷWﾐIWSぎ H┞ ┘;┞ ﾗa デｴW aﾉWゲｴ ぐ TｴW ┗ｷゲ┌;ﾉ 
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intimacy effectively communicates what it feels like to be in loveねlike there is 

ﾐﾗ ┘ﾗヴﾉS ﾗ┌デゲｷSW ﾗa デｴWゲW デ┘ﾗ Iｴ;ヴ;IデWヴゲが ﾗﾐﾉ┞ デｴW ｴWヴW ;ﾐS ﾐﾗ┘ ぐ Nﾗ ﾏ;デデWヴ 
where you fall on the homo-hetero spectrum, this film insists that you inhabit 

it. (Myers 2013) 

 

TｴW┞ ﾐW┗Wヴ a┌Iﾆく Lﾗデゲ ﾗa ﾗヮWﾐ ﾏﾗ┌デｴWS ｴW;┗┞ HヴW;デｴｷﾐｪが ﾏ┌Iｴ ﾉWゲゲ ゲIｷゲゲﾗヴｷﾐｪ ぐ 
A ﾐﾗ ﾉWゲHｷ;ﾐ ゲW┝ ﾏﾗ┗ｷW ヴWﾐﾗ┘ﾐWS ;ﾐS ﾉ;┌SWS aﾗヴ ｷデゲ HﾗﾉS ﾉWゲHｷ;ﾐ ゲW┝ ぐ Tｴｷゲ aｷﾉﾏ 
rejects every suspicion that lesbians have any interiority never mind sex. (Myles 

2013) 

 

Iデ ｷゲ HWI;┌ゲW ゲW┝ ｷゲ ﾐﾗデ ; けデｴｷﾐｪげ H┌デ け; ヴWﾉ;デｷﾗﾐげ ふBWヴﾉ;ﾐデ ヲヰヱヱが Βヱぶが ﾗII┌ヴヴｷﾐｪ between one 

HﾗS┞ ;ﾐS ;ﾐﾗデｴWヴ ふ;ﾐS ;ﾐﾗデｴWヴ ;ﾐS ぐ ぶ ふ;ﾐ ;ゲゲWﾏHﾉ;ｪWが W┗Wﾐぶが デｴ;デ ゲW┝ W┝ヮヴWゲゲWゲ 
epistemological and other kinds of contradiction. As Eve Kosofsky Sedgwick pointed out 

some years ago in her Epistemology of the Closet (1990), all forms of Western intimacy are 

aヴ;┌ｪｴデ ┘ｷデｴ デｴW WヮｷゲデWﾏﾗﾉﾗｪｷI;ﾉ Iﾗﾐデヴ;SｷIデｷﾗﾐ HWデ┘WWﾐ けﾏｷﾐﾗヴｷデｷ┣ｷﾐｪげ ;ﾐS け┌ﾐｷ┗Wヴゲ;ﾉｷ┣ｷﾐｪげ 
┗ｷW┘ゲ ﾗa けｴﾗﾏﾗっｴWデWヴﾗゲW┝┌;ﾉ SWaｷﾐｷデｷﾗﾐげ ふヱぶく Iﾐ ﾏWSｷ;デｷゲWS ヴWゲヮﾗﾐゲWゲ デﾗ デｴW P;ﾉﾏW DげOヴ 
winning film Blue is the Warmest Color (Kechiche 2013), the minoritizing and universalizing 

status of the image fuels its fraught, contested and undecided status as lesbian. The 

contradictionねbetween the idea that homosexuality affects only a specific minority (gay 

people) and the idea that homosexuality universally affects everyone (as latent desire, as 

homophobia)ねlatches on to lesbian images and the anxieties they provoke about 

authenticity, exploitation, and possibilities for love. According to the above viewer 

responses, the same film can be read alternately as visual intimacy that communicates the 

feeling of being in love universally (Myers 2013); and, as intimacy bereft of lesbian 

interiorityねan aesthetic without sex (Myles 2013). The quality of the involvement of one 

(lesbian) body in another and the naming of that involvement (as lesbian) is necessarily 

historically inflected by the epistemological space of hetero / homosexual definition and its 

discursive capacity to make us speak (Foucault 1976).  

 What do lesbian images make us speak of? This essay proposes that lesbian images 

make us speak of the intimate; that, a convergence of historical transformations in 

formations of sexuality and publicity has come to bear on the modification of relations 

between bodies as lesbian. The ascendance of media images from a fairly discrete realm of 

けデｴW ﾏWSｷ;げ デﾗ ; ┌Hｷケ┌ｷデﾗ┌ゲ ┞Wデ ヮｷ┗ﾗデ;ﾉ ヮヴWゲWﾐIW ｷﾐ ｪﾗ┗Wヴﾐｷﾐｪ ゲデヴ┌Iデ┌ヴWゲ ﾗa Iﾗﾐゲ┌ﾏWヴｷゲﾏ ;ﾐS 
citizenship has propelled the circulation of lesbian intimacy. This proposition builds on but 

also traverses scholarly discussion on the emergence of the term lesbian in the context of 

representation (on this, see Butler 1991; Jagose 2002; Villarejo 2003). To intimate 

expression is to speak but also to be affected by the process of speaking, as Foucault (1976) 

illuminated. Intimacy is the provision of a body that is expressive, that pulsates as well as 

articulates. In their encounters with images people are directly affected by the aesthetic 

expression of affect, and they learn which types of affective reciprocity can come to express 

intimate affection.  
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 As I have begun to intimate, we can attend to the lesbian intimate by examining 

images as affective modificatioﾐゲ ﾗa ┗ｷW┘Wヴゲげ I;ヮ;IｷデｷWゲ デﾗ aWWﾉ ふゲWW ;ﾉゲﾗ CWa;ｷ ヲヰヱヴHぶく Iﾐ ｴｷゲ 
writing on Spinoza, Gilles Deleuze (1988) illuminates how bodies enter into relations of 

;aaWIデｷﾗﾐ デｴヴﾗ┌ｪｴ ｷﾏ;ｪWゲく DWﾉW┌┣Wげゲ デｴｷﾐﾆｷﾐｪ ﾗa ｴﾗ┘ ｷﾏ;ｪWゲ SｷヴWIデﾉ┞ ﾏﾗSｷa┞ HﾗSｷWゲ I;ﾐ HW 
used to bring the realm of the aesthetic into view as an affective realm. The affective aspect 

of the image as a modification of the body can further be interpreted for the way in which it 

expresses an historically formed ideaねhere, the idea of intimate expression. Images exist 

┘ｷデｴｷﾐ ┘ﾗﾏWﾐげゲ ┘;┞ゲ ﾗa ヴWﾉ;デｷﾐｪ H┞ SｷヴWIデﾉ┞ ;aaWIデｷﾐｪ デｴWｷヴ I;ヮ;Iｷデ┞ デﾗ aWWﾉく B┞ デｴｷﾐﾆｷﾐｪ 
lesbian less as a subject position and more as a mode, open to reconfiguration by the 

Iｴ;ﾐｪｷﾐｪ IｷヴI┌ﾉ;デｷﾗﾐ ﾗa ｷﾏ;ｪWゲが DWﾉW┌┣Wげゲ ┘ﾗヴﾆ ﾗﾐ “ヮｷﾐﾗ┣; ﾗヮWﾐゲ ﾐW┘ Iﾗnsideration of 

lesbian media images.  

 Lesbian modes are linked to systemic changes in media. Convergent media (Jenkins 

2006) and the use of social media platforms in particular, spawned new lesbian media.
1
 In 

Iﾗﾐデヴ;ゲデ デﾗ けﾗﾐW デﾗ ﾏ;ﾐ┞げ Hヴﾗ;SI;ゲデｷﾐｪ デｴ;デ ;ﾉlows systemic control over the heterosexuality 

ﾗa ﾏWSｷ;が デｴW Iﾗﾐ┗WヴｪWﾐデ けﾏWSｷ; Wﾐ┗ｷヴﾗﾐﾏWﾐデげ ふCﾗ┌ﾉSヴ┞ ヲヰヱヲが ヲぶ IﾗﾏヮﾗゲWS ﾗa ┌ゲWヴ-

generated content is conducive to the production of lesbian media content. The 

broadcasting of The L Word (Showtime 2004-2009) facilitated but also benefited from the 

ｪヴﾗ┘デｴ ﾗa Iﾗﾐ┗WヴｪWﾐデ ﾏWSｷ;く Iﾐ デｴｷゲ ﾐW┘ ゲﾗIｷ;ﾉ ┗ｷW┘ｷﾐｪ IﾗﾐデW┝デが ﾏWSｷ; けゲ┌aa┌ゲW ﾗ┌ヴ ゲWﾐゲWげ 
(Couldry 2012, 1). A Photographic Journal by Jennifer Beals (Beals 2010), marketed to fans, 

expresses some of the defining features of the fold of the audience into the TV series. The 

cultural politics of emotion takes particular form in digital media cultures (Karatzogianni and 

Kuntsman 2012; Kember and Zylinska 2012). Rather than situating The L Word ;ゲ ; けゲヮWIｷaｷI 
media considerWS ｷﾐ ｷゲﾗﾉ;デｷﾗﾐげ ふCﾗ┌ﾉSヴ┞ ヲヰヱヲが ヲぶが デｴW I┌ﾉデ┌ヴ;ﾉ ヮﾗﾉｷデｷIゲ ﾗa Wﾏﾗデｷﾗﾐ ｷﾐ IﾗﾐデW┝デゲ 
ﾗa Sｷｪｷデ;ﾉ ;ﾐS Iﾗﾐ┗WヴｪWﾐデ ﾏWSｷ; I;ﾉﾉゲ aﾗヴ ;ﾐ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa ｴﾗ┘ けaWWﾉｷﾐｪゲ ;ﾐS ;aaWIデｷ┗W 
states can reverberate in and out of cyberspace, intensified (or muffled) and transformed 

デｴヴﾗ┌ｪｴ Sｷｪｷデ;ﾉ IｷヴI┌ﾉ;デｷﾗﾐ ;ﾐS ヴWヮWデｷデｷﾗﾐげ ふK┌ﾐデゲﾏ;ﾐ ヲヰヱヲが ヱが ｷデ;ﾉｷIゲ ｷﾐ ﾗヴｷｪｷﾐ;ﾉぶく  
 TｴW けfolding of internet information-space into everyday action-ゲヮ;IWげ ふCﾗ┌ﾉSヴ┞ 
2012, 3) challenges previous understanding of lesbian images and their audiences with 

respect to dominant cultures. A Photographic Journal is neither mainstream nor subcultural. 

Although the book takes the conventional media format of a hardback publication, it is part 

ﾗa ; IｷヴI┌ｷデ ﾗa ｷﾏ;ｪWゲき ; Iﾗﾐ┗WヴｪWﾐデ ﾏWSｷ; ﾏｷﾉｷW┌ ┌ﾐSWヴゲデﾗﾗS ｴWヴW ;ゲ けa language that 

captures the ways in which affect and emotions take shape through movement between 

IﾗﾐデW┝デゲが ┘WHゲｷデWゲが aﾗヴ┌ﾏゲが Hﾉﾗｪゲが IﾗﾏﾏWﾐデゲが ;ﾐS Iﾗﾏヮ┌デWヴ ゲIヴWWﾐゲげ ふK┌ﾐデゲﾏ;ﾐ ヲヰヱヲが ヱぶく 
The L Word is the first major lesbian cultural production (on lesbian production, see Hankin 

2004) to incorporate lesbian culture into the mainstream (see Danae 1993; Duggan 2003).  

 The lesbian intimate can be understood as a form of expression that expresses social 

and political change beyond the lexical application of each term taken separately. The 

lesbian intimate is the result of the convergence between the rise of lesbian publicity 

(culminating in the legislative production of gay citizenship (see Bell and Binne 2000; Paur 

2007)), and the simultaneous rise of intimacy as a national publicity (the development of the 

intimate public (Berlant 2008, see also 1997)). The exchange between mainstream 
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;WゲデｴWデｷIゲ ﾗa ｴWデWヴﾗゲW┝┌;ﾉ ┘ﾗﾏWﾐげゲ ｷﾐデｷﾏ;I┞ ふBWヴﾉ;ﾐデ ヲヰヰΒぶ ;ﾐS デｴW Iﾗ┌ﾐデWヴ-cultural 

aesthetics of lesbian and queer cultures (Cvetkovich 2003; Munt 1998a, 1998b, 2008) in 

lesbian media milieux is made possible by these broader historical transformations in the 

publicity of gay and intimate life.  

 The L Wordげゲ ﾏWSｷ; ﾏｷﾉｷW┌ W┝ヮヴWゲゲWゲ デｴW Iﾗﾐデヴ;SｷIデﾗヴ┞ ゲデ;デ┌ゲ ﾗa デｴW ﾏｷﾐﾗヴｷデｷゲｷﾐｪ ;ﾐS 
universalising status of the lesbian image, but moves this contradiction into a problematic of 

consumption. A Photographic Journal is not simply a mainstream cultural text because its 

mainstream aesthetic resonates in a lesbian wayねwith an audience affectively moved by 

デｴW ゲｴﾗ┘げゲ ﾉWゲHｷ;ﾐ IﾗﾐデWﾐデく TｴW ;┌SｷWﾐIWげゲ I;ヮ;Iｷデ┞ デﾗ aWWﾉ IﾗﾐデヴｷH┌デWゲ デﾗ The L Wordげゲ 
existence. However, masking the capital transaction that provides the opportunity for 

intimate expression, what must be worked out by viewers is less a question of identification 

and representation, and more the necessity of imagining ways of relating. A Deleuzian 

engagement with lesbian centres on the body, not as fixed entity, but as the substantive 

affective realm of sexual politics traversed by images whose production incorporates the 

HﾗS┞ ｷﾐ ヴWﾉ;デｷﾗﾐゲ ﾗa I;ヮｷデ;ﾉ ;ﾐS ﾏ;デWヴｷ;ﾉ W┝Iｴ;ﾐｪWく Aゲ ; けヮヴｷﾏ;ヴ┞ ゲｷデW ﾗa WデｴｷI;ﾉ 
ヮヴﾗHﾉWﾏ;デｷ┣;デｷﾗﾐげ ふH┌ﾐデWヴ ヱΓΓヲが ンヶΑぶが デｴW Iｴ;ﾉﾉWﾐｪW ;ﾐS ﾗヮヮﾗヴデ┌ﾐｷデ┞ ﾗa デｴW ﾏ;ｷﾐゲデヴW;ﾏ 
media aesthetic of lesbian sex is to keep open the possibility for (new) images. 

 

Lesbian modes after Deleuze and Guattari 

Deleuze and Guattari (1987, 1994) subvert the primacy of signification in Western 

philosophical thinking and this subversion provides the theoretical grounds to rethink the 

relation between bodies and images; to reengage the term lesbian as a modification of the 

body by images as affections and corporeal traces. The model of representation 

predominant in Western thought produces a communications discourse in which the 

けIﾗﾐデWﾐデげ ﾗa ヴWヮヴWゲWﾐデ;デｷﾗﾐ ｴ;ゲ け;ﾐ ﾗHﾃWIデｷ┗W W┝ｷゲデWﾐIW ヮヴﾗヮWヴ ;ﾐS W┝デWヴｷﾗヴ デﾗ デｴW aﾗヴﾏ ﾗa ｷデゲ 
W┝ヮヴWゲゲｷﾗﾐげ ふM;ゲゲ┌ﾏｷ ヲヰヰヲが ┝ｷ┗-xv).

2
 In media studies and related disciplines, the distinctive 

existence of representational content predominantly manifests in the distinction between 

the viewer (subject) and the text (object). This distinction has particular consequences in 

lesbian and queer media theory, splitting lesbian representation off from its material milieu 

;ﾐS デｴWﾐ ゲWWﾆｷﾐｪ ; ヴWﾃﾗｷﾐSWヴ デｴヴﾗ┌ｪｴ デｴW ヮヴWゲWﾐIW ﾗa けヴW;ﾉ ﾉWゲHｷ;ﾐゲげ in scholarly research. By 

limiting the sphere of meaning to interpretive rational thought the materiality of the image 

is bypassed. The resolution of the subject-object dialectic in the apparent correlation 

between representation and reality is the result of a representational image of thought. 

Seeking to break away from this latter image of thought and its translation of the image as 

ヴWヮヴWゲWﾐデ;デｷﾗﾐが DWﾉW┌┣W ;ﾐS G┌;デデ;ヴｷ ヴWﾉﾗI;デW デｴW ﾐ┌H ﾗa ;ﾐ;ﾉ┞ゲｷゲ けｷﾐ デｴW ﾏｷSSﾉWげ ふGヴﾗゲ┣ 
2001, 69). Relinquishing the arrivaﾉ ﾗa ﾏW;ﾐｷﾐｪが デｴﾗ┌ｪｴデ ﾏｷｪｴデ HW aヴWWS けaヴﾗﾏ デｴ;デ ┘ｴｷIｴ 
I;ヮデ┌ヴWゲ ﾗヴ I;ヮデｷ┗;デWゲ ｷデ ぐ aヴﾗﾏ デｴW ｷﾏ;ｪW ぐ aヴﾗﾏ ヴWヮヴWゲWﾐデ;デｷﾗﾐげ ふヲヰヰヱが ヶヲぶく Iﾐ デｴW ｷﾐ-

between, Deleuze and Guattari interrupt the structural homology in the thought machine 

デｴ;デ けﾗ┗Wヴﾉ;┞ゲ デｴW ヮヴﾗS┌Iデ ﾗﾐデﾗ デｴW ヮヴﾗIWゲゲげ ふM;ゲゲ┌ﾏｷ ヲヰヰヲが ┝┗ｷｷｷぶぎ デｴW ヮヴﾗIWゲゲ ｷゲ W┝ヮヴWゲゲｷﾗﾐく 
 In this schema, expression bears a more impersonal character that relates to 

DWﾉW┌┣Wげゲ ふヱΓΒΒぶ “ヮｷﾐﾗ┣ｷゲデ IﾗﾐIWヮデ ﾗa デｴW HﾗS┞く “ヮｷﾐﾗ┣;げゲ けﾆｷﾐWデｷI ヮヴﾗヮﾗゲｷデｷﾗﾐげ ふDWﾉW┌┣W 
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1988, 123) defines boSｷWゲ けH┞ ヴWﾉ;デｷﾗﾐゲ ﾗa ﾏﾗデｷﾗﾐ ;ﾐS ヴWゲデが ゲﾉﾗ┘ﾐWゲゲ ;ﾐS ゲヮWWS HWデ┘WWﾐ 
ヮ;ヴデｷIﾉWゲ ぐ ﾐﾗデ ぐ ; aﾗヴﾏ ﾗヴ H┞ a┌ﾐIデｷﾗﾐゲげく BﾗSｷWゲ ;ヴW ;ﾉゲﾗ SWaｷﾐWS H┞ けデｴW I;ヮ;Iｷデ┞ aﾗヴ 
;aaWIデｷﾐｪ ;ﾐS HWｷﾐｪ ;aaWIデWSげ ふヱΓΒΒが ヱヲンぶく TｴWゲW “ヮｷﾐﾗ┣ｷゲデ ヮヴﾗヮﾗゲｷデｷﾗﾐゲ ヴW;ﾉｷゲW デｴ;デ HﾗSｷWゲ 
and minds け;ヴW ﾐﾗデ ゲ┌Hゲデ;ﾐIWゲ ﾗヴ ゲ┌HﾃWIデゲが H┌デ ﾏﾗSWゲげ ふヱΓΒΒが ヱヲン-124). Affections, Deleuze 

W┝ヮﾉ;ｷﾐゲが ;ヴW デｴW けﾏﾗSWゲ デｴWﾏゲWﾉ┗Wゲげ ふヱΓΒΒが ヴΒぶく Iﾏ;ｪWゲが ゲﾏWﾉﾉゲが ;ﾐS ┗ﾗｷIWゲ ;ヴW ﾏﾗSWゲ ﾗa 
;aaWIデｷﾗﾐぎ けﾏﾗSWゲ ;ヴW デｴW ;aaWIデｷﾗﾐゲ ﾗa ゲ┌Hゲデ;ﾐIW ﾗヴ ﾗa ｷデゲ ;デデヴｷH┌デWゲげ ふヱΓΒΒが ヴΒぶく F┌rther, 

;aaWIデｷﾗﾐゲ けSWゲｷｪﾐ;デW デｴ;デ ┘ｴｷIｴ ｴ;ヮヮWﾐゲ デﾗ デｴW ﾏﾗSWが デｴW ﾏﾗSｷaｷI;デｷﾗﾐゲ ﾗa デｴW ﾏﾗSWげ 
ふヱΓΒΒが ヴΒぶく DWﾉW┌┣W デｴ┌ゲ SWゲIヴｷHWゲ ;aaWIデｷﾗﾐゲ ;ゲ けｷﾏ;ｪWゲ ﾗヴ IﾗヴヮﾗヴW;ﾉ デヴ;IWゲ aｷヴゲデ ﾗa ;ﾉﾉげ 
ふヱΓΒΒが ヴΒぶく Tｴヴﾗ┌ｪｴ デW┝デ┌ヴWが ｷﾏ;ｪWが ゲﾗ┌ﾐSが けデｴWｷヴ ideas involve both the nature of the 

;aaWIデWS HﾗS┞ ;ﾐS デｴ;デ ﾗa デｴW ;aaWIデｷﾐｪ W┝デWヴﾐ;ﾉ HﾗS┞げ ふヱΓΒΒが ヴΒぶく “ヮｷﾐﾗ┣; I;ﾉﾉゲ デｴWゲW ｷSW;ゲ 
ﾗa HﾗSｷWゲが デｴ;デ ;ヴW ヮヴWゲWﾐデ ｷﾐ ┌ゲ H┌デ デｴ;デ HWﾉﾗﾐｪ ﾗ┌デゲｷSW ┌ゲが けｷﾏ;ｪWゲ ﾗa デｴｷﾐｪゲげ ふヱΓΒΒが ヴΒぶく 
This idea of affection is distinguished from affectねthe ;ﾉデWヴWS けゲデ;デW ふconstitutio) of the 

;aaWIデWS HﾗS┞ ;ﾐS ﾏｷﾐSげ ふヱΓΒΒが ヴΒぶく Tｴｷゲ ゲデ;デW ｷゲ ﾏﾗヴW ﾗヴ ﾉWゲゲ けヮWヴaWIデげ デｴ;ﾐ ｷデ ┘;ゲ ヮヴｷﾗヴ デﾗ 
デｴW ヮヴWゲWﾐIW ﾗa けｷﾏ;ｪW ;aaWIデｷﾗﾐゲげ ふヱΓΒΒが ヴΒぶく TｴWゲW ゲデ;デWゲ ｴ;┗W ; S┌ヴ;デｷﾗﾐ けデｴ;デ ;デデ;IｴWゲ 
them to the preceding state and makWゲ デｴWﾏ デWﾐS デﾗ┘;ヴSゲ デｴW ﾐW┝デ ゲデ;デWげ ふヱΓΒΒが ヴΓぶく 
AaaWIデｷﾗﾐ ヮ;ゲゲWゲ デｴヴﾗ┌ｪｴ けゲﾗIｷ;ﾉ ｷﾏ;ｪｷﾐ;ヴｷWゲげ (Gatens 2009, 203) in which bodies take up 

positions of in / action as expressions of the capacities of identities.  

 The duration of the affected body and its susceptibility to images of things prevents 

the body from being fixed as a discrete and bounded entity. The refusal of the 

representational conflation between a subject and its body allows us to think lesbian only as 

a mode; bodies in-between, in the process of becoming, affecting and being affected by 

ﾗデｴWヴ HﾗSｷWゲく Iﾐ デｴｷゲ ┗Wｷﾐが ヴ;デｴWヴ デｴ;ﾐ ﾏ;ﾆｷﾐｪ けﾉWゲHｷ;ﾐ ｷﾐデﾗ ふ;ﾐぶ ｷﾏ;ｪWげ ふVｷﾉﾉ;ヴWﾃﾗ ヲヰヰンが Αぶ 
images can be thought as affections that are corporeal traces and ideas modifying the body 

as lesbian. Elspeth Probyn puts this simply when she proposes a conception of the lesbian 

ｷﾏ;ｪW ;ゲ けデｴ;デ ┘ｷデｴ ┘ｴｷIｴ ┘W デｴｷﾐﾆ ;ﾐS aWWﾉ ﾗ┌ヴ ┘;┞ aヴﾗﾏ HﾗS┞ デﾗ HﾗS┞げ ふヱΓΓヶが ヶヰぶく PヴﾗH┞ﾐ 
claims that the image is lesbian けﾗﾐﾉ┞ デｴヴﾗ┌ｪｴ デｴW aﾗヴIW ﾗa SWゲｷヴW ;ﾐS デｴW ┘;┞ゲ ｷﾐ ┘ｴｷIｴ 
images are rWヮヴﾗS┌IWSげ ふヱΓΓヶが ヶヰぶく3

 Tﾗ けデ;ﾆW lesbian as a modifier, not as a noun but as an 

;SﾃWIデｷ┗Wげ ふVｷﾉﾉ;ヴWﾃﾗ ヲヰヰンが ヴぶ ;ﾉﾉﾗ┘ゲ ┌ゲ デﾗ ;デデWﾐS デﾗ デｴW aﾗヴIW ﾗa デｴW ｷﾏ;ｪW ;ゲ デｴ;デ H┞ ┘ｴｷIｴ 
ﾉWゲHｷ;ﾐ IﾗﾐﾐWIデｷﾗﾐゲ ;ヴW ﾏ;SWく けTｴW ｷﾏ;ｪW ｷゲ ﾉWゲHｷ;ﾐ ﾗﾐﾉ┞ ｷﾐ;ゲﾏ┌Iｴ ;ゲ ｷデ ;ﾉﾉﾗ┘ゲ aﾗヴ carnal 

ﾉｷﾐWゲ ﾗa IﾗﾐﾐWIデｷﾗﾐが デｴW ┘;┞ ｷデ Wﾐｪ;ｪWゲ SWゲｷヴW ;ﾐS デｴW ┘;┞ゲ ｷﾐ ┘ｴｷIｴ SWゲｷヴW ﾏﾗ┗Wゲ ｷデげ 
(Probyn 1996, 60).

4
  

 

From desire to publicity 

The visibility of homosexual difference by which sexuality distributes power (Foucault 1976) 

relates to visibility of another type. Closeted homosexuality set up the conditions for a 

register of homosexual meaning whose construction was contingent upon a refusal or 

inability to be passed through verbal and linguistic content. Able to communicate through 

hand gestures, gait, facial expressions, body language, and dress, the closet gave (in)visibility 

a second skin. This second order of visibility, the realm of the aesthetic, was able to express 

gay lifeねa life different from that which heterosexuality made it possible to represent. The 

aﾉｷIﾆ ﾗa ; ┘ヴｷゲデ ;ﾐS ; ｪﾉ;ﾐIW ;ヴW けｷﾏ;ｪWゲ ﾗa デｴｷﾐｪゲげ ふDWﾉW┌┣W ヱΓΒΒが ヴΒぶ デｴ;デ ;ﾉﾉﾗ┘ HﾗSｷWゲ ;ﾐS 
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minds to take up positions of action into a continuum of exchange (Gatens 2009)ねwhat 

Foucault (1997) might have called friendship as a way of life.  

 A けゲWﾐゲ┌;ﾉｷ┣;デｷﾗﾐ ﾗa ヮﾗ┘Wヴ ;ﾐS ; ｪ;ｷﾐ ﾗa ヮﾉW;ゲ┌ヴWげ ふFﾗ┌I;┌ﾉデ ヱΓΑヶが ヴヴぶ ゲ┌デ┌ヴWS 
Wﾏﾗデｷﾗﾐ;ﾉｷデ┞ デﾗ デｴW ┗ｷゲｷHｷﾉｷデｷWゲ ﾗa デｴW HﾗS┞ぎ けTｴW ヮﾗ┘Wヴ ┘ｴｷIｴ デｴ┌ゲ デﾗﾗﾆ Iｴ;ヴｪW ﾗa ゲW┝┌;ﾉｷデ┞ 
set about contacting bodies, caressing them with its eyes, intensifying areas, electrifying 

ゲ┌ヴa;IWゲが Sヴ;ﾏ;デｷゲｷﾐｪ デヴﾗ┌HﾉWS ﾏﾗﾏWﾐデゲげ ふヱΓΑヶが ヴヴぶく B┞ デｴWﾗヴｷゲｷﾐｪ ｪWﾐSWヴ ;ゲ デｴW W┝ヮヴWゲゲｷﾗﾐ 
of patriarchal power through the stylisation of the body, Judith Butler (1990, 1991, 1993) 

SW┗WﾉﾗヮWS ﾏ;ﾐ┞ ﾗa Fﾗ┌I;┌ﾉデげゲ ｷSW;ゲく LｷﾆW Fﾗ┌I;┌ﾉデが B┌デﾉWヴ ﾏ;ﾆWs oblique reference to her 

own experience of sexual subculture, drawing on lesbian and gay cultural texts and practices 

to theorise the performativity of gender (1990, 1993). Such accounts can be reread as 

SWゲIヴｷヮデｷﾗﾐゲ ﾗa ｴﾗ┘ ゲW┝が ;ゲ ; けaﾗヴﾏ ﾗa W┝ヮヴWゲゲｷﾗﾐげ (Massumi 2002, xxvi) passes into aesthetic 

contentねthe stylised body, the body that enacts the fantasy of gender in every aspect of its 

life, through health, education, recreation. In relation to juridical heteronormativity, sexual 

けﾏｷﾐﾗヴｷデｷWゲ ｴ;┗W ヴWゲヮﾗﾐSWS ┘ｷデｴ デｴW ﾉ;ﾐｪ┌;ｪW ﾗa デｴW ┗ｷゲｷHﾉWげ ふW;ﾉﾆWヴ ヲヰヰヱが ヱぶく TｴW けSWﾏ;ﾐS 
aﾗヴ ゲﾗIｷ;ﾉ ﾃ┌ゲデｷIWげ ;ヴデｷI┌ﾉ;デWS ｷﾐ デｴW IWﾉWHヴ;デｷﾗﾐ ﾗa デｴﾗゲW けｷSWﾐデｷaｷ;HﾉW ﾏ;ヴﾆゲ ﾗa SｷaaWヴWﾐIWげ 
┌ゲWS デﾗ けデ;ヴｪWデ ぐ aﾗヴ SｷゲIヴｷﾏｷﾐ;デｷﾗﾐげ ふヲヰヰヱが ヱぶ デヴ;ﾐゲﾏ┌デWS ヮヴｷ┗;デW SWゲｷヴW ふヮヴｷ┗;デW aヴﾗﾏ デｴW 
mainstream) into public intimacy: intimacy as a political demand. With the absorption of 

ideas about gay experience into mainstream cultural and national practices of identity (see 

Blackman 2009) the threshold of that demand has shifted, as has its use of aesthetics.  

 The photography of Del LaGrace Volcano illustrates a gay or queer aesthetic that 

expresses the desire not to be assimilated into mainstream cultural ways of relating. 

Responses to the heterosexual / homosexual system in the language of the visible is the 

ゲ┌HﾃWIデ ﾗa デｴW ヮｴﾗデﾗｪヴ;ヮｴゲ ｷﾐ VﾗﾉI;ﾐﾗげゲ Iﾗﾉﾉ;Hﾗヴ;デｷﾗﾐ ┘ｷデｴ Uﾉヴｷﾆ; D;ｴﾉが Femmes of Power 

(2008). The photographs are images of an aesthetic that seeks to render visible a critical 

encounter with patriarchal sexuality, and in that visibility, to constitute an arrangement of 

bodies and touch that contests heterosexuality. Seeing one another as lesbian, feeling in 

ヴWﾉ;デｷﾗﾐ デﾗ ﾗﾐW ;ﾐﾗデｴWヴげゲ aWWﾉｷﾐｪが ｷゲ ヮﾗゲゲｷHﾉW ﾗﾐﾉ┞ デｴヴﾗ┌ｪｴ SWa┞ｷﾐｪ デｴW ｴWデWヴﾗゲW┝┌;ﾉ 
organisation of desire by masculine signification. The attitude of defiance takes an aesthetic 

formねbecomes expressive of a lesbian aesthetic. 

Defiance is expressed in situが ｷﾐ デｴW aﾗﾉS ﾗa けHﾗSｷWゲ-IｷデｷWゲげ ふGヴﾗゲ┣ ヱΓΓヵぶく Fﾗヴ W┝;ﾏヮﾉWが 
デｴW ﾉ;ゲデ ヮｴﾗデﾗｪヴ;ヮｴ ｷﾐ デｴW Hﾗﾗﾆが けTｴW NW┘ TｴヴWW Gヴ;IWゲげ ふVﾗﾉI;ﾐﾗ ;ﾐS D;ｴﾉ ヲヰ08, 188), 

depicts three women on a grassy slope. With their backs to the camera, the women face an 

unidentified cityscape; they enter the world as they face it, and the viewer enters their 

interface. Hands on hips, the women look at a distance to the horizons of race, class and 

gender privilege built into the skyline. They share ways of standing, dressing, and arranging 

their hair; big hips, arm tattoos and black clothing; white skin and golden brown hair. The 

textures and colours of clothing, adornments, hair and skin, with the urban touch of 

concrete against asphalt, express defiance by engaging the senses. Falling sunlight fulfils the 

potential of colour in its touch. The green of grass and blue of skies, the whiteness of fat 

fleshy bodies contrasting with the blackness of clothes and boots, are pathways of 
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perception, sensation, texture and touchねaesthetic sensory assemblages that make way for 

aWWﾉｷﾐｪ ;ﾐS デヴ;Iﾆ aWWﾉｷﾐｪげゲ デヴ;IWく  
 Despite the intractability of visibility to lesbian identities the relationship between 

aesthetics and the capacity for feeling is rarely theorised. This is certainly so in discussions 

about The L Word デｴ;デ aﾗI┌ゲ ﾗﾐ デｴW ゲｴﾗ┘げゲ ｷﾐデWヴa;IW HWデ┘WWﾐ ﾏWSｷ; ｷﾐS┌ゲデヴ┞が Iﾗﾐゲ┌ﾏWヴｷゲﾏ 
and specific types of audience reception (Akass and McCabe 2006; Beirne 2007; Burns and 

Davies 2009; Keller 2013; McFadden 2010; Moore 2007; Rooney 2006; Wolfe and Roripaugh 

2006). Localised queer cultural aesthetics are largely at odds with the mainstream aesthetic 

character of The L Word. Lesbian media
5
 tacitly WﾐSﾗヴゲW デｴW ゲｴﾗ┘げゲ ゲ┌IIWゲゲ ｷﾐ Hヴｷﾐｪｷﾐｪ 

about a new type of visibility of which they themselves are very much a part. Picking up 

community responses, Kelly Kessler (2011) analyses how web platforms devised by 

Showtime (www.sho.com) produce structural constraints around issues of identity and 

ヮ;ヴデｷIｷヮ;デｷﾗﾐく “┌Hゲ┌ﾏｷﾐｪ ｷﾏ;ｪWゲ デﾗ ﾐﾗヴﾏゲが KWゲゲﾉWヴ W┝ヮﾉ;ｷﾐゲ ｴﾗ┘ けｪﾗﾗS ｪ;┞ゲげ ふヲヰヱヱが ヱヲヵぶ ｷﾐ 
The L Word ﾏｷｪヴ;デW ｷﾐデﾗ デｴW “ｴﾗ┘デｷﾏWげゲ ﾗﾐﾉｷﾐW ヮﾉ;デaﾗヴﾏゲく KWゲゲﾉWヴ ;ヴｪ┌Wゲ デｴ;デ ヴWヮヴWゲWﾐデｷﾐｪ 
ｪ;┞ゲ ┘ｴﾗ ;ヴW けｪﾗﾗS-looking, flashy, upwaヴSﾉ┞ ﾏﾗHｷﾉW ヮ┌ヴIｴ;ゲWヴゲげ ふヲヰヱヱが ヱヲヵぶ ;ﾐS けデ┘W;ﾆｷﾐｪげ 
a;ﾐゲげ Iﾗﾐ┗Wヴゲ;デｷﾗﾐゲ ;Hﾗ┌デ け┘ｴﾗ ゲｴW ﾗヴ ｴW ｷゲ ;ﾐS ┘ｴ;デ ゲｴW ﾗヴ ｴW SWゲｷヴWゲげ ふヲヰヱヱが ヱヲヵぶが ｷﾏヮﾗゲWゲ 
ﾐﾗヴﾏゲ ﾗﾐ ┗ｷW┘Wヴゲげ ﾗﾐﾉｷﾐW ヮ;ヴデｷIｷヮ;デｷﾗﾐく  
 WｴｷﾉW デｴW IｴﾗｷIW ﾗa HﾉﾗｪｪWヴゲげ ┗ﾗｷIWゲが ゲ┌HﾃWIデ ｴW;Sｷﾐｪゲ aﾗヴ Iﾗﾐ┗Wヴゲ;デｷﾗns, and the 

availability of specific gendered visages, surely does allow Showtime to promote specific 

ｷSWﾐデｷデｷWゲ ﾗﾐﾉｷﾐWが KWゲゲﾉWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ｷゲ ヮヴWaｷｪ┌ヴWS H┞ ; S┞;SｷI IﾗﾐIWヮデｷﾗﾐ ﾗa ﾐﾗヴﾏ;デｷ┗ｷデ┞ぎ けデｴW 
lives of a handful of (mostly) feminine, (almost entirely) white, and (unrealistically) 

WIﾗﾐﾗﾏｷI;ﾉﾉ┞ aﾉ┌ゲｴ ﾉWゲHｷ;ﾐゲ ﾉｷ┗ｷﾐｪ ｷﾐ Lﾗゲ AﾐｪWﾉWゲげ ふヲヰヱヱが ヱヲΒぶ ;ヴW ﾃ┌┝デ;ヮﾗゲWS ┘ｷデｴ デｴW 
けIﾗﾐデｷﾐ┌WS ｷﾐ┗ｷゲｷHｷﾉｷデ┞ ﾗa ﾐﾗﾐ┘ｴｷデWが H┌デIｴが ;ﾐS ﾏｷSSﾉW- and working-Iﾉ;ゲゲ ﾉWゲHｷ;ﾐゲげ ふヲヰヱヱが 
ヱヲΒぶく Tｴｷゲ IﾗﾐIWヮデｷﾗﾐ ﾗa デｴW ゲｴﾗ┘げゲ けヴWｷﾐaﾗヴIWﾏWﾐデ ﾗa Sﾗﾏｷﾐ;ﾐデ ﾐﾗヴﾏゲげ ふヲヰヱヱが ヱヲΒぶ ｷゲ ; 
familiar avenue of queer critique that relates resistance to normativity but within a 

philosophically normative frame of understanding (through a representational dialectic).  

 LｷﾆW┘ｷゲWが “;ﾏ┌Wﾉ Cｴ;ﾏHWヴゲげ ふヲヰヰヶぶ SｷゲI┌ゲsion of The L Wordげゲ ﾉWゲHｷ;ﾐ ﾏWSｷ; 
reception draws on a dialectical critique that subsumes the show to a hermeneutic analysis 

ﾗa ﾐﾗヴﾏゲく Iﾐゲｷゲデｷﾐｪ ﾗﾐ けﾏﾗ┗ｷﾐｪ ;┘;┞ aヴﾗﾏ ; ヮﾗﾉｷデｷIゲ ﾗa ヴWヮヴWゲWﾐデ;デｷﾗﾐ ;ﾐS デﾗ┘;ヴS ; ヮﾗﾉｷデｷIゲ 
ﾗa ﾐﾗヴﾏゲげ ふヲヰヰヶが Βヵぶが Cｴ;ﾏHWヴゲ SｷゲIWヴﾐゲ HWデ┘WWﾐ けｷSWﾐデｷデ┞ ｷﾐｪヴWSｷWﾐデゲげ ;ﾐS デｴW けﾐ;ヴヴ;デｷ┗W 
ゲデヴ┌Iデ┌ヴWげ ふヲヰヰヶが Βヵぶ ﾗa デｴW TV ゲWヴｷWゲが デｴW ﾉ;デデWヴ ﾗa ┘ｴｷIｴ ｴW ｷSWﾐデｷaｷWゲ ;ゲ けｴWデWヴﾗﾐﾗヴﾏ;デｷ┗Wげ 
(2006, 82). Through the semantic distinction Chambers suggests that The L Word ｷゲ ; けゲｴﾗ┘ 
about lesbians [thaデへ ヴWｷﾐaﾗヴIWゲ ｴWデWヴﾗﾐﾗヴﾏ;デｷ┗ｷデ┞げが けヮヴWゲWヴ┗Wゲ デヴ;Sｷデｷﾗﾐ;ﾉ IﾗﾐIWヮデゲ ﾗa 
aWﾏｷﾐｷﾐｷデ┞げ ;ﾐS けヴWﾃWIデゲ ケ┌WWヴ ゲW┝┌;ﾉｷデ┞げ ふヲヰヰヶが ΒΑぶく AIIﾗヴSｷﾐｪﾉ┞が ;ﾐS デ;Iｷデﾉ┞ ;ゲゲ┌ﾏｷﾐｪ ; 
ﾏWSｷ; WaaWIデゲ SｷゲIﾗ┌ヴゲWが Cｴ;ﾏHWヴゲ ;ﾐデｷIｷヮ;デWゲ デｴ;デ ゲ┌Iｴ ﾉWゲHｷ;ﾐ ヴWヮヴWゲWﾐデ;デｷﾗﾐ ┘ｷﾉﾉ けﾏ;ﾆW ｷデ 
harder デﾗ Iｴ;ﾉﾉWﾐｪW ｪWﾐSWヴ ﾐﾗヴﾏゲ ｷﾐ デｴW a┌デ┌ヴWげ ふヲヰヰヶが ΒΑが ｷデ;ﾉｷIゲ ｷﾐ ﾗヴｷｪｷﾐ;ﾉぶく 
 These accounts illustrate the positioning of gender as a semiotic repository for the 

image. Splitting gender from sexuality at the level of meaning (the meaning of visibility) 

denies lesbian as a bodily mode. In this schema, images can be interpreted as 

ｴWデWヴﾗﾐﾗヴﾏ;デｷ┗Wが けﾏｷﾏｷIﾆｷﾐｪ ｴWデWヴﾗゲW┝┌;ﾉ ゲデヴ┌Iデ┌ヴWゲげ ふCｴ;ﾏHWヴゲ ヲヰヰヶが ΒΑぶが ;ﾐS ;ゲ ﾉWゲHｷ;ﾐが 
and without addressing the roots of this paradox in homophobic epistemology. While 
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Kessler and Chambers both engage with The L Wordげゲ ﾏWSｷ; ﾏｷﾉｷW┌ ;ゲ ヮ;ヴデ ﾗa デｴWｷヴ ;ﾐ;ﾉ┞ゲｷゲ 
ふ;ﾉゲﾗ ゲWW W;ﾉﾆWヴ ヲヰヱヰぶが デｴW┞ SｷゲヴWｪ;ヴS デｴW ゲｴﾗ┘げゲ ヮﾗヴデヴ;┞;ﾉ ﾗa ; ﾉWゲHｷ;ﾐ ヮWヴゲヮWIデｷ┗W 
ふSｷゲI┌ゲゲWS ｷﾐ Aﾆ;ゲゲ ;ﾐS MIC;HW ヲヰヰヶき CWa;ｷ ヲヰヱヴ;き ‘ﾗﾗﾐW┞ ヲヰヰヶぶが デｴW ゲｴﾗ┘げゲ ヴWaﾉWIデｷﾗﾐ ﾗﾐ 

its practices of representation (Wolfe and Roripaugh 2006), and the popularity of the show 

;ﾏﾗﾐｪ ﾉWゲHｷ;ﾐ ;ﾐS ケ┌WWヴ ┗ｷW┘Wヴゲ ふ┘ｴWデｴWヴ ﾗヴ ﾐﾗデ デｴWｷヴ ┗ｷW┘ｷﾐｪ ｷゲ けｷヴﾗﾐｷIげ ふAﾐｪ ヲヰヰΑぶぶく Aゲ 
‘ﾗゲ;ﾉｷﾐS Gｷﾉﾉ ふヲヰヰΑが ヴヴぶ ヴWﾏｷﾐSゲ ┌ゲが デｴW けｷSW; デｴ;デ デｴW ﾏWSｷ; ;Iデ ﾗヴ ゲｴﾗ┌ﾉd act like a mirror 

for society has been roundly challenged by many media scholars as at best naïve and at 

┘ﾗヴゲデ W┝デヴWﾏWﾉ┞ S;ﾐｪWヴﾗ┌ゲ aﾗヴ ﾗ┌ヴ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa ﾏWSｷ;っｪWﾐSWヴ ヴWﾉ;デｷﾗﾐゲげく6
  

 The discourses on universal love in popular media concerning lesbian life and the 

mediation of lesbian experience by images of intimate equity express the lesbian intimate as 

both the condition of convergent lesbian media and that which the media produces. Media 

/ gender relations give an intimate publicity to the lesbian archives of feeling (Cvetkovich 

2003). Mainstream news programs reveal the centrality of images to statutory recognition 

(via both civil recognition of gay partnerships and recognition of lesbian and gay identities as 

axes of prejudice meriting redress through anti-discrimination law). These legislative 

developments reflect the civic incorporation of lesbian desire and the normative premise of 

the lesbian intimate. Civic incorporation refers, however, not only to the statutory inclusion 

of gay subjects and the celebrated image of this inclusion as evidence of the humanitarian 

achievement of neoliberal nation-states (on the US see Puar 2007), but to the governing 

WaaWIデ ﾗa ﾉWｪｷゲﾉ;デｷ┗W ヴWIﾗｪﾐｷデｷﾗﾐ ;ゲ ; ﾉｷHWヴ;デﾗヴ┞ ｷSW;ﾉ aﾗヴ ｪ;┞ ;ﾐS ﾉWゲHｷ;ﾐ けｷﾏ;ｪｷﾐ;ヴｷWゲげ ふ;ゲ 
before, see Gatens 2009). Lesbian consumer culture self-generated through spawning The L 

Word media milieu, contributing to growing lesbian communities but only via their 

existence as markets (for advertisers).
7
 Through forming lesbian publics and publicity the 

civic incorporation of lesbian desire has transmuted ways of modifying and being modified, 

(the necessity of) ways of communicating and taking up space.  

 

The promise of love drifts: Love story as lesbian aesthetic  

A specific type of intimacy has passed into gay life. At the L2 Convention (2006) in London, 

an audience member of a question and answer session asks actor Mia Kirshner (playing 

Jenny) to perform a line from the TV series. Shy but obliged, Kirshner delivers the line: 

けE┗Wヴ┞ デｷﾏW I ﾉﾗﾗﾆ ;デ ┞ﾗ┌が I aWWﾉ ゲﾗ IﾗﾏヮﾉWデWﾉ┞ Sｷゲﾏ;ﾐデﾉWSげ ふLヲ Cﾗﾐ┗Wﾐデｷﾗﾐ ヲヰヰヶぶく Iデ ｷゲ ┘ｷデｴ 
these words that Jenny expresses her love for Marina (Karina Lombard). Dana Heller 

suggests that this line embodies the trope of the episodeね“デWﾐSｴ;ﾉげゲ “┞ﾐSヴﾗﾏWく Tﾗ 
Sｷゲﾏ;ﾐデﾉW ﾏW;ﾐゲ けデﾗ デ;ﾆW to pieces; alsoぎ デﾗ ゲデヴｷヮ ﾗa SヴWゲゲ ﾗヴ Iﾗ┗Wヴｷﾐｪげ ふHWﾉﾉWヴ ヲヰヰヶが ヶンぶく 
E;ヴﾉｷWヴ ｷﾐ デｴW ゲ;ﾏW WヮｷゲﾗSW ふヱヰンが けLﾗﾐｪｷﾐｪげぶが BWデデW ふJWﾐﾐｷaWヴ BW;ﾉゲぶ ;ﾐS ｴWヴ Iﾗﾏヮ;デヴｷﾗデが ;ヴデ 
collector and benefactor Peggy Peabody (Holland Taylor), recall the origins of the Syndrome. 

Bette explains: upon seeing the Caravaggio in Florence, the French art critic was so 

ﾗ┗Wヴ┘ｴWﾉﾏWS デｴ;デ ｴW けH┌ヴゲデ ｷﾐデﾗ デW;ヴゲが ;ﾐS デｴWﾐ ｴW a;ｷﾐデWSげ ふIｷデWS ｷﾐ HWﾉﾉWヴ ヲヰヰヶが ヵΑぶく けTｴW 
┘ﾗヴﾆ ﾗa ;ヴデ ┘;ゲ HW;┌デｷa┌ﾉ ;ﾐS ﾏﾗ┗ｷﾐｪが ｴW Iﾗ┌ﾉSﾐげデ ┘ｷデｴゲデ;ﾐS デｴW ｷﾏヮ;Iデげ ふヲヰヰヶが ヵΑ-58). 

PWｪｪ┞ IｴｷﾏWゲ ｷﾐが Iｷデｷﾐｪ “デWﾐSｴ;ﾉぎ けI ｴ;S ﾗHデ;ｷﾐWS デｴ;デ ゲ┌ヮヴWﾏW SWｪヴWW ﾗa ゲWﾐゲｷHｷﾉｷデ┞ ┘ｴWヴW 
デｴW Sｷ┗ｷﾐW ｷﾐデｷﾏ;デｷﾗﾐゲ ﾗa ;ヴデ ﾏWヴｪW ┘ｷデｴ デｴW ｷﾏヮ;ゲゲｷﾗﾐWS ゲWﾐゲ┌;ﾉｷデ┞ ﾗa Wﾏﾗデｷﾗﾐげ ふヲヰヰヶが ヵΒぶく 
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Bette, and Jenny, are affected by the affective capacity of art, understood as the production 

ﾗa ｷﾐデWﾐゲｷデ┞ デｴ;デ けSｷヴWIデﾉ┞ ｷﾏヮ;Iデゲ デｴW ﾐWヴ┗ﾗ┌ゲ ゲ┞ゲデWﾏ ;ﾐS ｷﾐデWﾐゲｷaｷWゲ ゲWﾐゲ;デｷﾗﾐげ ふGヴﾗゲ┣ ヲヰヰΒが 
3).  

 TｴW デヴﾗヮW ﾗa “デWﾐSｴ;ﾉげゲ “┞ﾐSヴﾗﾏW ｴｷｪｴﾉｷｪｴデゲ デｴW ｷﾏヮWヴゲﾗﾐ;ﾉｷデ┞ ﾗa JWﾐﾐ┞げゲ response 

デﾗ M;ヴｷﾐ;く E;ヴﾉｷWヴ ｷﾐ デｴW ゲW;ゲﾗﾐ ふヱヰヰが けPｷﾉﾗデげ), the audience is introduced to Jenny looking at 

Marina, ambivalently constructed as a performance of the male gaze (Cefai 2014a). 

Whereas the gaze organises relations of desire and looking through an objectifying and 

hierarchical pattern of signification, the feeling of being dismantled is a performance of 

being affected (see Cefai 2014a). This performance foregournds the scene of desire in which 

ゲ┌HﾃWIデゲ ﾗa aWWﾉｷﾐｪゲ ;ヴW ヴWﾏ;SW デｴヴﾗ┌ｪｴ デｴWｷヴ WﾐIﾗ┌ﾐデWヴ ┘ｷデｴ ﾗﾐW ;ﾐﾗデｴWヴげゲ aWWﾉｷﾐｪく DWゲヮｷデW 
its narration as a ﾉﾗ┗W ゲデﾗヴ┞が デｴW ゲIWﾐW ﾗa HWIﾗﾏｷﾐｪ ┌ﾐSﾗﾐW ｷゲ ; ┗WｴｷIﾉW aﾗヴ けｷﾏヮWヴゲﾗﾐ;ﾉ 
ゲヮW;ﾆｷﾐｪげ デｴ;デ Iﾗﾐゲデｷデ┌デWゲ け; ﾏﾗSｷaｷI;デｷﾗﾐね; Iｴ;ﾐｪWげ ふM;ゲゲ┌ﾏｷ ヲヰヰヲが ┝┗ｷｷぶく TｴW Iｴ;ヴ;IデWヴゲげ 
けさ;aaWIデゲざが ﾗヴ aWWﾉｷﾐｪゲ ふaffectusぶげ デｴ;デ Iﾗﾐゲデｷデ┌デW けIﾗﾐデｷﾐ┌;ﾉ S┌ヴ;デｷﾗﾐゲ ﾗヴ ┗;ヴｷ;デｷﾗﾐゲ ﾗa 
perfWIデｷﾗﾐげ ふDWﾉW┌┣W ヱΓΒΒが ヴΓぶ ;ヴW ﾏﾗSｷaｷWS デﾗ W┝ヮヴWゲゲ デｴW ﾉWゲHｷ;ﾐく F;ﾉﾉｷﾐｪ ｷﾐ ﾉﾗ┗W ｷゲ 
W┝ヮヴWゲゲWS ｷﾐ デｴW けﾉｷ┗WS S┌ヴ;デｷﾗﾐ デｴ;デ ｷﾐ┗ﾗﾉ┗Wゲ デｴW SｷaaWヴWﾐIW HWデ┘WWﾐ デ┘ﾗ ゲデ;デWゲげ ふヱΓΒΒが ヴΓぶく 
Being affected is a precondition of love; being affected by the possible worlds of the other, 

and the narration of discovering that possibility within ourselves (Cefai 2014b). Every time I 

look at you, I feel so completely dismantled: the impression of being affected enters into 

narration but narration also makes affection expressive of something else. 

 The mainstream aesthetics in The L Word create visual surfaces that incite touch. 

The incitement of touch through beauty dramatises the interplay of characters; through 

ゲｴﾗデゲ IﾗﾏヮﾗゲWS H┞ デｴW ゲ┌ヴa;IWゲ ﾗa ｴWヴ HﾗS┞ ;ﾐS W┞Wゲが JWﾐﾐ┞げゲ HW;┌デy expresses her 

dismantling. Her dismantling bares her feelings. Media aesthetics harness the artistic 

intensities of colour, shape, line and form that directly affect bodies (Deleuze and Guattari 

1994, Grosz 2008), drawing together sounds, sights, images, ;ﾐS ｷSW;ゲ ｷﾐデﾗ ; けS┞ﾐ;ﾏｷI ﾗa 
ゲWﾐゲｷHﾉW ;ゲゲWﾏHﾉ;ｪWゲげ ふ);ｪ;ﾉ; ヲヰヰヲが ンヶぶく Cｴ;ヴ;IデWヴゲ ﾏﾗSｷa┞ ﾗﾐW ;ﾐﾗデｴWヴ H┞ デｴW ;aaWIデｷﾗﾐゲ 
induced by the actors, and audiences are predisposed to emotionally respond. As Berlant 

ﾗHゲWヴ┗Wゲぎ けAWゲデｴWデｷIゲ ｷゲ ﾗﾐW ﾗa デｴW aW┘ ヮﾉ;IWゲ ┘W learn to recognize our emotions as trained 

;ﾐS ﾐﾗデ ﾐ;デ┌ヴ;ﾉげ ふヲヰヱンぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが けヮWﾗヮﾉW I;ﾐ Iﾗﾐデヴﾗﾉ ﾗ┌ヴ aWWﾉｷﾐｪゲ H┞ Iﾗﾐデヴﾗﾉﾉｷﾐｪ ﾗ┌ヴ 
ﾏﾗSWゲ ﾗa W┝ヮヴWゲゲｷﾗﾐげ ふC;ﾏヮHWﾉﾉ ヱΓΓΑが ヱヲぶく AaaWIデWS H┞ ｷﾏ;ｪWゲが ┗ｷW┘Wヴゲ ゲﾗﾉｷIｷデ ヴWIﾗｪﾐｷデｷﾗﾐ ﾗa 
what they feel and narrate their experiences of recognition. But it is in the expression of 

emotion that the scene modifies capacities of feeling. Viewers reciprocate images of feeling 

through their own (images of) feeling. 

 The sensation induced by the image is key to melodramatic expression, central to 

JWﾐﾐ┞げゲ Iｴ;ヴ;IデWヴ ふHWIﾗﾏｷﾐｪ ﾉWゲHｷ;ﾐき HWIﾗﾏｷﾐｪ ┘ヴｷデWヴき HWIﾗﾏｷﾐｪ aｷﾉﾏ SｷヴWIデﾗヴき HWIﾗﾏｷﾐｪ 
jobless). Reality TV elicits responses from audiences because the screen is a technology of 

けﾏWSｷ;デｷﾗﾐ ぷデｴ;デへ ;ﾏヮﾉｷaｷWゲ デｴW ;aaWIデｷ┗W H;ゲｷゲ ﾗa ヴW;ﾉｷデ┞げ ふK;┗ﾆ; ヲヰヰΒが ヲΒぶく TｴW ゲIヴWWﾐ ｷゲ ﾐﾗデ 
an affective replica or copy of what is real, but, like the genre of melodrama, a surface of 

;ﾏヮﾉｷaｷI;デｷﾗﾐが ;ﾐ けinteractive ヴW;ﾉｷデ┞ ﾗa デｴW ┗ｷヴデ┌;ﾉ ;ﾐS ;Iデ┌;ﾉげ ふM┌ヴヮｴｷW ヲヰヰヲが ヱΓヲが ｷデ;ﾉｷIゲ ｷﾐ 
ﾗヴｷｪｷﾐ;ﾉぶく VｷW┘Wヴゲげ Wﾏﾗデｷﾗﾐゲ けfeel realげ ヮヴWIｷゲWﾉ┞ けHWI;┌ゲW ﾗa デｴW ;aaWIデ デヴ;ﾐゲﾏｷデデWS デﾗ ﾗ┌ヴ 
ヴWゲヮﾗﾐゲｷ┗W HﾗSｷWゲ ;Iヴﾗゲゲ ; ゲIヴWWﾐげ ふK;┗ﾆ; ヲヰヰΒが ヲΒが ｷデ;ﾉｷIゲ ｷﾐ ﾗヴｷｪｷﾐ;ﾉぶく Fﾗヴ ゲデﾗヴｷWゲ デﾗ WﾉｷIｷデ 
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aWWﾉｷﾐｪ デｴW┞ ﾏ┌ゲデ HW けヮヴﾗS┌Iｷﾐｪ ﾗヴ Iﾗﾐゲデヴ┌Iデｷﾐｪ ヮ;ヴデｷI┌ﾉ;ヴ ┗Wヴゲｷﾗﾐゲ ﾗa ヴW;ﾉｷデ┞ ｷﾐ ﾗヴSWヴ デﾗ 

ﾏ;ﾆW デｴWﾏ さヴW;ﾉざ ;ﾐS ヮWヴゲ┌;ゲｷ┗Wげ ふGｷﾉﾉ ヲヰヰΑが ヴヴぶく LWゲHｷ;ﾐ ｷﾐ┗ﾗﾉ┗WﾏWﾐデ ｷﾐ ヮヴﾗS┌Iデｷﾗﾐ ｷゲ ﾆW┞ 
to the expressivity of mainstream aesthetics.  

 Iﾐ Uく“く ﾐ;デｷﾗﾐ;ﾉ I┌ﾉデ┌ヴW デｴW ;┌デﾗHｷﾗｪヴ;ヮｴｷI;ﾉ ｷゲ ; ﾆW┞ ｪWﾐヴW ﾗa ┘ﾗﾏWﾐげゲ ｷﾐデｷﾏ;I┞ 
(Berlant 2008). The involvement of lesbian cast and crew in the The L Wordげゲ ヮヴﾗS┌Iデｷﾗﾐ ｴ;ゲ 
;ﾉ┘;┞ゲ HWWﾐ ; ヮﾗｷﾐデ ﾗa ヮヴｷSW aﾗヴ IヴW;デﾗヴ ;ﾐS W┝WI┌デｷ┗W ヮヴﾗS┌IWヴ IﾉWﾐW Cｴ;ｷﾆWﾐく TｴW けﾉﾗﾐｪ-

ゲデ;ﾐSｷﾐｪ ケ┌WWヴ ｷﾐSWヮWﾐSWﾐデげ ふHWﾐSWヴゲﾗﾐ ヲヰヱンが ヴヴぶ ヴWヮW;デWSﾉ┞ ｷﾐ┗ﾗﾆWゲ ｴWヴ ﾗ┘ﾐ ﾉｷaW ゲデﾗヴ┞ ;ゲ 
a reservoir of materｷ;ﾉ aﾗヴ デｴW ゲｴﾗ┘げゲ ヮﾗヴデヴ;┞;ﾉ ﾗa けﾉﾗデゲ ﾗa ﾉWゲHｷ;ﾐゲが ; ﾉWゲHｷ;ﾐ Iﾗﾏﾏ┌ﾐｷデ┞が ;ﾐS 
W┝ヮﾉｷIｷデ ﾉWゲHｷ;ﾐ ゲW┝げ ふヲヰヱンが ヴヴぶく Cｴ;ｷﾆWﾐげゲ ヮﾗヴデヴ;┞;ﾉ Sヴ;┘ゲ ﾗﾐ ｴWヴ ﾗ┘ﾐ ;WゲデｴWデｷI デヴ;ｷﾐｷﾐｪ ｷﾐ 
the accumulated realm of the lesbian cultural archiveねher own images. Chaiken makes 

ongoing reference to the social significance of the show as a vehicle for storytelling.
8
 Story 

telling is a (post)feminist genre that presumes a shared historical experience, particular to 

viewers and consumers as women (Berlant 2008). The autobiographical, Berlant insists, 

けｷゲﾐげデ デｴW ヮWヴゲﾗﾐ;ﾉげ H┌デ ; ヮヴｷﾏ;ヴ┞ ヴWｪｷゲデWヴ ﾗa けIﾗﾉﾉWIデｷ┗W W┝ヮWヴｷWﾐIWげ ふヲヰヰΒが ┗ｷｷぶく VｷW┘Wヴゲげ 
W┝ヮWIデ デﾗ けalready share a worldview and emotional knowledge that they have derived from 

; Hヴﾗ;Sﾉ┞ Iﾗﾏﾏﾗﾐ ｴｷゲデﾗヴｷI;ﾉ W┝ヮWヴｷWﾐIWげ ふヲヰヰΒが ┗ｷｷｷが Wﾏヮｴ;sis in original). 

 The grounds of such a shared experience are in fact highly abstract, given all the 

different ways in which those who are interpelated as women will relate to that category. 

The abstraction of commonality mitigates the relation between the lived circumstances of 

ヮ;ヴデｷI┌ﾉ;ヴ ┘ﾗﾏWﾐ ;ﾐS デｴWｷヴ ゲデヴ┌Iデ┌ヴ;ﾉ ゲ┌HﾗヴSｷﾐ;デｷﾗﾐく Iﾐ ┘ﾗﾏWﾐげゲ I┌ﾉデ┌ヴWが け┘ﾗﾏWﾐ ｷSWﾐデｷa┞ 
with each other as women despite myriad economic, social, and political forces that create 

SｷaaWヴWﾐIW ;ﾐS ;ﾐデ;ｪﾗﾐｷゲﾏゲ ;ﾏﾗﾐｪ デｴWﾏげ ふBWヴﾉ;ﾐデ ヲヰヰ8, 170). The lesbian intimate is 

expressed in our expression of feeling, indistinguishable from our common ground (as 

women). The virtual unfolding of identification among women publically plays the privacy of 

feeling; until recently feelings about private life would have been reserved for the private 

domain.  Already tested in straight culture, the lesbian love story is a reterritorialisation of 

straight intimacy that expresses lesbian affection.
9
 Lﾗ┗Wげゲ けHW;┌デ┞ ;ﾐS ┌デﾗヮｷ;ﾐ ヮﾗ┘Wヴげ 

(Berlant 2008, 171) affects a lesbian mode; conjugal heterosexuality is drifting into lesbian 

forms.
10

 The love story becomes a lesbian mode, a way of modifying viewers as lesbian, 

opening bodies to the expression of the lesbian intimate. The promise of love drifts into 

defiance.  

 

Personal touch in A Photographic Journal by Jennifer Beals 

Following the conclusion of the TV series, Beals (2010) produced a book of photographs she 

took on and off-set. The book is formatted like an autobiographical photo journal, although 

the black and ヮｷﾐﾆ Iﾗ┗Wヴ ;ﾐS aヴﾗﾐデ ﾏ;デデWヴ WIｴﾗ デｴW ゲｴﾗ┘げゲ Hヴ;ﾐSｷﾐｪく IﾐゲｷSW デｴW Iﾗ┗Wヴが けA 
ヮｴﾗデﾗｪヴ;ヮｴｷI ﾃﾗ┌ヴﾐ;ﾉ H┞ JWﾐﾐｷaWヴ BW;ﾉゲげ ｷゲ ヮヴｷﾐデWS ｷﾐ ヮWヴゲﾗﾐ;ﾉｷゲWS ふヮヴWゲ┌ﾏ;Hﾉ┞ BW;ﾉゲげぶ 
handwriting. In the opening pages, Beals introduces herself as an author, welcoming the 

reader to her projectねalthough copyright is shared jointly by Beals, The L Word, and 

Showtime (www.thelwordbook.com). The book is organised chronologically by season. Each 

ゲW;ゲﾗﾐ ｷゲ IﾗﾏヮヴｷゲWS ﾗa けデｴW WヮｴWﾏWヴ; デｴ;デ IﾗﾏヮﾗゲWS ﾗ┌ヴ S;ｷﾉ┞ ﾉｷ┗Wゲ ﾗﾐ デｴW ゲｴﾗ┘げ ふヲヰヱヰが ヲぶ: 
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ヮｴﾗデﾗゲが デヴ;ﾐゲIヴｷHWS Sｷ;ﾉﾗｪ┌Wゲ HWデ┘WWﾐ BW;ﾉゲげ ;ﾐS ｴWヴ IﾗﾉﾉW;ｪ┌Wゲが W┝IWヴヮデゲ aヴﾗﾏ ゲIヴｷヮデゲが I;ﾉﾉ 
sheets, notes, and production memos. 

 Fﾗヴ BW;ﾉゲが デｴW ゲデﾗヴ┞ HWｪｷﾐゲ ┘ｴWﾐ けﾐｷﾐW ;Iデﾗヴゲ ;ヴヴｷ┗WS ｷﾐ V;ﾐIﾗ┌┗Wヴげ ふヲヰヱヰが ヲぶく 
Aﾉデｴﾗ┌ｪｴ け┘W ;ヴヴｷ┗WS ;ゲ ゲWヮ;ヴ;デW ｷﾐSｷ┗ｷS┌;ﾉゲげが ゲｴW ヴWI;ﾉﾉゲが け┘W ヴW;ﾉｷ┣WS ┗Wヴ┞ ケ┌ｷIﾆﾉ┞ ┘W ┘WヴW 
ﾃﾗｷﾐWS デﾗｪWデｴWヴ H┞ ﾗ┌ヴ W┝ヮWヴｷWﾐIW ;ゲ ;Iデﾗヴゲが ;ﾐS ;ゲ ┘ﾗﾏWﾐげ ふヲぶく Wｴ;デ IﾗﾐﾐWIデWS BW;ﾉゲ ;ﾐS 
ｴWヴ IﾗﾉﾉW;ｪ┌Wゲ ┘WヴW けデｴｷﾐｪゲ ┘W Iﾗ┌ﾉS ﾐﾗデ ゲWWねｷﾐデ┌ｷデｷﾗﾐが ｴﾗヮWが ﾉﾗ┗Wが ヮ;ｷﾐが aW;ヴが Iﾗ┌ヴ;ｪWげ ふヲぶく 
Beals emphasises the forming of community through the collaborative production of the 

ゲデﾗヴ┞く Cｴ;ｷﾆWﾐ けﾆWヮデ ｴWヴ Sﾗﾗヴ ﾗヮWﾐげ ;ﾐS け;ﾉ┘;┞ゲ IﾗﾐゲｷSWヴWSげ ふヲぶ ﾗ┌ヴ デｴﾗ┌ｪｴデゲく けCﾉW;ヴﾉ┞げが BW;ﾉゲ 
┘ヴｷデWゲが け┘W ┘WヴW デWﾉﾉｷﾐｪ IﾉWﾐWげゲ ゲデﾗヴｷWゲが H┌デ ┘W ┘WヴW ;ﾉゲﾗ デWﾉﾉｷﾐｪ ﾗ┌ヴ ﾗ┘ﾐ ゲデﾗヴｷWゲ ぐ AﾐS ｷﾐ 
many w;┞ゲが ┘W ┘WヴW デWﾉﾉｷﾐｪ デｴW ┗ｷW┘Wヴゲげ ゲデﾗヴｷWゲげ ふヲぶく 
 Aﾉデｴﾗ┌ｪｴが ﾉｷﾆW デｴW けﾏ;ﾆｷﾐｪ-ﾗaげ SﾗI┌ﾏWﾐデ;ヴ┞ ｪWﾐヴWが BW;ﾉゲげ Hﾗﾗﾆ ｷゲ けｴ;ヴSﾉ┞ ; 
デヴ;ﾐゲヮ;ヴWﾐデ ┘ｷﾐSﾗ┘ ｷﾐデﾗ aｷﾉﾏ ヮヴﾗS┌Iデｷﾗﾐげ ふH;ﾐﾆｷﾐ ヲヰヰヴが ヲΑぶが ｴWヴ ヴWIﾗﾉﾉWIデｷﾗﾐ ;ﾐS 
interleaving allows us to see where The L Word resonates with its viewers: the presumed 

shared historical experience of women. Beals evokes an exchange between actors, 

producers, and viewers that centres on reciprocity. The show itself is positioned as a 

technology of biographical convergence. Chaiken, Beals, cast, crew and viewers are 

ｷﾏ;ｪｷﾐWS ｷﾐ デWヴﾏゲ ﾗa デｴWｷヴ I;ヮ;Iｷデ┞ デﾗ ﾉｷゲデWﾐ デﾗ ﾗﾐW ;ﾐﾗデｴWヴげゲ ゲデﾗヴｷWゲ ;ﾐS W┝ヮヴWゲゲ ;ﾐ 
underlying empathy. The L Wordげゲ I;ヮ;Iｷデ┞ ｷゲ ﾗﾐW ﾗa ヴWﾉ;デｷﾐｪ ;ﾐS aWWﾉｷﾐｪ ;ゲ ;ﾐ W┝ヮヴWゲゲｷﾗﾐ ﾗa 
empathetic relationships. Understanding these various positions and their relation to one 

another as a capacity to relate (including straight actors relating to lesbian experiences) 

expresses the lesbian intimate.  

 The virtual proximity that is articulated through converging media is a condition of 

the expression of the lesbian intimate; the reproduction of images in multiple media 

generates an impression of connection between spaces, subjects and representational 

practices. It is as if participants in the lesbian intimate do indeed know one another, one 

;ﾐﾗデｴWヴげゲ ゲデﾗヴｷWゲが ﾗﾐW ;ﾐﾗデｴWヴげゲ aWWﾉｷﾐｪが ;ﾐS I;ﾐ W┝ヮヴWゲゲ デｴｷゲ I;ヮ;Iｷデ┞ デﾗ ヴWﾉ;デW ｷﾐ ;ﾐ┞ ﾏWSｷ;く 
Beals narrates Chaiken, the actors, employees in production, and the viewers, as merely 

different points of contact in an assemblage formation that movesねa lesbian intimate that 

belongs to the whole field of cultural production. A Photographic Journal wraps together 

different dimensions and angles of the production of lesbian intimacy, producing a 

condensing of the form.  

 Part photograph album, part scrapbook, A Photographic Journal composes a behind-

the-ゲIWﾐWゲ WaaWIデく BW;ﾉゲげ ｷﾏ;ｪWゲ ヮ;ヴデ;ﾆW ｷﾐ デｴｷゲ WaaWIデ H┞ ;ﾉﾉﾗ┘ｷﾐｪ デｴW ┗ｷW┘Wヴ デﾗ IﾗﾏW ｷﾐデﾗ 
contact with a wider form of expression. The behind-the-scenes effect is made out of the 

virtual components of the TV series; the sense of the series felt by viewers through the 

affective trace of its aesthetic content. Beals documents the passing of friendship off-screen 

into lesbian intimacy on-screen, and her images of off-screen affections resonate with the 

images in thW ゲｴﾗ┘く TｴW ;aaWIデｷ┗W ヴWゲﾗﾐ;ﾐIW ｷﾐ┗ﾗﾆWゲ ┗ｷW┘Wヴゲげ a;ﾏｷﾉｷ;ヴｷデ┞ ┘ｷデｴ デｴW ;WゲデｴWデｷI 
expression of intimacy. The capacity to feel substantiates a connection between the images 

and to one another as members of an audienceねactors tell us that they too watch the 
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show, members of The L Wordげゲ ﾏWSｷ; ﾏｷﾉｷW┌ ﾃ┌ゲデ ﾉｷﾆW ┌ゲく11
 TｴW ゲｴﾗ┘ デWﾉﾉゲ デｴW ┗ｷW┘Wヴゲげ 

stories. The show is translucent; our viewing is already in it.  

 The book is a series of translucent images glossing over the politics of production, 

and, as a gift from Beals, disavows its necessary consumption. The more intimacy belongs to 

the audience, to the capacity of the viewer to feel, the less clearly intimacy can be seen as 

that by which capital transacts (see Dean 2008). The representational paradox here is that 

for this to work, the images must be authentic. There is no truth to feeling
12

 beyond 

(behind-the-scenes of) the lesbian intimate. The modal lesbian viewer is mediated by the 

capital her feeling transacts and the virtual she sustains in the realねthe connection to the 

promise of love, to the love story of friendship, as that which is really real, behind-the-

ゲIWﾐWゲ ﾗa ﾉﾗ┗Wげゲ デヴ;ﾐゲﾉ┌IWﾐデ aWWﾉｷﾐｪゲく TｴW IﾗﾐSｷデｷﾗﾐゲ ﾗa けｪ;┞ aヴｷWﾐSゲｴｷヮ ;ゲ ; ┘;┞ ﾗa ﾉｷaWげ 
(Foucault 1997) are altered by the lesbian intimate. As homosexuality becomes nationalised 

and corporatized, gay friendship can neither be sought in, nor not sought in, images 

sustained by an underlying capitalism.  

 

Flickering ephemera of feeling 

TｴW デ;ゲﾆ ﾗa SｷゲIWヴﾐｷﾐｪ ｴﾗ┘ ｷﾏ;ｪWゲ HWIﾗﾏW ﾉWゲHｷ;ﾐ デｴヴﾗ┌ｪｴ デｴW けI;ヴﾐ;ﾉ ﾉｷﾐWゲ ﾗa IﾗﾐﾐWIデｷﾗﾐげ 
(Probyn 1996, 60) they inspire is complicated by the emergence of the mainstream lesbian 

imageねthe lesbian intimate. Heterosexual intimacy (expressed in images of marriage, 

monogamy, property, egalitarian but (a)symmetrical reciprocity) has drifted into lesbian 

relationships and identities, and this drift is concomitant with the passing of lesbian images 

into mainstream aesthetics. As a consequence of the proliferation of lesbian media (lesbian 

images in mainstream media, and the movement of lesbian images between different media 

milieux), lesbian intimacy no longer belongs to the subject of lesbian desire.
13

  

 Tｴｷゲ Wゲゲ;┞ Sヴ;┘ゲ ﾗﾐ DWﾉW┌┣Wげゲ ┘ﾗヴﾆ ﾗﾐ “ヮｷﾐﾗ┣; ;ゲ ; ┘;┞ デﾗ ヴWゲｷゲデ Iﾗﾐゲデヴ┌Iデｷﾐｪ デｴW 
lesbian subject as the referent for the real in the audiencing (Fiske 1992) of lesbian media. 

This approach draws attention to the flickering of lesbian images within divergent social 

processes. The lesbian subject is not located in, as if separable from, her media 

environment. Rather, she is modified as lesbian (whether or not she was lesbian before) in 

the moment of her viewing that is always conjoined with the viewing of others. This is not 

an ontological claim but an analytical line of thinking that refuses the subsumption of media 

images to biographical narratives. A flickering of images directly affects bodies and 

expresses historically formed ideas that encompass more than discrete viewing practices. 

The L Wordげゲ ﾏWSｷ; WIﾗﾉﾗｪ┞ デﾗ┌IｴWゲ デｴﾗゲW ┘ｴﾗ Sﾗ ﾐﾗデ ┘;デIｴ ;ゲ ┘Wﾉﾉ ;ゲ デｴﾗゲW ┘ｴﾗ Sﾗき デｴﾗゲW 
who approve of the show or enjoy its visual pleasures, as well as those who do not. In line 

┘ｷデｴ ; Fﾗ┌I;┌ﾉSｷ;ﾐ ┗ｷW┘ ﾗa WデｴｷIゲ ;ゲ け;ﾐ ;┌デﾗﾐﾗﾏﾗ┌ゲ ゲWデ ﾗa デWIｴﾐｷケ┌Wゲ ;ﾐS ヮヴ;IデｷIWゲ H┞ 
which individuals continuously problematize their experience and conduct themselves as 

デｴW ゲ┌HﾃWIデゲ ﾗa ;ﾐ ;WゲデｴWデｷI W┝ｷゲデWﾐIWげ ふH┌ﾐデWヴ ヱΓΓヲが ンヵΓぶが デｴW ;WゲデｴWデｷI W┝ヮヴWゲゲｷﾗﾐ ﾗa 
intimacy is an ethical concern. As the figure of the lesbian transmutes into a form of 

expression within nationalised cultures of intimacy, her political possibility is modified. 

Scholarly understanding of the ethical techniques and practices through which audiences 
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respond to their feeling might consider how convergent media practices express, and are 

changed by their expression of, the lesbian intimate. 
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Notes: 

                                                           
1
 This includes blogs and lesbian media sites such as Autostraddle (www.autostraddle.com) and After 

Ellen (www.afterellen.com) as well as the use of social networking sites such as Facebook. More 
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broadly, lesbian publics include new celebrity and consumer exchanges between lesbian and 

mainstream mediaねmainstream celebrities with lesbian identities rapidly become celebrities of 

ﾉWゲHｷ;ﾐ ﾏWSｷ;く TｴW W┝;ﾏヮﾉW ﾗa M┞Wヴゲ ;ﾐS M┞ﾉWゲげ responses to Blue is the Warmest Color typify 

Iﾗﾐ┗WヴｪWﾐIW ﾏWSｷ;く M┞Wヴゲ ふヲヰヱンぶが ; けaヴWWﾉ;ﾐIW aｷﾉﾏ IヴｷデｷIが H;ゲWS ｷﾐ Bヴﾗﾗﾆﾉ┞ﾐが NW┘ Yﾗヴﾆげが ヮ┌HﾉｷゲｴWゲ 
her review in the online magazine of art and politics, Guernicaく WｴWヴW;ゲ M┞ﾉWゲが ┘ｴﾗ けI;ﾏW デﾗ NW┘ 
Yﾗヴﾆ ｷﾐ ヱΓΑヴ デﾗ HW ; ヮﾗWデげ ふ┘┘┘くWｷﾉWWﾐﾏ┞ﾉWゲくIﾗﾏっHｷﾗくヮｴヮぶが ｴ;ゲ ｴWヴ T┘WWデゲ ヴWヮﾗゲデWS ﾗﾐ デｴW T┌ﾏHﾉWヴ 
blog of Jami Attenberg, another writer living in Brooklyn. I read both views via links posted to 

Facebook. 
2
 Fﾗヴ a┌ヴデｴWヴ SW┗WﾉﾗヮﾏWﾐデ ﾗa DWﾉW┌┣Wげゲ デｴｷﾐﾆｷﾐｪ ｷﾐ デｴW IﾗﾐデW┝デ ﾗa ｷﾏ;ｪWゲが ;ﾏﾗﾐｪ ﾗデｴWヴゲ ゲWW ;ﾉゲﾗ 

Gregory Flaxman (2000) and Anne Sauvagnargues (2013).  
3
 Through reading the fiction of Nicole Brossard (1991). 

4
 For further discussion of Deleuze and queer theory see Chrysanthi Niggiani and Merl Storr (2009). 

Fﾗヴ ; SW┗WﾉﾗヮﾏWﾐデ ;ﾐS Iヴｷデｷケ┌W ﾗa けHWIﾗﾏｷﾐｪげ ｷﾐ ヮ;ヴデｷI┌ﾉ;ヴ ゲWW Cﾉ;ｷヴW CﾗﾉWHヴﾗﾗﾆ ふヲヰヱヱぶく   
5
 This is particularly distinct in print publications such as Diva and G3 in the UK and Girlfriends and 

Curve in the US, whose aesthetic and endorsement of celebrity is largely indistinguishable from 

ｴWデWヴﾗゲW┝┌;ﾉ ┘ﾗﾏWﾐげゲ ﾏ;ｪ;┣ｷﾐWゲく 
6
 Further, the logic of inclusion chimes with the extension of state power into ever more micro 

aspects of everyday life. Diversity of types (butch, working-class) still manifest the expansion and 

intensification of the categorisation process of sexual and emotional citizenship (Berlant 1998) 

without necessarily changing the status of heterosexuality as society-founding (Berlant and Warner 

1998), and reproduces a representational understanding of sexual identities. 
7
 There is a growing (perhaps defining) body of literature (rapidly evolving into the defining thematic 

of queer theory) on gay identities, capitalism and neoliberalism. For example see John DげEﾏｷﾉｷﾗ 
(1983), Lisa Duggan (2003) and Peter Jackson (2009).  
8
 As well as media online, see the book for fans by Showtime and Bolonik (2005). 

9
 Aﾉゲﾗ ゲWW Vｷヴｪｷﾐｷ; Bﾉ┌ﾏ ふヲヰヰヲぶく Bﾉ┌ﾏ IｷデWゲ HBOげゲ Sex and the City, in which the central protagonist 

C;ヴヴｷW ｷゲ ;S┗ｷゲWS H┞ ｴWヴ けWﾉｷデW ┘ｴｷデW ｪ;┞ ﾏ;ﾉW aヴｷWﾐS ぐ デｴ;デ ﾉﾗ┗W ;ﾐS ヴﾗﾏ;ﾐIW ｴ;┗W aﾉWS デｴW ﾉｷ┗Wゲ ﾗa 
デｴW ｴWデWヴﾗゲW┝┌;ﾉ Iﾗ┌ヮﾉW ;ﾐS ヴWﾉﾗI;デWS ｷﾐ デｴW ｪ;┞ Iﾗﾏﾏ┌ﾐｷデ┞げ ふヴΒヵぶく 
10

 In his reading of expression in A Thousand Plateaus (Deleuze and Guattari 1987), Massumi (2002, 

┝ｷ┝ぶ SWゲIヴｷHWゲ ｴﾗ┘ け;ｪｪヴWｪ;デW aﾗヴﾏ;デｷﾗﾐゲげ ﾗa けW┝ヮヴWゲゲｷﾗﾐ-IﾗﾐデWﾐデ ;ヴデｷI┌ﾉ;デｷﾗﾐゲげが ゲ┌Iｴ ;ゲ SWﾉｷﾐケ┌WﾐI┞ 
ふW┝ヮヴWゲゲｷﾗﾐぶ ;ﾐS ヮヴｷゲﾗﾐ ふIﾗﾐデWﾐデぶ けSヴｷaデげく 
11

 Leisha Hailey recently discussed her own viewing of the show is an interview with Diva (Hailey 

2014). 
12

 I ﾏW;ﾐ ｴWヴW デﾗ ヴWaﾗヴﾏ┌ﾉ;デW Fﾗ┌I;┌ﾉデげゲ ふヱΓΑヶぶ Iヴｷデｷケ┌W ﾗa デｴW デヴ┌デｴ ﾗa デｴW ゲWﾉa ｷﾐ ゲW┝ ふゲWW ;ｪ;ｷﾐ 
Berlant 1998). 
13

 Whose intimacy was largely privatised by heteronormative and homophobic spaces of citizenship 

and consumption (see Bell and Valentine 1995).  


