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The United States is currently in its fourth feminist wave where there is a technological 

focus employed to understand the socially stratified atmosphere (Rampton 2015, Cho et al 2013: 

790-95). While the Oxford Dictionary simply defines feminism as, “the advocacy of women’s 

rights on the ground of the equality of both sexes,” there is more to feminism than the simple 

equation of woman to man. First, it is critical to define what society has understood the woman 

to be. Back during the first wave of feminism, before queer rights movements emerged and 

before scholars even questioned the social construction of gender, the woman was equated to a 

female who expressed biologically female secondary sexual traits (Butler, 2017: 185). However, 

social science scholars today have come to the agreement that the idea of the “woman” is a social 

construction, taking place in both the mind of the individual and in the collective conscious, and 

subconscious, of society (Butler, 2017: 185). Accordingly, gender is a performed activity and its 

definition varies depending on social values. Therefore, “Genders can be neither true, nor false, 

neither real nor apparent, neither original nor derived” (Butler, 2017: 186).  Despite the 

intangible nature of gender, it is a real concept, with real consequences. Although, feminism 

relies on the general concept of the woman, the different waves of feminism transpiring 

throughout the last century have primarily been driven by white middle-class women (Cho et al 

2013: 787-788). Consequently, the previous calls for equal rights and sexual liberation demanded 

by white middle-class women neglect to address how structural racism and lower socio-

economic status shape the wants of the greater population of women, who are subjected to these 

oppressive systems on top of patriarchal discrimination. 

However, with a rise in the promotion of equal rights and sexual agency for women of all 

races and classes, as seen in recent Women’s Marches (Alotta et al, 2017: 1-6), feminism is 

beginning to construct its own analytical constructs. These constructs have been employed to 



 
 

2 
 

understand and redress the dynamics of hierarchical social categories, such as race and class, 

embedded within gender, by promoting a praxis methodology through political intersectionality. 

Political intersectionality, “provides an applied dimension to the insights of structural 

intersectionality by offering a framework for contesting power and thereby linking theory to the 

existent and emergent social and political struggles (Cho et al 2013: 800). Essentially, political 

intersectionality is a theory-based mode of action that seeks to reprogram the social world.  

Despite this action theory’s ascension in academics, the fourth wave of feminism has two 

sides to its technologically adapted coin. While technology has provided a social media base that 

promotes visibility, organization, and action of various social movements, these major social 

events are counterbalanced by the massive media exposure our society participates in (Ward and 

Harrison 2005: 3-23). This media exposure takes place through many vehicles, one of the most 

prevalent being film and television, where latent but powerful messages of identity are spoken, 

embodied, and projected from the screen (Ward and Harrison 2005: 3-23). These forms of 

identity are often spoken through stereotypes regarding race, class, and gender and function as a 

form of character compartmentalization. Consequently, the stereotypical identities presented 

through film and television create constrictive social boxes that audiences can either 

subconsciously accept or actively push back against. For example, films have repeatedly boxed 

black women as sexually available to white men and have further repetitiously relegated black 

men to roles of “the pimp, the gangsta, and the hustler” (Henderson 2010: 1218). Consequently, 

while film and television are simple modes of entertainment, their images create and perpetuate 

character identities that reflect how power structures in the real world seek to guide society’s 

collective conscious.  
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Linguistic and visual anthropology offer tools for critiquing the negative impacts that the 

media has on socialization. Linguistic anthropology has identified that women are spoken about 

primarily in relation to men and that their own speech actions are reductive to passive tones and 

center around frivolous conversation (Lakoff 1973: 45-80). Moreover, the theory that language is 

a performative action implicates speech as a form of defining action that creates social 

perceptions and stigmas (Austin 1955: 4-5). Performative language contrasts descriptive 

language because of the contexts in which they can each occur in. Whereas descriptive language 

can occur in any social context, even within a performative context, performative language 

requires 6 simultaneous and agreeing conditions, otherwise known as “felicity conditions” 

(Austin 1955: 14-15). The conditions are as follows. First, there must be an accepted procedure 

with a conventional effect that includes speaking by people in certain circumstances. Secondly, 

the people engaged in the speech activity must be the correct people in correct circumstances for 

the procedure. Thirdly, the procedure must be executed by all participants correctly. Fourthly, 

the procedure must also be done to completion. Fifthly, where a procedure is intended to initiate 

conduct based on thoughts or feelings, the participants must actually have those thoughts or 

feelings. Lastly, the participants must subsequently engage in the conduct. Nonetheless, the 

context of performative language is not limited to real-time interactions. Films’ reliance on 

staged roles allows film to operate as performative language and map precisely onto the 

performative felicity conditions as follows. First and foremost, films are an accepted procedure 

of entertainment with the conventional effect of entertainment and occur through actors that 

speak according to the plot circumstances. Secondly, the actors chosen are deemed to be “the 

correct people” for the film when they are cast in place of others. Thirdly, films are directed so 

that they are executed correctly. Fourthly, edits are made to ensure that the final version of the 
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film executes the procedural entertainment completely. Fifth, because the actors are selectively 

cast into a role, the thoughts and emotions the film’s entertainment procedure require are deemed 

to truly exist within the character. Finally, the plots play out based on the character’s thoughts 

and emotions.  

Because society agrees that film is a procedure of entertainment and this form of 

entertainment transparently meets the 6 felicity conditions, films necessarily generate social 

effects. For instance, the women cast alongside James Bond, known as “Bond Girls” throughout 

the Bond films casts a series of expectations for women. First, these films dictate that women can 

only be a dismissible counterpart to men, and secondly, that women must meet the requirements 

of an attractive temptress in order to even be considered as a counterpart (Neuendorf et al 2007: 

2). However, women are also cast as counterparts in various other stereotypical roles, such as 

“Mama Bears, Bitches, and Monsters,” which all seek to emphasize the role and value of the 

male (Paulson 2005: 131). As previously mentioned, this form of identity translation is often 

spoken through stereotypes, where, “The nature of stereotypes is to insulate themselves from 

historical change, or from counter-examples in the real world. Caricatures breed more 

caricatures, or metamorphose into more harmless forms, or simply repeat, but they are still with 

us” (Henderson 2010: 1207) Therefore, stereotypes in film reproduce social conventions. Thus, 

the stereotypical attractive temptress in the Bond film creates expectations of beauty and conduct 

by utilizing and expanding on previous standards of beauty and behavior for women. While these 

stereotypes can be rebutted and modified, the importance is that they factually exist as 

perceptions and persist as tools for production. Ultimately, these social conventions incorporated 

and reproduced in film then impact current conventions and contribute to the self-perpetuating 

socialization cycle.  
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Inevitably, the outcomes of film occur within our social reality. Moreover, the American 

film industry functions in a capitalist economy where goods are produced for consumption 

(Gordon 1988); in film, women have been produced as an object for consumption (Smelik 2007: 

491-504). In the top 100 grossing movies of 2017, only 17% of film producers were female, 

which signals that women do not own the means of their own production (Women and 

Hollywood 2017). Necessarily, the producer plays a pivotal role in film-making because the 

producer is responsible for script selection and for hiring the directors (Baker and Faulkner 1991: 

279-309). While Hollywood film producers are increasingly having their own creative voice 

reflected in their works and are therefore developing reputations for themselves, it is ultimately 

the writers who bring the characters to life (Becker 2017: 73-76). Writers’ words and producers’ 

goals may thus work in tandem to various degrees, however, it is the words shared on screen that 

manifest the characters. In accordance with the previous statistic, in 2017 only 10% of the top 

100 grossing movies contained women writers, which again reflects the potential disconnect 

responsible for the production of women in an idealistic, male-palliative manner for pure 

consumption (Women and Hollywood 2017). Moreover, although these statistics only convey 

information regarding the production and consumption of mainstream media, the fact that the 

movies with this production dissociation are what the masses are paying to see suggests that 

audiences may seek out these easily digestible, stereotype reproducing films. Consequently, the 

audience is also a key influencer in the media’s reproductions.  

Throughout the development of film and television various theories have developed that 

interpret the media through different social and cultural focuses (Abu-Lughod 2017: 245-56, 

Coote 2017: 131-42, Larkin 2017: 287-98, Sklar 2012: 18-33). Feminist film theory is key to 

understanding the products of the male dominated film world. It developed primarily out of the 
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1970s and took on many different points of analytical interest. Feminist film theory applies 

various frameworks to film ranging from, “semiology, psychoanalysis, textual analysis, and 

theories of ideology,” to create grounded assertions on the way film has historically functioned. 

(Penley 1988: 1). These theories have begun to identify the stereotypes assigned to women along 

with the unrealistic physical appearances (Paulson 2005: 131-41, Smelik 1998: 7-55, Thornham 

1999: 58-69). On the other hand, feminist film theory indicates that feminist films, where women 

are more involved in the process, are described and understood as counter-cinema (Thornham 

1999: 20-40). These films are argued to represent not merely an antithetical version of male 

media, but rather a more conscious appeal to the reality of the feminine experience. It is with this 

ultimate goal in mind that feminist film theory, “proceeds to question and often radically 

renovate not only its ideas about the spectator, the filmic apparatus, enunciation, point of view, 

and narrative form, but also filmic pleasure and belief” (Penley 1988: 2).  

Nonetheless, how women are specifically portrayed through film has real impacts on 

their audiences (Ward and Harrison 2005: 3-23). The proven societal outcomes thus exemplify 

how film as a source of performative language actually effects the real world. Though film 

operates with the intention of entertainment, it can have harmful byproducts with its depictions 

of idealized genders and claims of how genders are supposed to exist in relation to each other 

(Penley 1988: 2, Ward and Harrison 2005: 3-23). Specifically, with regards to female bodies, 

media has been proven to promote the perception of a negative body image and can give rise to 

eating disorders (Gilbert et al 2005: 41-56, Zuckerman and Dubowitz 2009: 59-69). With such 

consequences it is important to understand the messages current films are sending. It is also 

important to question how female woman- identifying- writers are or are not utilizing feminist 



 
 

7 
 

film theory because, as a writer, they are in a role of power that has the potential to reshape 

gender conceptions and relations.  

The purpose of “Productions’ Reproduction: How Female Film Writers Birth the 

Woman,” is to diagnose how female film writers, who identify as woman in modern society, use 

language and contextual character definition as a resource for gender identity performance. This 

study will pick up where Robin Lakoff’s, “Language and Woman’s Place” left off and will use 

some of the findings in Lakoff’s study as part of its data capture and analysis, therefore, it is 

essential to understand the findings in Lakoff’s study. “Language and Woman’s Place” was a 

linguistic study that analyzed anecdotal data on speech by women and about women from her 

peers at Berkeley back in 1973. Based on her evidence, she argued, “The personal identity of 

women thus is linguistically submerged; the language works against the treatment of women, as 

serious persons with individual views” (Lakoff 1973: 45). Consequently, women are not 

perceived as rational, individual people who exist in and of themselves, but rather are 

pigeonholed into an existence only in relation to men, by the linguistic mechanisms of society. 

Lakoff explains a total of 9 gender divisive linguistic strategies, with 6 strategies being in speech 

by women and 3 being in speech about women. 

The 6 strategies in speech by women are: lexical differences, grammatical particles, 

adjective choice, syntactical tag questions, rising intonation in declarative statements, speech acts 

based in requests and suggestions. According to Lakoff, the lexical differences occur where the 

woman’s vocabulary is more refined in subject areas that society deems frivolous, which 

consequently undermines the degree of her intellect. Grammatical particles reference semantic 

information which points to something specific about the speaker. The study contrasts, women’s, 

“Oh dear, you’ve put the peanut butter in the refrigerator again,” with men’s, “Shit, you’ve put 
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the peanut butter in the refrigerator again” (Lakoff 1973: 50). These kinds of grammatical 

particle differences thus designate women as less forceful than men. Thirdly, Lakoff noted that 

women tend to use adjectives that are concerned with trivial reaction, such as, “adorable, lovely, 

divine,” whereas men use neutral adjectives, such as, “great, terrific, cool” (Lakoff 1973: 51-52). 

The difference here is surmised to suggest that women’s adjective choice signals that they are a 

socially disenfranchised individual. Women were observed to use syntactical tag questions when 

providing an assertion. To illustrate, “The war in Vietnam is terrible, isn’t it?” (Lakoff 1973: 54-

55). Tag questions thus seek affirmation which consequently portrays the speaker as insecure. 

Women also used rising intonation in their declarative statements to make their statement 

function as a confirmation seeking question. The example response, “Oh… around 6 o’clock…?” 

to a man’s question asking when dinner will be ready demonstrates how rising intonation acts in 

accordance with validation seeking linguistic patterns (Lakoff 1973: 56). Lastly, Lakoff gathered 

that when making a command, women phrased it as a request or suggestion, rather than men, 

who phrased it as an order. Ultimately, Lakoff maintains that, despite women being socialized to 

unconsciously participate in these derogatory speech acts, they are still necessarily considered 

culprits to the devaluation of strength, individuality, and agency in women.  

Moreover, speech about women functions in a similarly degrading way with the 3 

strategies being, euphemisms, labels with a sexual double standard, and marriage titles. Lakoff 

cites “lady” as a euphemism for “woman” because the term “woman” has sexual connotations. 

However, she also notes that “lady” is also derogatory in that it is often paired with statements 

that question the rationality of women, such as the “crazy cat lady.” Thus, “lady” allows men to 

speak about women without indicting a sense of guilt for the sexualization of the word “woman” 

and to belittle women at the same time (Lakoff 1973: 59). Furthermore, titles are applied to both 
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women and men where only the women’s term is sexualized, such as the pair, “master and 

mistress” (Lakoff 1973: 63). Both the euphemisms and double-standards reveal how the problem 

of the sexualization of women is not just visually, but also linguistically embedded into society. 

Lastly, Lakoff points out the fact that women must change their title based on their marital status, 

“Miss or Mrs.” while men always carry the same title, “Mr.” (Lakoff 1973:72). This title change 

is done with the sole intention of indicating a woman’s relationship to a man, that is whether she 

exists in relation to a man or not. Even if she is single, “Miss,” specifically points this out, 

whereas “Mr.” is able to exist in its own right, without any feminine association. As consequence 

of the sexualization and marked titles, women are disembodied from their intellectual capacity 

and disenfranchised from their agentive autonomy. 

Lakoff’s paper provides a notable perspective on speech and consequential perceptions 

about women, however it is critical to examine how speech associations have progressed since 

1973. Importantly, different industries have developed and have been embraced by mainstream 

American media that support men’s usage of traditionally feminine associated adjectives, such as 

detailed colored choices. This vocabulary is prominent throughout the various seasons of the 

television series Project Runway, where the colorful male vocabulary is indicative of their skill; 

it does not act as a gender or sexuality marker. Interestingly, Judith Butler, who is a critical third 

wave feminist influencer with her theories on gender and sexuality, finds a disconnect between 

language and its performative function and is therefore critical of language being used as the 

“stable ground” for feminist theories about gender (Cacoullos 2000: 91). Subsequently, some 

feminist scholars have questioned linguistic approaches and have posited that, “Thus, the work is 

going on without the "stable ground," but still taking both Women's Studies and American 

Studies beyond the confines of the methodologically formulaic and fixed” (Cacoullos 2000: 97). 
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Yet a 2014 study on sexist language found that sexist language still persists as an indicator of 

structural ideologies that justify a system of gender exclusion and trivialization (Douglas and 

Sutton 2014: 667). Therefore, the social reforms and debates within feminist studies show how 

language is a complex measure for gender. Moreover, gendered language necessarily intersects 

with race and class and requires further study which will likely complicate previous linguistic 

findings on gender identification and subjectification.  

Therefore, “Productions Reproduction: How Female Film Writers Birth the Woman” 

employs a content analysis on film that examines the evident auditory and visual scripts, with 

consideration of character roles, often used in feminist film theory studies, to understand gender 

in association to race and class (Penley 1988: 2). This research provides 4 case studies that 

compare male written originals to female written remakes. This study will utilize the original 

2001 Lara Croft: Tomb Raider and its 2018 remake as well as the 1986 film She’s Gotta Have It 

and its 2017 Netflix series remake. Importantly, all four renditions base the storyline on a central 

female lead character, which thus allows for greater data collection and analysis. Furthermore, 

the original versus remake model provides control over genre, plot, and general character roles. 

Finally, and most critically, these films contain opposing male and female writers. The original 

2001 Lara Croft: Tomb Raider was written by critically acclaimed male writers Patrick Massett 

and John Zinman, while the remake was compositionally voiced through upcoming screenwriter 

Geneva Robertson-Dworet, though Alastair Siddons, a male writer, also contributed. The 

original 1986 She’s Gotta Have It was written exclusively by critically acclaimed Spike Lee. 

While some of the episodes from the new Netflix series still contain writing from Spike Lee and 

other male writers, this series has significant contributions from established female writers.  
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This sample will produce data based on 10 categories that will be used to analyze how the 

woman is comparatively written. The categories are: Beauty, Confidence, Independence, 

Emotional States, Sex, Sexuality, Relationships, Love, Language, and Dress. These categories 

will take into consideration character definition, character relationships, clothing, and will 

examine how some of the previously outlined linguistic measures of Lakoff’s study weave 

throughout the 10 categories to construct gender. The older male versions will first be compared 

to each other to understand the male writer’s conception of the woman. Accordingly, the female 

remakes will be compared to deduce how the female writer portrays the woman. Each original 

will then be compared to their remakes. Ultimately, the comparisons made between these four 

samples will contribute to the understanding of the broader illustration of the woman, with the 

hopes of deducing if and how female writers produce the woman for societal consumption. 

Regarding the methods of this project, each film and episode of the Netflix series were 

viewed twice to ensure ample and accurate data collection in each of the 10 categories. The films 

containing male writers were viewed first to allow for a side by side comparison of how male 

writers portray the woman. The 1986 She’s Gotta Have It was viewed first followed by the 2001 

Lara Croft: Tomb Raider. The female written films were viewed next to surmise how female 

writers convey the woman. The 2018 Tomb Raider was viewed first, followed by the 2017 series 

She’s Gotta Have It. This sequence was repeated during a second round of viewings and data 

collection. This viewing pattern was also utilized because it allowed the corresponding originals 

and remakes to be viewed consecutively for more direct male to female writer comparisons. The 

10 categories were originally selected for during a preliminary viewing of each of these samples. 

Again, these categories are: Beauty, Confidence, Independence, Emotional States, Sex, 

Sexuality, Relationships, Love, Language, and Dress. The Beauty category is defined by 
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allusions to physical appearance, whether positive or negative. The Confidence category is 

defined by a character’s decisiveness in both their actions and statements. The Independence 

category accounts for financial, emotional, and psychological autonomy. The Emotional States 

category refers to how characters feel in response to major plot actions. The Sex category draws 

data based on the sexual activity that occurs in the samples. The Sexuality category captures how 

characters view their own sexual preferences and how they understand the sexual nature of other 

characters. The Relationships category notes not only the existence of a relationship between 

characters, sometimes between more than just two, but also the nature of the relationship. The 

Love category reflects only data where the word “love” was directly stated by a character. The 

Language category contains information regarding new and inventive language as well as 

particularly strong or directed quotes. The visual appearance of the characters was assessed 

based on clothing, or a lack thereof, and defined as the Dress category. These categories act as 

general frames for much of the written and visual content responsible for individual character 

definition and for character relations throughout each of the samples. The specific data collected 

for these categories stems from quoted character lines and outlined character constructs and 

relationships. The analytical discussion of the data findings are as follows.  

The 1986 She’s Gotta Have It is centered around female lead Nola Darling. In this movie 

Nola is a young black woman living on her own, by choice, in Brooklynn who has various sexual 

relationships. Nola has 3 male lovers, Jamie Overstreet, Mars Blackmon, and Greer Childs, who 

she makes play by her own sexual rules. The film captures various perspectives on Nola’s sex 

life, ranging from her own, her 3 lovers, as well as a pursuing lesbian Opal Gilstrap, her 

estranged roommate yet still good friend Clorinda Bradford, Nola’s therapist, and Nola’s father. 

The film uses these various perspectives to expound on how each of Nola’s sexual relationships 
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develop as Nola is forced to make decisions, which ultimately culminates with her leaving each 

of the 3 men and choosing to pursue other sexual relations. This film was written exclusively by 

male writer Spike Lee. With that said, the plot seemingly represents an embracement of a 

woman’s sexual agency and autonomy. However, more can be said about this film when 

measured against the 10 categories.  

No data was gathered on Beauty that came directly from Nola. Rather the data shows 

how her superficial partner Greer Childs views the importance of a woman’s beauty in his 

relationships, with statements such as, “The minute you get fat I’m leaving you.” Repeated 

statements like this ensue by Greer throughout the film, however Nola shrugs these comments 

off and even reproaches him for his viewpoint. Spike Lee’s set up of this dynamic thus portrays a 

general statement about how beauty standards for woman are not only projected but also 

rejected. Although he has Greer be the voice that argues for an ideal, physically fit woman, he 

has Nola push back. This resistance thus acknowledges that while men may have these standards 

it is still possible for the woman to disregard them.  

The Confidence category shows that Nola consistently acts and speaks with confidence. 

In general, she proudly owns her sexuality and specifically asserts that, “Its about owning and 

controlling my body and my mind.” In contrast, Nola’s male lovers have fewer points where they 

exhibit confidence and are all mostly insecure with their relationship to Nola. The opposition of 

confidence that Lee sets up with Nola and her lovers shows how her being confident and in 

charge leaves her lovers feeling powerless. Consequently, Lee suggests that when the woman is 

confident in herself she is a threat to men.  

With regards to the Independence category, Nola lays claim to total financial 

independence. She has her own apartment, a steady job, and even offers to pay for half of the 
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birthday dance that Jaime bought her. She also rejects Greer’s offer of a fully paid 2-week 

vacation in the Caribbean. Lee thus shows that the woman is financially independent and has the 

means to support herself. However, financial independence is only one form of independence. 

Because of her physical dependence on her lovers, which is captured primarily within the data in 

the Sex category, Lee conveys that while the woman can support herself and live as an 

autonomous being, she is still physically bound to men, and men exclusively. 

Regarding the Emotional States category, the film predominantly shows Nola as a 

confident young woman, yet a critical change occurs when Greer suggests that she is a sex 

addict. Nola doubts herself and goes to a therapist; this therapist later says that Nola has a 

healthy sex drive. Nonetheless, Greer’s comments so disturbed Nola that she sought professional 

validation. Moreover, Nola feels guilty as she balances all 3 men. This latent guilt is expressed 

when she dreams that the imaginary 3 girlfriends of the 3 men she is seeing all conspire to set her 

on fire. Notably, typical emotional states for Nola’s three lovers are projected throughout the 

movie in that they are all in a state of either lust or anger. These varying emotional states show 

what Lee thinks the woman and man are each allowed to feel. Although he projects Nola’s 

confidence throughout the film, she becomes quick to doubt herself based on 1 male’s comment; 

Greer’s comment also further shows how men harmfully misinterpret women who have a healthy 

sex drive. Furthermore, although both Mars and Jaime take on multiple lovers in the film, neither 

men express guilt for their actions while Nola does. Lee’s inclusions of this expression of guilt 

thus limits Nola’s true freedom and suggests that the woman must still always be concerned 

about consequences, unlike their male counterparts.  

Moreover, much data was collected in the Sex category because Nola’s sex life provides 

the essential plot line of the film. Her sex life is depicted to be ritualistic with her various rules, 
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such as her only having sex in her “loving bed,” and her use of candles. She exclusively partakes 

in heterosexual sex though she asks Opal what it is like to have sex with a woman and later 

kisses her, which shows her potential curiosity for the other sex. Nola is also portrayed as 

dependent on her sexual relationships. This is best conveyed when she fails to satisfy herself 

through masturbation and calls Jaime over to have sex. Lee’s depiction of Nola’s sex life thus 

limits the woman’s sexual availability. Because Nola only has sex with men and refuses to 

engage in sexual relations with women, Lee projects that women are only sexually available to 

men. Importantly, Mars makes the comment, “All men want freaks, just not for a wife,” which 

shows how Nola’s sexual embracement may be stereotyped. However, the fact that Lee chooses 

to embrace Nola’s sexual needs but does not write her with any relationship goals, other than 

personal freedom, suggests that the woman can have sexual freedom and does not need to be 

anchored by relationships to have this sexual freedom.  

Nonetheless, the Sexuality category takes on deeper questions that go beyond a basic 

understanding of heterosexuality. While Nola owns her sexuality as a positive aspect of her life, 

she argues that men take on a form of sexuality where they are either decent or dogs. 

Interestingly, Jaime is threatened by Opal’s sexuality. Jaime also says that based on Opal’s looks 

he would have never thought she was gay; Opal maintains that looks have nothing to do with it. 

Through Nola’s character, Lee thus makes it ok for a heterosexual woman to own her sexuality. 

However, when a homosexual/gay woman owns her sexuality, it becomes a threat to 

heterosexual men because it creates competition for sexual access to women. Also importantly, 

Lee comments on how looks are tied into perceptions of sexuality. Although Jaime projects a 

misconception, Lee has Opal negate that sexuality is tied to one’s physical appearance. 
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Consequently, Lee supports that the woman, whether she looks woman or not, is allowed to have 

whatever sexual embodiment and sexual preference she desires.  

Relationships is yet another very dynamic category. The film opens with the notion that 

Nola is not capable of having a good roommate relationship and her relationship with her parents 

is also suggested to be non-existent. The primary relationships Nola has is with the 3 men. 

Throughout the duration of the film, she had the most serious relationship with Jaime because 

while it was sexual it was also romantic. When Jaime forces Nola to either keep him by dropping 

the others or to let him go, Nola chooses to keep her relationship with Jaime. However, when she 

realizes Jaime is looking for a wife, Nola maintains that she does not want to be a wife, 

“something possessed, or something owned,” so she breaks ups with Jaime. Thus, the film ends 

with Nola having no relationships to anyone, but she is a highlighted as both comfortable and 

confident in her singleness. The way Lee concludes the movie thus reinforces that the woman 

does not have to be tethered by a relationship. 

Moving to the Love category, the only person Nola says she loves is Jaime and it is 

always right before sex. Importantly, when Mars says that he and she are in love she corrects him 

and says that they are only “in like.” The scenes regarding love thus send multiple messages 

about the purpose and use of love. Lee’s positioning of Nola’s love with Jaime and Mars shows 

how the woman can choose to include love in her sexual relationships. While love was present in 

her and Jaime’s relationship, it was not in her and Mar’s relationship. Consequently, Lee makes 

the statement that a woman does not have to be in love to have sex.  

Specific words denoting gendered labels and phrases that referred to traditional gender 

roles were collected in the Language category. Labels applied to Nola include “freak,” 

“homewrecker,” “sweetheart,” and “honey.” The majority of these labels were used by men to 
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either describe her or to directly address her. Importantly, these labels were applied to Nola with 

the intent of either calming her down or persuading her to see the situations the men’s way. With 

this kind of label application, Lee thus supports the findings of Lakoff’s previous paper where 

labels are used to placate women into a supportive rather than autonomous role. Notably, 

although these labels are placed on Nola, she makes it clear that she does not believe in labels, 

especially the label “freak.” Thus, while Lee assigns these labels he does not force his character 

to accept them, so Nola’s character could ultimately then be showing how it is possible to push 

back against labels. Moreover, phrases such as, “a nice lady doesn’t go humping from bed to 

bed” and “the food is indicative of marriage material” is also indicative of gender role definition 

and assignment. Both of these statements are made by Greer. The first is an insult and the second 

is meant as a complement. Defining what a nice lady does uses the degrading terminology found 

in Lakoff’s paper as a means of limiting Nola’s sexuality. The equation of making good food to 

being marriage material places the woman back in the kitchen. Consequently, both phrases put 

limitations on the woman, however, Nola’s reactions again suggest that Lee could be pushing 

back against these traditional gender roles. Significantly, Greer also makes the comment that 

Nola created a, “3-headed, 6-armed, 6-legged, 3 penis monster,” and that all 3 men let her. This 

is a label given to the men by a man and acts as a concise label for Nola’s male relationships. 

Whereas the film conveys that from Nola’s perspective each man is a part of a healthy whole, the 

male perspective turns this relationships dynamic into something abnormal and monstrous, as if 

it is to be feared. Consequently, Lee suggests with this label that men are afraid of what they 

become when a woman includes them in her non-monogamous lifestyle.  

Data was also gathered on how characters were dressed in relation to each other. 

Although the film primarily has Nola and her male counterparts equally modestly dressed, a 
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drastic difference occurs with the amounts of nudity presented in the sex scenes. During each of 

Nola’s sex scenes with each of the 3 men and even in her masturbation scene there is a very 

pointed focus on Nola’s bare breasts. An equality does occur in Nola and Greer’s scene because 

both of their bare butts are equally shown. However, in Nola and Mar’s scene Mars still has his 

shoes on, which adds humor to his character rather than sexualizing him. Consequently, Lee’s 

greater focus on the nude female body shows that his woman is more sexualized than his men.  

Continuing with the male written originals comes the analysis of the 2001 Lara Croft: 

Tomb Raider. In this film, Lara Croft is the main character. She is a young, upper class, white 

woman. Lara lives in London in Croft Manor where she trains at her secret profession as a tomb 

raider. The plot ensues when Lara discovers a newly ticking clock which acts as a key to the 

ultimate power of time control. After discovering the nature of this clock, Lara goes on an 

action-packed adventure to prevent the key and its pieces from falling into the hands of the 

Illuminati. All the while she is both assisted and fought off by male characters. This film was 

written by two male writers, Patrick Massett and John Zinman. Because there were no references 

regarding beauty or sex, no data was collected for these categories, however the remaining 8 

categories offer ample information regarding Massett and Zinman’s construction of the woman.  

The Confidence category had the most data collection as there were many allusions to 

Lara’s self-assured and competent nature. The film opens with her successfully fighting off a 

robot that is programmed to kill her; she then proceeds to tell her programmer to make the 

robot’s fight more challenging. She then also hammered the mysterious ticking clock to pieces 

because she realized the clock was just a camouflage before anyone else realized this. There are 

numerous fight scenes where she single-handedly fights off multiple men. Lara also stays cool 

and collected with guns drawn at her and even makes statements such as, “You’re welcome to 
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try and kill me then.” Furthermore, when the main antagonist, Mr. Powell had a gun drawn at her 

and threatened to kill her, she turned her back and walked away unharmed. When she later pairs 

up with this antagonist to find the missing piece, she willingly takes the lead throughout the 

mission. Importantly, when interacting with Lara, some of the male characters express a lack of 

confidence. Examples include Mr. Powell playing dumb about his knowledge of the clock and 

Alex, Lara’s former tomb raiding partner, calling her over-rated. All of this data works together 

to demonstrate how Lara is a woman of cunning action who successfully outplays her opponents; 

her opponents also understand just how threatening she really is. Therefore, Massett and Zinman 

present a female lead whose confidence is backed by competence.  

The Independence category also seemingly supports Lara as a self-sufficient character. 

Throughout the film she acts successfully on her own, ranging from finding the clock and all of 

its pieces, to solving tomb puzzles, and winning her woman to man combats. However, while 

Lara is able to defend herself and successfully complete missions, there is a fundamental flaw to 

her independence. The main reason Lara is able to live on her own, educate herself, and train at 

the high level she does is due to her late father’s money. Consequently, although Massett and 

Zinman show how a woman can effectively use her resources to achieve success, her financial 

means was handed to her. Because Lara’s independence is directly connected to her father’s 

wealth, the writers imply that the woman must still have a financial dependency on the man.  

According to the Emotional States category, Lara expresses a range of emotions. Other 

than her initial determined and confident attitude, the first glimpse of an altered emotional state 

comes on May 15th, the day her father was declared missing in action; she is apparently sad and 

claims that this day will always be a sad day. Later that night Lara begins to dream about her 

father but suddenly wakes up and draws a knife out from under her pillowcase, as if she is 
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paranoid about her safety. Emotions bubble up again when she gains control of the time piece 

and is able to see her father; when this happens, she at first becomes hopeful to save him but then 

sad when she listens to his reasoning for why she needs to leave him in the past. Finally, in the 

midst of the cave crumbling around her, Lara gives into her anger and decides to fight the 

already wounded Mr. Powell in an effort to get her dad’s watch back from him. With all of this 

data in mind, it becomes apparent that Lara’s emotional gage is triggered when it comes to her 

father. While she maintains composure when tasked with her missions, and even during fight 

scenes, anytime her father is brought up it provokes a strong negative emotional response. 

Consequently, the writers convey that while she had a deep connection with her father and that 

he is a source of motivation, he also acts as a force that clouds her judgement. Ultimately, 

Massett and Zinman convey that the woman, no matter how methodical and reasonable, can 

easily flip a switch due to emotional triggers.  

Lara’s sexuality was expressed in only 2 pieces of data within the Sexuality category. 

The first allusion to Lara’s sexuality occurs immediately following her shower scene when her 

butler asks her to put on a dress and she drops her towel to reveal her nude body instead. The 

second allusion occurs when Lara blows a kiss to an older man on the plane ride to the final 

piece’s destination site. These 2 references show Lara embracing her body and charms. In the 

first situation she is rebelling against the wishes of a man. In the second, she plays upon the role 

of the seductress to establish her dominance and ability to manipulate her male partners. The 

intent that Massett and Zinman give Lara’s expressions of sexuality thus demonstrate how Lara 

purposely uses her sexuality as a tool of agency. Consequently, the male writers suggest that 

female sexuality has a power, and that the woman can be in control of that power and are not 

simply subjected to the minimizing power of the male gaze.  
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Regarding the Relationships category, Lara has 3 primary relationships. The first and 

most important relationship she has is with her deceased father. The film shows how her dad 

would confide information in her when she was young. The plot then utilizes flashbacks to set up 

him giving her the mission to prevent the Illuminati from controlling time. The next major 

relationship occurs between Lara and Mr. Powell as they enter a forced partnership to find the 

last piece of the time control artifact. Lastly, Lara exhibits a complex relationship to former tomb 

raiding partner Alex. Their initial interaction in the film suggests that they are spurned lovers 

because Alex betrayed her. However, Lara eventually comes to work alongside him and Mr. 

Powell. Furthermore, when Mr. Powell shoots Alex, Lara reveals her knowledge regarding the 

time piece so that Mr. Powell could reverse the time and she could save Alex. All 3 relationships 

occur with a man. While her relationship to her father primarily empowers her and motivates her, 

her relationship with Mr. Powell is antagonistic as he is set up to be the villain in contrast to her 

as the heroine. Her relationship with Alex develops more complexly as it is both a love-hate and 

a work-romantic relationship. Although these relationships all have different dynamics and feed 

back into the plot, the male dominated relationships demonstrate that Massett and Zinman place 

the woman solely in relation to men. 

The Love category contained only 1 piece of data. A direct reference to love came 

through Lara’s father’s letter to her. After giving Lara her mission, he concluded the letter by 

saying he loves her. This is the only reference to love in the entire movie and it is spoken through 

the voice of her dead father. Although Lara’s love for her father can be implied, it is never 

spoken. Consequently, Massett and Zinman show how the woman can be loved but does not 

herself have to say it. Significantly, this loving relationship is between Lara and her father, not 
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Lara and a male lover. Therefore, the writers also convey that the woman does not have to be 

enraptured by romantic love but can be anchored by familial love.  

The Language category all consisted of data capturing varying uses of the word “lady.” 

When Lara’s butler asks her to put on a dress by saying, “A lady should be modest,” Lara 

promptly replies by dropping her towel and repeating, “A lady should be modest.” Moreover, 

Mr. Powell addresses Lara as Lady Croft. When Alex prompts the men working in the tomb to 

pick up their pace, he refers to them as ladies. As discussed in the literature review, Lakoff found 

that the use of the term lady is actually derogatory towards women; in this film it is used by the 

men in similar derogatory ways, while Lara establishes that she does not belong to that category. 

Although the butler may have good intentions in asking her to wear a dress, his request tries to 

put Lara in a box that Lara quickly breaks free from when she emphasizes the word “lady” in her 

response as she does the exact opposite of what a supposed lady would do. Mr. Powell’s address 

of Lara as Lady Croft is technically proper given their formal relationship, nonetheless, his usage 

still downplays Lara’s intelligence and technical skills as a tomb raider. Alex’s use of the word 

most clearly abuses the term by using it as a direct insult to the men because the word refers to 

the opposite and implicitly weaker gender. These different references thus suggest that the 

writers are aware of how the term “lady” is derogatory. Furthermore, it perpetuates the 

derogatory nature of the word by having Lara dissociate herself from it. Therefore, in the eyes of 

Massett and Zinman the woman should not be a lady if she wants to be respected.  

Lara provides the key points for analysis of dress throughout the film. In the beginning 

fight scene with the robot Lara is practicing in shorts. The writers then included a shower scene 

with fog covering her nudity and move to exposing her back and side of her breast when she 

drops her towel. However, this shower scene and brief nudity is partially offset by her male 
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counterpart Alex, who also has a shower scene and accidentally drops his towel revealing his 

full-frontal view to Lara, but not to the camera. Other data on dress include her night shirt only 

being buttoned once in the middle so that it revealed her stomach as she was practicing her 

jumping at night and her finally putting on the butler’s dress to visit her father’s grave at the end. 

While the shorts in the practice scene seem unnecessarily scant, an argument could be made for 

their allowance of flexibility. The 2 shower and towel scenes nearly equate the expression of 

female and male nudity; however, Lara’s body was exposed to the camera. The nightshirt seems 

as a blatant attempt to show off the female form while the ending dress seeks to represent the 

femininity of the female form. Consequently, Massett and Zinman sexualize the woman by the 

lack of clothing and improper button fastening they give her while also representing their ideal 

respectable feminine female by entrapping her in the dress she so long avoided.  

Comparing Lee’s depiction of the woman to Massett and Zinman’s depiction offers 

insight on how different males portray the woman. Importantly, She’s Gotta Have It and Lara 

Croft: Tomb Raider belong to different genres, which has a possible influence on how each of 

the portrayals measures within the 10 categories; She’s Gotta Have It is a drama and Tomb 

Raider is an action movie. Beginning with the Beauty category, Lee presents an attractive 

woman who rejects the beauty standards and expectations of men. However, Massett and 

Zinman did not provide any character traits, relations, or plot development to suggest how the 

woman is connected to beauty. The Confidence category shows that both sets of writers created a 

confident woman. Importantly, each woman’s confidence had different implications. Lee’s 

woman’s self-confidence proves detrimental to her relationships because it creates an inferiority 

complex in her male partners. Massett and Zinman’s woman’s self-confidence also threatens the 

males she interacts with but her confidence functions more as a compliment to her own 
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intellectual and technical competence. The Independence category shows how the sets of writers 

inversely portray the woman’s independence. While Lee writes a woman that is financially 

independent but physically dependent on men for sex, Massett and Zinman write a woman who 

is financially dependent on a man but is physically independent because of her superior fighting 

skills. Both sets of writers link the woman’s emotional state to men. Lee riddles his woman with 

guilt and doubt for her actions with men, while Massett and Zinman altars the rationality of 

Lara’s actions when she is emotionally triggered by the loss of her father. Similar to the Beauty 

category, Massett and Zinman did not provide any data for the Sex category. Contrastingly, Lee 

uses the sex category to make an important point about his woman. He makes it clear that while 

the woman is free to have sex without having a relationship, he limits her to only being sexually 

available to men. The data found in the Sexuality category demonstrates how both sets of writers 

project a positive role for the woman’s sexuality. Lee asserts that it is acceptable for both 

heterosexual and homosexual women to own their sexuality, even if it threatens the male. He 

further frees the woman’s sexuality by claiming that sexual orientation is not limited by one’s 

physical appearance. Massett and Zinman similarly free the woman’s sexuality by showing how 

the woman can find power in her sexuality and exert it to overcome the historically minimizing 

effects of the male gaze. The Relationships category shows how both sets of writers portray their 

woman primarily in relation to men, but each film sends a different message. Lee focuses his 

woman within her sexual and romantic relationships but because she acts freely within them and 

chooses to ultimately end them, Lee presents that the woman does not need to be bound to a 

relationship to be happy. By not including any other female characters in their film, Massett and 

Zinman necessarily represent that the woman’s relationship to the man is the most important, 

whether it is a familial, work, or romantic relationship. The Love category demonstrates the 
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different ways the woman can use love. Lee suggests that the woman can exploit love to 

manipulate men. Massett and Zinman simply state that the woman does not need to have 

romantic love in her life to be fulfilled. Lee and Massett and Zinman have the greatest contrast in 

the Language category because Lee conveys traditional gender labels and roles through language 

but ultimately has his woman reject them. Meanwhile, Massett and Zinman perpetuate the 

derogatory use of the word “lady” to ultimately suggest the woman can only be respected by 

breaking from this terminology. Finally, the Dress category shows that the male writers sexualize 

the woman. While both Lee and Massett and Zinman emphasize female nudity as a form of 

sexualization, Massett and Zinman further use dress to restrain the woman to an ideal femininity.  

The 10 categories thus offer insight on how the male constructs the woman. Lee’s 

construction of the woman takes place within a plot context that focuses on sexual relationships 

between a black woman with black men. Massett and Zinman create their woman as a white 

adventurer who fights off white men for the greater good. Although both sets of writers construct 

their version of the woman around the same time frame, their women are necessarily driven by 

the differing plots, character definitions and character interactions. While Lee and Massett and 

Zinman agree that the woman can be confident, has limited forms of independence, is 

emotionally affected, does not require romantic love but primarily has relations to men, can 

embrace their sexuality, and is meant to be sexualized, there are a few points where these writers 

differ. Lee takes a strong stance that refutes idealized views of beauty, gender labels and gender 

roles, although he still limits the woman by only making her sexually available to men. Massett 

and Zinman do not write the woman in regards to beauty and sex, but reinforce stereotypes of 

language about woman and idealize the woman’s femininity. Ultimately, this comparison of the 

male perspective shows the different ways that the woman is both freed and restricted according 
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to social norms embedded within the 10 categories. Furthermore, these comparisions allow the 

original female leads to be compared to the leads of the remakes to see how the female writers 

confirm, reject, or diversify the male outlined conceptions of the woman. 

Moving to the female written remakes, the 2018 Tomb Raider gives the original plot a 

modern twist. In this film, Lara Croft is still the central character, but she is now a young, 

struggling, white woman. Initially Lara works hard to support herself as a courier because she 

refuses to sign over her missing father’s company and assets to herself. However, upon her later 

intent to sign over her father’s possessions, she learns of his research work on the Himiko 

project. Despite a video of her father requesting that she burn all of his research, Lara decides 

that she must follow his research in order to find him. Her journey to find her father and return 

home safely transforms into an obstacle filled mission. Like the original, Lara is assisted by and 

contends primarily against men. This film was written by 1 female writer, Geneva Robertson-

Dworet, though 1 male writer, Alastair Siddons, also contributed. Again, paralleling the original, 

this film had no linguistic references to beauty or sex, so the remaining categories speak the 

writers’ conception of the woman. 

 The Confidence category offered mixed data on Lara’s confidence. The opening scene of 

the film shows Lara in a boxing ring about to be subdued by her opponent, causing her trainer to 

demand Lara to make a decision; Lara ultimately taps. Hesitation again appears towards the end 

of the film as the antagonist Mr. Vogel forces Lara to lead the way through the tomb. However, 

Lara does display confidence when she volunteers to be the fox in a racing game for money and 

when she dictates the plan to takeover Vogel’s camp. The level of confidence Lara has in each of 

these situations is associated with the stakes of the consequences. Tapping out in the fight meant 

that Lara was not confident she could resist getting knocked out, however this fighting was done 
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in a controlled setting where her ultimate decision was inconsequential. In contrast, her 

leadership through the tomb put lives at stake and some men did die because of it; she was an 

unwilling leader here because she knew that treading the unknown was bound to have serious 

consequences. Her volunteerism took place at the beginning of the film and proved to be 

consequential as it crash landed her in jail and without any money. Finally, her leadership in the 

takeover of Vogel’s camp only lasted a brief moment before she was captured by Vogel himself. 

These situations thus show that while Lara is capable of making decisions, her actions still lack 

the confidence necessary to successfully lead herself and others. Ultimately, she is the only one 

to make it out of the tomb alive, even though it was her decision for them to open and enter the 

tomb. Inevitably, Robertson-Dworet and Siddons convey that Lara is thoughtful but fumbles 

time and again when she needs to act. Her improper execution suggests that the woman is 

capable of making her own choices but is not the most competent executer.  

The Independence category data suggests that Lara is seeking independence, although is 

not necessarily successfully independent. Despite having a massive inheritance waiting for her, 

Lara chose to work for a living, causing her to struggle to make ends meet. Nonetheless, she does 

what she has to do; she even goes as far as pawning the only thing she has to remember her 

father by in order to track him down. The film also makes it apparent that since her father left her 

as a child, she feels the need to always be independent. However, when it comes to rescuing her 

father, she adopts a male partner, Lu Ren, who makes a significant contribution to the mission; 

he provided and sailed the ship to the remote island, figured out a critical puzzling piece of her 

father’s research, and even stayed behind to dig Lara out of the destroyed tomb at the end. With 

that said, Lara does successfully evade capture from the skilled tracker by killing him and 

prevents Vogel from spreading the plague by killing him, which also allows her to escape the 
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crumbling tomb. Despite these 2 feats that ensure her independent survival, the film culminates 

with Lara signing over her financial independence with her signature for her father’s company 

and assets; immediately after signing, Lara realizes her next mission. Therefore, before Lara 

embarks on her rescue mission she is financially struggling but was nonetheless surviving, on the 

mission she is heavily dependent on her partner Lu Ren, and after the mission, she is no longer 

financially independent. These sequences of independence and dependence suggest how 

Robertson-Dworet and Siddons understand when it is ok for the woman to be independent. 

Accordingly, the woman can choose to be financially independent and struggle or she can accept 

financial dependence and open opportunities, as Lara did in gaining the company and learning 

her new mission. In terms of pursuing personal goals independently, Lara’s teamwork with Lu 

Ren suggests that the woman still needs a man’s muscle to help her succeed.  

The data for the Emotional States category shows that Lara’s range of emotions coincides 

with her perceptions about her father and with her fight or flight responses. Initially, her feelings 

of hope that her father was still alive is what motivated her to pursue his research and find him. 

However, once on the rescue mission, Lara is in constant fight or flight mode. She jumps back 

and forth from being scared to angry. Yet when she does finally discover that her father is alive, 

her hope is revived. While Lara is overjoyed at the thought that she and her father will return 

home, her father appears to be delusional while Vogel, the man preventing them from leaving, 

has become unhinged. The different motivations for the characters’ emotional states 

demonstrates how the writers portray acceptable emotional responses for both the woman and 

the man. For Lara it is her emotional investment in her father that leads her to various emotional 

states. Her father’s investment in the safety of mankind is what leads to the perception that he is 

delusional. Lastly, Vogel’s 7-year long time investment for opening the tomb is what leaves him 
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unhinged. Subsequently, Lara is motivated by a familial relationship, while the men are 

motivated by what could be understood as a “greater cause.” Ultimately then, the Robertson-

Dworet and Siddons show that the woman’s emotions are dictated by her personal bonds while 

the man’s emotions are dependent on large scale concerns, such as all of humanity and time.  

Only one piece of data was collected for the Sexuality category. The allusion to Lara’s 

sexuality was done by herself when she was interacting with her manager. When he asked her 

why she was a bike courier she teased him by saying that it was so she could be close to him. 

Although this reference is brief, it is meaningful in that it shows that Lara is aware of the male 

centric world and plays upon it for the sake of humor. Consequently, Robertson-Dworet and 

Siddons demonstrate that despite the sexualization of women, the woman can use her sexuality 

to make jokes at the expense of men.  

In this film, Lara has 4 key relationships relevant to the Relationships category. The plot 

motivating relationship is the one Lara has with her father. Despite not seeing him for years, she 

still feels connected enough to search for him. Importantly, he did not ask her to search for him 

but to instead burn his research. The next critical relationship is the one Lara develops with Lu 

Ren as he becomes her essential partner in crime on the rescue mission. They work together in 

life or death situations and express loyalty through their actions. Thirdly, Lara engages in a 

forced partnership with Vogel in order to save her father’s life. Finally, when Lara becomes the 

head of her father’s company she becomes the supervisor of Anna Miller, who was also Lara’s 

legal guardian before Lara turned 18, and it is implied that Anna Miller is the next villain Lara 

will have to face. While her relationships with her father and Lu Ren both show how men try to 

protect and help her, her relationship to Vogel demonstrates how a man takes advantage of her. 

Moreover, Lara’s relationship to Anna Miller provides a complex example where the 
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relationship evolves from Lara being Anna’s legal charge, to Lara being her boss, and finally to 

them becoming enemies. With these relationships Robertson-Dworet and Siddons suggest that 

the woman can exist alongside both men and women as either friend or foe.  

The Love category has only 2 points of data which show that Lara only loves her father. 

In a flashback the film shows Lara’s father giving her a green necklace. He gave this to her when 

she was young as a way of telling her that he loves her and for her to be able to feel like her love 

for him was felt even when he was away. The film also has multiple scenes of Lara and her 

father saying good-bye. In these scenes her father says, “Daddy loves you” and they both hold 2 

fingers up to complete the message. Importantly, while the data clearly demonstrates the father’s 

love for Lara, it is only when Lara’s motivation is considered that her love is demonstrated, 

because she never directly states her love for her father. Lara’s physical response to her father’s 

statement of love shows that she receives and feels his love. Therefore, these 2 pieces of data 

ultimately show that Lara expresses her love for her father through her actions. Because her 

father is the only person she loves, and her search for him is what drives the plot, Robertson-

Dworet and Siddons convey that the woman is driven to action through love; unlike the man, 

who can have a knowledge driven purpose as demonstrated through Lara’s father initial 

embarkation on his research project.  

Language data was collected from both Lara and her partner Lu Ren. Lara’s language 

was used to reinforce her financial independence with her phrase, “his wealth, not mine” when 

referring to her father’s inheritance. Significantly, when she was pawning her dad’s necklace the 

shop owner’s wife accused him of flirting with her. Another important language feature was that 

Lara travelled to a foreign country without first learning the language. The first piece of data 

reinforces her awareness of reality and her desire to be independent. The third piece of data 
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shows how her constrained language allows her to be taken advantage of because her reliance on 

English almost gets her robbed. The second piece of data functions to show how monetary 

exchanges are embedded in linguistic social exchanges. The language data Lu Ren provides 

establishes more information regarding the nature of men. He says, “Some men like dangerous 

women,” and follows this statement with “Some men are foolish.” His quote thus says that men 

who like dangerous women are foolish. This statement then suggests how men’s desire for 

women is what gets in men’s way. Conversely, Lara’s language shows how she gets in her own 

way by trying to be independent, not learning a language, and not flirting back with the 

pawnshop clerk. Robertson-Dworet and Siddons ultimately suggest that the woman gets in her 

own way, in addition to causing problems for men.  

The various clothing that Lara wears throughout the film illustrates her evolution into a 

stronger character. In the first scene Lara is shown in the boxing ring wearing only a sports bra 

and a skirt. Throughout the rest of the film she primarily wears 1 outfit, which is a pair of pants, 

a tank top, and her hair pulled back in a ponytail. However, at the end of the film she walks into 

her dad’s company and signs it over to herself while wearing jeans, a leather jacket, and her hair 

in a braid. Although in the first scene she has a scant amount of clothes, the clothes demonstrate 

a more functional use rather than a form of sexualization; importantly, she fails in her match as 

she is wearing this clothing. Her second and main outfit primarily has her body covered with the 

exception of her toned arms, which may act as an allusion to her strength. The final scene shows 

her progression to a hardened attitude with the leather jacket and tight braid. The strategic 

changes in dress thus represent character development rather than mere sexualization. 

Consequently, Robertson-Dworet and Siddons illustrate the woman’s abilities and strength 

through her clothing to recognize that the woman is more than her body.  
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Continuing with female writing, the 2017 Netflix series She’s Gotta Have It contains 10 

episodes that maintain many of the same characters as the original and are still structured around 

the role Nola Darling’s lovers play in her life. However, the series contains additional characters 

and plot development. While Nola is still the young black woman living in Brooklyn balancing 

sexual relationships between 3 men, Jaime Overstreet, Mars Blackmon, and Greer Childs, this 

series adds Opal Gilstrap to the list of lovers and provides Nola with more platonic friendships 

and a stronger focus on her career. Similar to the original, the series leaves off without Nola 

explicitly choosing a lover. This series, like the 2018 remake Tomb Raider, has both male and 

female writers. However, the series cleanly breaks up the writing by episodes and it is thus 

possible to analyze the 5 episodes that were written solely by a woman to understand how each 

of the female writer’s create the woman through the 10 categories. 

The first episode written by a female writer is Episode 2: # BootyFull (SELF-

ACCEPTANCE), written by Radha Blank. This episode focuses on Nola’s career goals as an 

artist by highlighting her intention to free the black female form with a portrait of her friend 

Shemekka. It is with this plot line in mind that the data corresponds to the categories. While it 

did not have any data for the Sex, Sexuality, Relationships, or Love categories, the Beauty 

category contains the most data for this episode as it creates a discussion revolving around the 

female form and the implications of changing it. When Nola is painting the portrait of 

Shemekka, Shemekka makes it clear that she intends to get butt injections because she thinks her 

butt is too flat. While Nola supports her friend, she also questions the kind of example Shemekka 

is setting for her daughter and says, “It’s hard enough for little black girls being told they are 

ugly.” The episode also makes it apparent that there is a show called, “She Ass’ed For It” where 

women compete to get butt injections. As a bus passes by with an advertisement for the show, 
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Clorinda, Nola’s only original friend, asserts that any woman willing to change her appearance 

reinforces and supports the male gaze. Later when Nola discusses her portrait of Shemekka with 

her parents, Nola’s mother says that Shemekka, “is hiding all the beautiful brown behind her 

weave.” Nola responds by suggesting that Shemekka’s weave is her armor. Importantly, Blank 

sets forth an example of a woman who wants to change her appearance and provides support 

from 1 woman and contention from 2 other woman. While Nola supports her as a friend and asks 

Shemekka to question her example, she does not judge Shemekka’s actions within a greater 

social context. Clorinda, on the other hand and even though she is also Shemekka’s friend, 

asserts that women should not change their form for the sake of men. Nola’s mother’s comments 

and Nola’s response also suggest a tension between one’s appearance and what it projects to the 

world. Ultimately, Blank suggests that the woman is able to do what she wants to her body for 

her own reasons and regardless of greater social consequences; essentially, the woman should be 

able to act to please herself, rather than others.  

The Confidence category showed how Nola is confident in both her body and talent. Her 

assertion that she would not change her small “boobs” demonstrates her confidence in her 

physical appearance. Nola’s act of putting up street art also shows that she is proud of her work 

and confident in the message she has to share, even though she conceals her identity as the artist 

of these works. These 2 key examples of confidence thus show an apparent self-assuredness. In 

conversation with the Beauty category Blank thus presents that the woman can be secure in her 

image and moreover that her image is not the only thing that defines her.  

The Independence category contained data regarding Nola’s financial and physical 

independence. Nola manages to afford her Brooklynn apartment but dreams of winning the 

Catlett art prize so that she can pay off rent months in advance and just paint. Regarding physical 
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independence, she asserts that she should be allowed to walk home at night by herself without 

being harassed or needing an escort. This particular comment is made because at the end of the 

first episode Nola was harassed when walking home alone at night by a man on the street who 

moved from aggressive verbal comments to physically grabbing her.The sustained financial 

independence and the goals regarding Nola’s future finances shows that even though she may 

struggle month to month to get the rent, she is willing to work to be independent and hopefully 

be able to support herself through her passion. Thus, not only can the woman support herself, but 

she can aim to support herself through her dream. The physical independence is more complex 

because Blank shows while theoretically the woman should be able to travel by herself, the 

woman still needs to know how to protect herself against the dangers of the opposite sex.  

Moreover, the Emotional States category demonstrates the various reactions the 

characters had to the assault. Importantly, all 3 men immediately responded with rage before 

they came up with a more rational solution. Conversely, Nola keeps a calm composure when she 

tells the men about the incident and forces them to focus on her, not the attacker. Although her 

calm demeanor would suggest that she is dealing with the assault well, she later maces a man 

that was just trying to compliment her work. The episode also shows Nola looking into card 

reading, massage, and a religious reading to find answers and healing from the attack. These 

different reactions show a stereotypical form of emotional capacity with male rage and apparent 

female calmness hiding true emotions of anger and fear. Consequently, Blank demonstrates that 

while the man is allowed to be angry, the woman must keep her composure and explore 

alternative routes of healing.  

The Language category offers data from multiple characters as well that are all also 

telling of the woman. In the introduction to this episode Nola acknowledges that, “the black 
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female form is constantly under the gaze of mennnnn-y.” When discussing Nola’s attack and 

how the man repeated, “ay yo ma,” Mars admits to having done this to women as well. On a 

different note, Shemekka asserts, “my daughter is not calling that bitch mommy,” when referring 

to the father’s girlfriend. Moreover, Clorinda creates the term “Diastopian” to name her newest 

curation. Importantly, these examples all place emphasis on terminology. While Nola’s comment 

conveys that many people look at the black female form, Blank stresses that it is all men with the 

specific writing of the subtitles. The “ay yo ma” is just one of many cat calling phrases used to 

obnoxiously get the attention of women. Shemekka’s assertion shows the importance of 

“mommy” as a title, while Clorinda’s term “Diastopian” creates new meaning for the works of 

art in her show. In sum, the language Blank uses not only uses speech to point out how men’s 

actions affect the woman but also to show that the woman is still strongly connected to the 

meaning of maternalism and to show that the woman can make her own language for her 

understanding of the world.  

Regarding dress, both Nola and Shemekka provide examples that significantly stand out. 

In the opening scene, Nola is on her bed narrating the common perceptions about the black 

female form while shown wearing only a bra with her bottom half covered by her blanket. When 

Nola paints Shemekka, Shemekka has on only a strapless bralette and underwear. While these 2 

examples show large amounts of skin, their contexts suggest that these women are not being 

sexualized. Throughout the series, regardless of writer, the opening scene is often of Nola in her 

bed dressed in only underwear. Since this is an intentional trend, used by both men and women, 

and it occurs at the beginning of the episodes, it suggests that the purpose is to actually normalize 

the body, rather than to sexualize it. In Shemekka’s case, her body needed to be shown for Nola 

to paint it; the fact that Nola was painting the body with the intention of freeing the form justifies 
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that the body was being painted for what it was, not what people make it to be, and thus it is not 

sexualized. Ultimately, Bland ascribes to conventions that define the body as something natural 

than sexual.  

The following episode, Episode 3: #LBD (LITTLE BLACK DRESS) was written by 

Lynn Nottage. In this episode Nola purchases the iconic little black dress for herself and wears it 

on dates with each of the 3 men, who all give her upsetting reactions. While this episode did not 

yield data for the Beauty, Sex, or Love categories, the Confidence category provides the first 

points for analysis. Importantly, Nola has decided to see a therapist to work through her issues 

with the assault; her therapist suggests that Nola try some exercise, do something that makes her 

feel confident, or try something new. With this in mind, Nola purchases the little black dress to 

regain a sense of confidence. Later, Jaime challenges Nola for wearing the dress on their date 

and getting him sexually excited by it and says that she should not have worn it if she did not 

want that reaction. Nola responds by saying, “I wear whatever the hell I damn well please.”  

While the purchase of the dress may come off as a form of superficial retail therapy, the dress 

ultimately helps Nola reinforce her views about herself and to reveal the damaging effects of the 

male’s sexualization of female clothing. Because Nola confidently stands up for herself and 

claims that she can make her own decisions based on her opinions, and does not need to consider 

how men will view her, Nottage conveys that while the male gaze exists, the woman does not 

need to conform her dress to avoid it. Furthermore, Nottage suggests that the woman is not 

responsible for the male gaze and that males must be the ones who learn to control themselves.  

The Independence category data shows how Nola aims to be independent. When Greer 

tries to photograph Nola in her little black dress, Nola begins to feel uncomfortable at the 

commands he tells her. She responds by leaving and saying, “I don’t want to be captured, or 



 
 

37 
 

posed, or possessed.” When Nola purchased her little black dress to begin with, she had to split 

the $500 cost amongst 3 separate credit cards. While her assertion to Greer demonstrates an 

assertion of bodily autonomy, the cost splitting shows that while Nola is financially independent, 

she is still financially stressed. With Nola’s response to Greer, Nottage implies that the woman is 

an autonomous being in her own right and is not a product for consumption. On the other hand, 

Nola’s confidence seeking motivation for buying the dress must be considered when analyzing 

the financial responsibility of the purchase. Although Nola struggles to afford it, the fact that the 

dress gave her a powerful feeling that outweighed the price demonstrates how the woman’s 

choice to consume can have empowering psychological effects.  

The data for the Emotional States category is derived from Nola’s therapy session. 

During this session, Nola’s therapist Dr. Jamison gathers that Nola is feeling violated and 

confused from the attack. Nola’s shaken mental state is thus connected to a traumatic event. The 

event had enough of an impact to make her seek professional help. These circumstances thus 

indicate that while the attack was out of Nola’s control, she is able to acknowledge the problem 

and seek out help. Consequently, Nottage writes that the woman is able to rationalize trauma, 

regain control, and have her feelings validated.  

The Sexuality category offers data regarding strictly Nola’s sexuality. Nola narrates to 

the viewer that in middle school she was bullied by a boy as she was growing into her womanly 

body. She notably says, “life was complicated by a quarter pound of flesh.” Later in the show 

Nola says that she feels all 3 men are threatened by her sexuality. Because the data provides 

examples from both Nola’s childhood and adulthood, a narrative about Nola’s sexuality is 

formed. Accordingly, the complication of Nola’s growing breasts establishes that her sexuality 

was a biological decision in her adolescent years that challenged her life. Yet Nola responded to 
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this challenge by embracing her sexual body as a sexual being in her adult years, so much so that 

it now threatens men. With these side by side comparisons Nottage suggests that although the 

woman cannot control her growing body or how the male will sexualize it at any given point, the 

woman does have the power to embrace her body and use it how and with whom she pleases. 

Therefore, Nottage sets up the woman as just as sexually free as the man and further conveys the 

woman’s freed sexuality is actually a threat to male sexuality, rather than a compliment to it.  

The Relationship category specifically outlines Nola and Jaime’s relationship. When 

Jaime takes Nola out to eat at the famous River Café, they run into some of Jaime’s co-workers. 

When Nola suggests they invite them over Jaime says no. This conversation also reveals that 

Jaime is married but separated from his wife. When Jaime says he would rather just keep the 

dinner to him and Nola, Nola says that she is all for keeping a casual relationship with Jaime but 

does not want to be his secret. Her assertion to be publicly acknowledged shows that she does 

not care if she is associated as “the other woman.” The disregard for this label demonstrates that 

she values her relationship with Jaime more than how others perceive it to be. Consequently, 

Nottage projects that the woman, no matter what kind of relationship she is in, should be able to 

express her relationships just as freely as she expresses her sexuality.  

Interestingly, the Language category all revolves around perceptions about Nola’s body 

and dress and is thus interwoven with the Dress Category, where the little black dress is the 

central point of analysis. When referring to the days that Nola was bullied for her body, her mom 

says, “words can’t hurt you, don’t give him your power.” Similarly, when Dr. Jamison 

encourages Nola to do something that makes her feel confident, Dr. Jamison points out that, “the 

solution isn’t covering up, it’s finding your power.” She follows this statement by saying that 

women can be all covered up and men will still harass them. The mens’ language thus proceeds 
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to sexualize Nola in her little black dress. While Jaime said she should not have worn it if she did 

not want attention, Mars blames the dress for the guy who tried to pick her up at the concert they 

attended together, and Greer begins to use sexual language when he photographs Nola in the 

dress. Nola responds in the end by saying, “If men can’t deal with me in a little black dress then 

fuck them.” These pointed phrases all point to the power of language in its ability to empower, 

sexualize and negate responsibility. Nola’s mother’s advice undermines the power of language 

but is itself a strong motivational statement for Nola to understand her power to act beyond 

harmful words. Dr. Jamison’s quote is also derived in the power Nola has to act precisely 

because men’s sexualization of the woman is inevitable. All 3 men prove precisely how the man 

sexualizes the woman through her clothing and then further blames her for the male attention it 

attracts. Nola’s comment recognizes that men refuse to accept the responsibility for sexualizing 

the dress because she asserts that it is just a dress. Consequently, the tension between language, 

body and dress show how sexualization occurs and how the woman can take her power back. 

Thus, through Nola’s mom and therapist, Nottage presents that the woman has power despite the 

body’s sexualization. Through the 3 men, Nottage demonstrates how men justify sexualizing the 

woman for themselves but then blame the woman when other men give her attention. Finally, 

through Nola, Nottage shows how the woman enacts power to spite the sexualization because 

Nola’s response leads into the next episode where she decides to take a break from men.  

Subsequently, in Episode 4: #LuvIzLuv (SEXUALITY IS FLIUD), written by Eisa 

Davis, while Nola is taking a break from men she instead engages in a sexual relationship with a 

former female lover, Opal Gilstrap. Although Nola expresses her admiration for Opal’s 

independence as a mother and strong relationship with her daughter, Nola ultimately fails to 

make a commitment to them both and Opal asks Nola for a break. This episode did not provide 
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data for the Emotional States, Love, and Dress categories. In the Beauty category, the data refers 

to Nola’s art work as well as an indirect reference to Shemekka. While Nola’s artwork is on the 

beauty of the black female form, Nola recognizes that it is important to pair her art with the right 

theoretical language. Shemekka’s form is actually changed in this episode as it shows her getting 

painful silicone butt injections in a motel room. The first example shows how the physical 

interpretation that one seeks to present is further strengthened if it is paired with a message. The 

second example demonstrates the age-old say that beauty is pain. Thus, while a theoretical body 

needs theoretical language for the clear expression of beauty, Shemekka’s physical example 

demonstrates that the real body is subject to more than just language to make it beautiful 

according to society’s standards. As consequence, Davis demonstrates that the ideal beautiful 

woman is captured through words, while the real woman must make physical modifications. 

In this episode the Confidence category data is derived from Nola’s relations with Opal. 

Although Nola seemingly acts with confidence Opal calls her out and says that Nola is never 

truly sure of anything. Nola responds by saying that she needs to learn to trust her intuition, not 

just her impulse. Therefore, even though Nola has been presented as a character that is sure of 

her actions, this episode questions that nature of her decision making to point out that Nola’s 

actions may not be the result of confident decision-making skills. Therefore, Davis shows that 

while the woman may act confidently, there is a difference between following intuition and 

acting on impulse; because she has Nola identify that she needs to trust her intuition, Davis 

presents the confident woman as someone who relies on their intuition.  

The data for the Independence category refers to Nola’s financial independence. After 

one of her therapy sessions Dr. Jamison asks how Nola will be paying and Nola replies by asking 

if she can paint her a painting in exchange; Dr. Jamison simply says maybe. This scene shows 
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that Nola is apparently low on funds and cannot afford her rent, living, and therapy expenses all 

at once. Importantly, Dr. Jamison does not hassle her for the money but is understanding of her 

situation. This forgiving exchange thus shows how the woman can work with other women. 

Therefore, Davis uses Nola to show that the woman is an innovative problem solver and Dr. 

Jamison to show that the woman values more than money.  

Importantly, this is the first female written episode that contains data for the Sex 

category. In this episode Nola and Opal have sex. The fact that Nola has sex with another woman 

is significant in that it portrays that Nola’s sexuality is not limited to biological sex or gender. 

Nonetheless, Nola does not identify as heterosexual, bi, or gay, she simply acts on her sexual 

desires as she pleases.  Therefore, Davis makes the concise statement that the woman can engage 

in sex with whoever and does not need to identify with labels, which further strengthens the 

freedom of the woman’s sexuality.  

However, the data for the Sexuality category complicates how one can actually express 

their sexuality. At the beginning of the episode when Opal is introduced, she claims that she was, 

“not trying to catch feelings” but she was single. Later when Nola shows up to Opal’s apartment 

after being locked out of her own, Opal says she is, “intolerant of the bi-curious late at night.” 

Lastly, Opal says, “It is different when you don’t have a choice,” to indicate that she does not 

have a choice in who she is sexually attracted to. Opal’s first assertion agrees with how Nola has 

represented the woman as a sexually free individual who does not need to be bound by a 

relationship or emotions to have sex. However, Opal complicates what sexuality means to the 

woman who is only sexually attracted to one sex, specifically the same sex. Opal’s frustration 

with Nola presents the perspective that sexuality is not based on choice. Davis’s presentation of 

this perspective thus shows that while 1 woman may not need to be bound to 1 mode of 
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sexuality, another woman might be bound to only 1 mode. Nonetheless, Opal’s first comment 

still asserts Davis’s message that the woman is free to express her sexuality, whether she has a 

choice in her sexual attraction or not. Another key point of analysis comes about when Nola 

attends her gay male friend’s party as his girlfriend to please his parents. This presents the issue 

that not all people come out with their sexuality, especially if their sexuality opposes traditional 

cultural norms. Consequently, Davis widens the scope from the woman and makes a key point 

that the expression of sexuality is ultimately still a choice that may be embedded in the non-

sexual relationships a person has.  

With regards to relationships, the Relationship category further explains Nola’s attraction 

to Opal and shows how their relationship evolves. When at one of her therapy sessions Nola tells 

her therapist that the concepts of monogamy and family were not possible before she met Opal. 

She also adds that Opal is not trying to own her. However, at the end of the episode Opal 

ultimately friend-zones Nola because of Nola’s inability to be consistent.  The fact that Nola 

could not envision having a family before her relationship with Opal shows that family is not 

about composition, but is about feeling. Opal provided Nola with the sense of assuredness and 

security required to commit and raise a family; none of the 3 men were able to do this. Also 

importantly, Nola is able to feel like she is an autonomous being with Opal because Opal is not 

trying to possess her through marriage. However, Nola’s actions jeopardized the relationship 

because she did not show up for Opal’s daughter and that was the deal breaker. Therefore, 

through Opal and Nola’s relationship Davis conveys ideas about how the woman exists within a 

family. Nola shows that the woman requires responsibility and commitment as prerequisites to 

marriage, not a particular sexual body. Furthermore, Davis uses Nola to suggest that the point of 

the institution of marriage is not for the man to possess the wife but rather to create a legally 
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bonded partnership. Opal demonstrates motherly values in that the woman will prioritize the 

wellbeing of her child before she considers any romantic or sexual relationship.  

Lastly, the Language category offered data on the labels regarding sexuality and 

relationships. Although Nola does not believe in labels, she says she would refer to herself as a 

“sex positive polyamorous pansexual.” She also sarcastically questions, “I have to be a good girl 

to get married?” Meanwhile, Opal labels Nola as a “trysexual.” Nola’s perspective on labels 

works to destroy the power of labels, and when she does choose to give her sexuality a 

definition, she makes it the broadest and most accepting label. Her sarcasm regarding marriage 

criticizes the perception that a woman must be a good girl because it implies that the woman 

must be stripped of her sexuality and be perceived as innocent in order to be acceptable for 

marriage. Opal’s comment offers an interesting take on Nola’s sexuality because while Nola sees 

her sexuality as in a perpetually fluid state, Opal suggests that Nola’s sexuality is only under 

experimentation and that she will end up choosing a more selective sexuality. Davis thus 

conveys how labels seek to limit the woman in both her sexuality and marriage; ultimately 

through the broad and inventive labels created by Nola and Opal, Davis suggests that the 

woman’s sexuality does not have to conform to a traditional label. 

The fourth episode written by a woman, Joie Lee, is Episode 7: 

#HowToMakeLoveToANegroWithoutGettingTired. In this episode Nola returns to seeing the 3 

men and there is a special emphasis on the lives and wants of the 3 men. No data was collected 

in the Beauty, Confidence, Independence, or Dress categories. The analysis begins with the 

Emotional State’s category where the data provides information regarding Jaime’s background. 

In this episode Jaime chooses his family over seeing Nola as he feels the need to hold his family 

together for his son. This responsibility reflects the importance of family in the man’s life. 
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However, it also indirectly speaks about the woman because Jaime’s emotional ties lie with his 

family, rather than with Nola. Therefore, Joie Lee shows an example of some complex 

considerations that create or negate an emotional value for the single woman.  

While the previous category exemplified Jaime’s family life, the Sex category offers 

perspective on Greer’s sex life. When he and Nola go out to a restaurant, they encounter many of 

his past lovers who act as if they still want him. The episode also explicitly shows numerous of 

his sexual encounters with those women. Greer’s active sex life, with many partners, alludes to 

the perceived notions of a good-looking male’s sex life; it idealizes the amount of women. 

Therefore, Joie Lee presents the sex life of the attractive man as a means of comparison to Nola, 

the attractive woman. This comparison suggests that both the attractive man and woman can lead 

a similar sex life.  

Correspondingly, the data in the Sexuality category provides Greer’s attraction to Nola. 

The episode uses a flashback to capture the precise moment of interaction that incited Nola and 

Greer’s sexual relationship; Nola was drawing him from across the bar and they caught each 

other’s eye. Greer specifically says that he was attracted to Nola because of her apparent 

disinterest in him. This attraction is telling of what makes the woman attractive to the man, 

though written by a woman. Joie Lee portrays that the woman who is concerned about things 

beyond sex is a desirable woman, because at the moment of Greer’s attraction Nola was focused 

on practicing her art. Consequently, Joie Lee shows that the woman does not have to be 

sexualized to be attractive.  

Moreover, the Relationship category further focuses on Greer and Nola’s relationship. 

While Greer first defines him and Nola as “fuck buddies” he decides he wants more from Nola 

and decides to take her out on an actual date. Although Nola agrees to go on the date, she leaves 
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him at the restaurant when he asks for a romantic relationship with her. However, because Nola 

leaves but Greer does not give up on her, Joie Lee suggests that the woman is worth more than 

her sexual value, even if that is all she chooses to share with people.  

The Love category provides data on Nola’s perspective on love. This episode flashes 

back to when Nola and Jaime initially met at a park where they began discussing music and the 

concept of love. When Jaime asks if Nola believes in love at first-sight she says she does not. 

This interaction implies that Jaime does believe in love at first-sight while it definitively says 

that Nola does not. This comparison between Jaime and Nola’s views thus show how Joie Lee 

presents the woman as a realist and the man as an idealist.  

Importantly, the Language category provides information regarding Nola’s career as an 

artist. The data for this category comes from the art critic who reviewed Nola’s work. The critic 

argues that Nola’s work on the free black female form did not fit in with the other pieces at the 

gallery because it did not have a concise message that reflected its importance. As previously 

outlined in the Beauty category of Episode 4, there is a connection made to the importance of 

theoretical language in sending a proper message. Although Nola disagrees with the critic and 

says that the point of art is to be interpreted, she ultimately realizes that she is missing something 

in her art. Joie Lee thus uses the language of a character outside of the primary plot line to 

refocus the importance of Nola’s career within the context of the overall narrative. Consequently, 

Joie Lee shows that eventhough the woman is allowed to have a freed sex life, her career is still 

of primary importance and is deserving of time and reflection.  

Radha Blank writes the final female written episode with Episode 9: #ChangeGonCome. 

In this episode Nola’s neighborhood is being graffitied and when the neighborhood homeless 

man is accused, Nola stands up for him and goes to jail. Later in the episode after attending a 
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therapy session, Nola begins to embark on a new art project; meanwhile Shemekka attempts to 

get back into the workforce after her butt injections exploded from a fall. This episode did not 

provide data for the Confidence, Love, or Sexuality categories. The Beauty Category picks up 

with data on Shemekka and how her story has progressed to reveal beauty standards. During a 

previous episode when Shemekka fell, she exploded her butt injections and the doctors 

discovered that she had actually incurred a blood infection from them. In this episode when the 

“She Ass’ed For It” show comes on at the beauty salon she is at she tells them to turn it off. This 

comment shows her turning views on body modification. Blank thus conveys the serious effects 

that beauty modifications can have and suggests that the woman should not modify her body 

through injections or surgeries. Although Blank originally wrote the episode that presented 

Shemekka’s confident decision to get the injections, Blank uses Shemekka’s story to convey that 

health and family should be more important to the woman than an idealized body image.  

The Independence category shows many different instances where Nola asserted her 

independence. The first example is when she says she does not want to be defined by her assault; 

this rationale is why she does not want to be identified with her street art that addresses sexual 

harassment. On another note, Nola stands up for the neighborhood homeless man and goes to 

jail. With her 1 phone call Nola calls Opal to bail her out and tells Opal that she called her 

instead of any of the men because she did not want the men to feel like they were saving a 

damsel in distress. Regarding financial independence, Nola gives Jaime back the $10,000 he paid 

for her painting and she takes her painting back. The episode also ends with Nola winning the 

Catlett prize. Nola’s intent to remain anonymous as the street artist demonstrates that she wants 

to distance herself from the attack and be able to feel emotionally independent of the assault. 

When she goes to jail, she does so as an act of her independent will to protect the honor of a 
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fellow innocent human. Returning Jaime’s money and winning the Catlett prize shows how Nola 

seeks to be financially independent by earning her money, rather than by having it easily handed 

to her. All of these examples diversify how the woman can be independent, thus Blank shows 

that the woman can be emotionally, thoughtfully, and financially independent.  

The Emotional States category reveals insight on Mar’s emotional state. He tells Nola 

that he wants to whisk her away on his bike and they could ride off into the sunset. This is an 

example of an idealized male fantasy and shows how strongly Mar’s feels for Nola. Nonetheless, 

this fantasy acts in opposition to Nola’s wants. In the Independence category, Nola specifically 

called Opal to prevent making any of the men feel like they could swoop her away and solve her 

problems. The contrast that Blank sets up with these different examples demonstrates how the 

woman must constantly and consciously negate the male savior complex because she is 

determined to save herself.  

The data in the Sex category reveals more insight on Nola’s sex life. While in therapy, 

Nola recounts all of the rules she has between her and her lovers. Nola presents all these rules to 

Dr. Jamison when she questions how Nola balances her love life with her career. Because this is 

the context of the information, Blank acknowledges the compromises the woman might be 

making in order to embrace her sexuality and engage in multiple relationships. However, the fact 

that Nola has all these rules, makes her lovers agree to them, and actually enforces them, 

demonstrates that the woman can have a lot of control in her sexual relationships, even though it 

is inherently partner-based. 

Accordingly, the Relationships category clarifies how Nola perceives her sexual partners. 

She asserts that the men are not her boyfriends, they are solely her lovers. This distinction shows 

that Nola is not emotionally attached to any of the men. The nature of her relationships with 
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them is purely physical. Blank thus asserts that the woman does not have to be emotionally 

attached to engage in sexual relations, which parallels the unattached relationships the man is 

allowed to have.  

The Language category provides an important definition for Nola’s problems. When 

discussing how Nola balances her sex life with her career, Dr. Jamison ultimately concludes that 

Nola has created a, “3-headed monster.” Her assertion is then explained to mean that Nola has 

used her sexual relationships as parts that make a whole. Furthermore, this whole that she has 

created has also created another hole in her career. Blank’s use and explanation of this monster 

seemingly blames Nola’s partners for her timing issues, however there is an emphasis on the fact 

that Nola created the monster. Consequently, Blank presents that while the woman may incur 

and create issues from the relationships she chooses to engage in, she ultimately has the power to 

fix these issues and adjust her life to the priorities she chooses.  

Significantly, the episode ends with a Nola making an art piece that fits in with the Dress 

category. In the final scenes, Nola is shown cutting up the $500 little black dress that she 

previously bought to feel confident. She then manipulates it to create the shadow of a female 

form. The creation of this new artwork from the controversial dress demonstrates Nola’s new 

motivation and priority of making meaningful art. By ending on this scene of inspiration, Blank 

sends the message that Nola has now prioritized her art and has made a new connection between 

her personal life and her art, aside from her assault. Specifically, because Nola turns the dress 

that was used to sexualize her into a new form with a new meaning, Blank shows that the woman 

is inventive, resilient, adaptable, and can gain control by repurposing the very products that are 

used by others to limit and consume her.  
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Relating to the issue of consumption, the comparison between the female written remakes 

of Tomb Raider and She’s Gotta Have It provide a comprehensive image of how the female 

writer births the woman. Again, these films take on the genre of their originals in that Tomb 

Raider is an action film, while She’s Gotta Have It is a drama. Also important to this analysis, is 

that Tomb Raider still included a male influence in the writing while the Netflix series perfectly 

segmented the female writing from the male writing. With that said, the comparisons begin with 

the Beauty category. While Robertson-Dworet and Siddons did not write how their woman fit in 

with beauty standards, the series writers had 2 perspectives. Blank demonstrated that the woman 

should not be constrained to remain in a body she is unhappy in and therefore should be able to 

make decisions regarding her beauty in an effort to please herself; however, she acknowledges 

that the woman should prioritize health and family before beauty. Davis also comments on the 

disconnect between the idealization of beauty and its actual realization by saying that the painted 

woman can achieve beauty through words but the real woman must make physical modifications 

to her body.  

The Confidence category shows how the female writers depict their women with varying 

degrees and uses confidence. Robertson-Dworet and Siddons give their woman confidence in her 

decision making but poor execution skills. The series writers diversify what confidence means to 

the women. Blank asserts that the woman can be confident in her self-image because she knows 

that it does not define her. Nottage acknowledges that the woman cannot control the male gaze 

but that she can advance beyond it by knowing her worth. Davis adds that the woman’s 

confidence is directed by her intuition.  

The Independence category had some similarities between all of the writers. Robertson-

Dworet and Siddons and the series writers all portrayed their woman as financially independent 
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but struggling. However, Robertson-Dworet and Siddons suggest that the woman still needs a 

man’s muscle to get things done. The series writers set forth different ways that the woman can 

achieve independence. Blank’s Episode 9 illustrates how the woman can be financially, 

emotionally, and intellectually independent. Nottage elaborates on how the independent woman 

can consume and how her choices can have therapeutic benefits. Davis further shows how the 

woman can be a problem solver who values more than just money in life.  

The Emotional States category reflects how the woman’s emotions are intrinsically or 

externally motivated. Robertson-Dworet and Siddons convey that Lara’s actions and 

corresponding emotions are dictated by her motivation to find her father, therefore their woman’s 

emotional state is heavily dependent on her intrinsic motivation. The series explains how 

external factors bring about certain emotions in the woman. Blank writes a woman that is 

composed after an assault and is capable of saving herself. Nottage builds off of this to illustrate 

how the woman can rationalize trauma, regain control, and be validated. Joie Lee provides 

perspective on how the single women is emotionally valued by others to suggest that other’s 

emotional states effect the value of the single woman.  

Robertson-Dworet and Siddons did not provide data in the Sex category but the series 

emphasizes the sexual freedom of the woman. Blank projects the woman as sexually free by 

demonstrating the control the woman has in her relationships by her ability to enforce various 

rules. Davis writes the woman as sexually free in that she does not have to label her sexual 

orientation. Lastly, Joie Lee compares the busy sex life of the attractive man to the attractive 

woman to show that the woman is capable of having numerous, non-monogamous sexual 

encounters, free from committed relationships. 
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With regards to the Sexuality category, Robertson-Dworet and Siddons and the series 

writers convey the threatening nature of the woman who embraces her sexuality. Robertson-

Dworet and Siddons demonstrate how the woman who is comfortable in her sexuality can use it 

to make a joke out of men. Nottage makes a more direct connection to how the woman who 

embraces her sexuality threatens men because men want to possess and control women by 

limiting their sexuality. Davis complicates the expression of sexuality by presenting familial and 

cultural influences that are threatened when either the woman or man embraces their sexuality. 

Lastly, Joie Lee claims that the woman does not have to physically advertise her sexuality but 

can still be considered attractive and sexual through the demonstrated use of her mind, talent, 

and skills.  

The Relationship category exemplifies how the female writers position the woman. 

Robertson-Dworet and Siddons relate that the woman does not have to exist solely in relation to 

men in that she can have either man or woman as friend or foe. The series writers expand on how 

the woman can exist outside of conventional relationships to the man. Blank assimilates the 

woman to the man by allowing her to be emotionally unattached to her male sexual partners. 

Nottage argues that the woman should also be able to express all forms of relationships just as 

freely as she should be able to express her sexuality. Davis redefines the institution of marriage 

by using an appeal to a lesbian marriage to show that marriage is not about ownership but about 

a functional partnership. While Davis asserts this viewpoint which progresses the understanding 

of marriage beyond just man and wife, she reasserts the woman’s traditional motherly instinct. 

Lastly, because the series has such a large emphasis on Nola’s sexual relations, Joie Lee uses the 

mens’ pursuance of romantic relationships with her to show that the woman is worth more than 

her sexual value.  
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The Love category provides a stark contrast between the writers of Tomb Raider and the 

Netflix series. Lara is motivated to act because of her love for her father. Accordingly, 

Robertson-Dworet and Siddons suggests that the woman’s actions are grounded in love. In 

contrast, Joie Lee has Nola refute the idealized and powerful notion of love at first sight, which 

conveys that Joie Lee’s woman is a realist that acts according to rationality, not love.  

Robertson-Dworet and Siddons and the series writers all make statements about the 

woman’s power in the Language category. Robertson-Dworet and Siddons suggest that the 

woman gets in her own way, such that she is her own worst enemy. Blank focuses in on how 

men’s language can be abusive but reinforces that the woman has the power to redefine herself 

and the world around her. Moreover, Blank uses specific language to point out the issues in 

Nola’s life so that she can adjust them; therefore, she shows how the woman can respond to 

language, adjust her priorities, and fix her issues. Nottage refers back to the inevitable 

sexualization of women in the way she uses language in her episode, but presents the power of 

the woman to respond to the verbal sexualization. Davis uses language to support previous 

claims of the fluid sexuality the woman is able to adopt. Lastly, Joie Lees uses language to 

emphasize the control the woman has in her career.  

Finally, all of the writers define the woman beyond her body in the Dress category. 

Robertson-Dworet and Siddons use Lara’s clothing progressions to show her growing strength 

and ability. Blank redefines female nudity by emphasizing its natural nature rather than its sexual 

one. Furthermore, Blank shows how the woman can repurpose the clothing that is used to 

sexualize her as a means of freeing herself from that sexualization. Nottage confirms that the 

woman will inevitably be sexualized but that she does not have to be a victim of it.  
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In summation, the female writers of these remakes are contemporaries who write 

differing versions of the woman. These differences may be influenced simply from the different 

genres they come from, but it is also likely that the writer’s background and characters play a 

critical role in the messages they send. While the 2018 Tomb Raider was written in part by a 

white woman about a white woman, the 2017 She’s Gotta Have It was written by black women 

about a black woman. These writing variables thus provide insight on how different women 

construct their woman according to the 10 categories. Although the Netflix series provides many 

different voices with complex messages, there are some evident similarities between the 

remakes. Robertson-Dworet and Siddons and the series writers all convey that the woman is 

capable of being independent, poses a threat with her sexuality, can have complex relationships, 

and is more than what her body and clothing simplistically express. However, crucial differences 

also exist. Robertson-Dworet and Siddons do not write their woman to portray ideals about 

beauty and sex whereas the series writers utilize these categories to elaborate on the woman in 

new ways. The writers ultimately combine to say that the woman can modify her appearance for 

her own sake; always doing so with caution. Moreover, the woman can be sexually free and in 

control, without labels, emotions, or relationships affecting her sex life. More contrasts between 

the remakes ensue as Robertson-Dworet and Siddons show their woman as one who struggles 

with confidently taking charge, is motivated by love, and gets in her own way. The series writers 

instead reveal a confident and powerful woman, who is striving for better intent, is composed 

and rational, is worth more than her sexual value, is capable of separating her emotions from her 

actions, and is career driven. The comparisions of these remakes ultimately demonstrate how 

female writers portray the woman. Although the writers take different approaches, it is evident 
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that the female writers have began to move away from the consumptive images initially 

projected in their originals. 

However, when comparing the writing of the originals to the remakes, it is necessary to 

address the plot variations as they contribute to the overall and categorical illustrations of the 

woman. Starting with She’s Gotta Have It, there is not a large difference to the overall plot line, 

however more character development, new characters, and smaller storylines are added to the 

Netflix series. In the original She’s Gotta Have It the central focus was on Nola’s sex life and the 

4 primary characters were Nola, Jaime, Mars, and Greer. Nola’s character did not have a large 

focus on her career as it only presented information regarding it twice. In contrast, the Netflix 

series focuses on the struggle between Nola’s sex life and her career. The new central characters 

are Nola, Jaime, Mars, Greer, and Opal. In addition, Nola is depicted to have more and stronger 

friendships as the show adds Shemekka and further develops Nola and Clorinda’s connection. 

Importantly, the addition of Shemekka contributes a smaller story line that allows the writers to 

focus on and make statements about the effects beauty standards have on women. While the 

original film was written by only Spike Lee, the series contains an equal number of episodes 

written by both female and male writers. Although the comparison of the original to the series is 

affected by how time has altered society’s views, it ultimately still allows for a direct comparison 

between male and female writers.  

 Beginning with the Beauty category, both sets of writers take a cautious approach that 

reveals how the woman thoughtfully considers and values beauty. Lee uses male protagonist 

Greer to project beauty standards and the expectations men have of women, and then uses Nola 

to dismiss them. Although Blank originally has Shemekka altar her body she continues her 

narrative to show a changing perspective that ultimately conveys that the woman does not 
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necessarily have to reject ideals about beauty if she is making the choice to please herself; 

however Blank also presents the grave consequences that can come with changing the body for 

the sake of beauty. Davis adds input with her message that even the ideal image of beauty needs 

the proper verbal explanation; this suggests that beauty is an interpretive thing that leads to real 

physical changes to the woman’s body.  

Lee and the series writers also both convey their woman as confident. Lee shows that 

Nola is confident in her image and sexuality which actually poses a threat to her relationships. 

The female writers similarly write Nola to be confident but also add complexity to her 

confidence in a way that goes beyond the connection between her confidence and men; although 

her confident sexuality also poses a threat to the men. Blanks establishes Nola as confident in her 

body and self-image precisely because she knows that she is more than just her body. Nottage 

acknowledges how the male gaze effects body image and confidence but argues that this gaze is 

inevitable, and that when the woman accepts this truth she can advance beyond it. Davis clarifies 

that although confidence can take place through actions driven by either impulse or intuition, she 

uses Nola’s goal to base her actions on intuition to show that the confident woman should act 

responsibly.   

Regarding independence, there is a difference between the male and female writers. Lee 

shows his woman to be financially independent yet physically dependent. The female series 

writers show their woman to be all around independent. Blank specifically uses examples to 

demonstrate Nola’s emotional, thoughtful, and financial independence. Nottage further adds that 

although the image of the woman is typically consumed, the woman has the power to consume in 

a way that is healthy for her psyche. Moreover, Davis shows how the woman can maintain her 
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independence and manage all of her wants and needs by being an innovative problem solver; she 

also presents the woman as someone who values more than just money.  

A key difference in the plot demonstrates critical views from each writer about the 

woman’s emotional state. While in the original, Lee had Nola go to therapy simply because of 

Greer’s comment that Nola might be a sex addict, the female writers have Nola go to therapy 

because of a physical assault. Lee’s reasoning gives the woman doubt based off of 1 male’s 

comment, but the female writers convey a stronger emotional stress from 1 male’s hostile and 

violent actions. Consequently, Lee makes the woman’s emotional state seem trivial and easily 

influenced while the female writers assert that the woman’s emotions are not fragile but are valid 

responses to the events that happen in her life.  

Although both sets of writers convey that the woman is sexually free, Lee places more 

limitations on her. While both Lee and the female writers show that the woman can engage in 

sex without having a romantic connection, Lee makes the woman only sexually available to men 

by having Nola deny Opal. The female writers on the other hand have Nola not only engage in 

sex with Opal but also present that Nola can see a married future with her. Therefore, the female 

writers make the woman available to box sexes and further free her by not confining her to 

sexual orientation labels and by allowing her to make her own rules.  

With respect to sexuality and sexual orientation, both sets of writers make similar claims. 

In the original, Nola’s strict heterosexuality was embraced by all of her male lovers. However, 

Opal’s sexuality provided a threat. In the remake, the female writers pose Nola’s fluid sexuality 

as a threat to all 3 of the men. These similarities show that the threat has to do with the woman’s 

choice to choose other women; this threatens the male’s ability to have sexual access to women. 
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Consequently, both Lee and the series writers show the power the woman has to control the 

man’s sexuality.  

The Relationship category shows slight differences in how each set of writers depicts the 

woman. Lee places his lead character primarily in sexual and romantic relation to men and does 

not develop friendships or family relations. Consequently, although he portrays that the woman 

is free to be emotionally unattached to her sexual relationships, he limits the kinds of 

relationships she can have. The female writers also convey that the woman does not need to have 

emotional attachment in her sexual relationships, but they develop the woman’s friendships and 

family life. Nottage adds that the woman should be able to identify with and express her 

relationships just as freely as her sexuality. Davis redefines marriage as a partnership rather than 

the male ownership of the female and conveys a nuance of the woman’s identification with her 

maternal instinct. Lastly, Joie Lee asserts how the woman’s relationships make her worth more 

than her sexual value.  

While many statements regarding sex and sexuality were made in both adaptions, neither 

adaption gave a large role to love. In Lee’s film love was given a theoretical purpose but was in 

actuality used by Nola to manipulate Jaime; therefore, Lee presents how the woman can use love 

as tool to achieve her goals. On a slightly different note, the female writers simply convey that 

the woman has a rational view on love because Nola does not believe in love at first-sight.  

The Language category also shows similarities in the writers’ portrayals. Lee uses Nola’s 

contention as a means of pushing back against traditional gendered labels and roles. It further 

shows how the woman can manipulate men. The female writers all used language as a means of 

empowerment and agency as well. Blank demonstrates how the woman can fix her issues and 

adjust her priorities. Nottage delivers that the woman does not need to be minimized by mens’ 
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sexualization. Davis points out how the woman’s fluid sexuality is a form of empowerment. 

Lastly, Joie Lee refocuses the entire series by employing language that asserts the importance of 

the woman’s career.  

Finally, the Dress category demonstrates a stark contrast in the function of nudity. Lee’s 

use of nudity sexualized the woman, while the female writers’ use shows the body is inherently 

natural, not sexual. Furthermore, Nottage points out that the woman will be sexualized no matter 

what she is wearing. Importantly, Blank ends the series by showing how the woman can 

repurpose the clothes that are used to consume her as a way of taking a stand against it.  

The different plot lines for each of the adaptations necessarily sets up how the woman 

can be positioned according to the writers, however, the comparison of the 10 categories offers 

specific insight on how they do. Importantly, although there was a difference in the sex of the 

writers, both sets of writers were black and were writing the black woman. Consequently, these 

factors show how each writer may identify differently with their woman. Nonetheless, there were 

numerous overlaps in the way the original woman and the remade woman were written. Both 

sets of writers present that the woman does not idealize beauty, is confident, sexually liberated, 

sexually threatening, and uses language as a tool of empowerment. Contrasts begin to occur with 

the degrees of independence because Lee limits the woman’s independence, while the female 

writers give her multiple forms of independence. While Lee trivializes the woman’s emotions, 

the series writers validate her emotional state and write that she is capable of harnessing her 

emotions and productively channeling them. Another key difference occurs in that Lee limits the 

woman to being only sexually available to men, but the female writers open her up to both men 

and women and further demonstrate the power of choice the woman has. Again, Lee limits the 

woman through her relationships while the female writers expand her relationships to diversify 
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her and show that her value goes beyond the worth men assign her. Each set of writers conveys 

the woman differently with regards to love, although not oppositely. While Lee’s woman uses 

love to manipulate, the female writers simply rationalize the woman’s perspective of love. Lastly 

and most distinctly, Lee sexualizes the woman while the female writers rebirth the meaning of 

her nudity and further refute her consumption by repurposing her clothes. In summation of the 

key differences, the male writer limits who the woman interacts with and how in a way that 

emphasizes her sexualization while the female liberates her personal interactions in a way that 

refutes her sexualization.  

Moving to the comparison of original and new Tomb Raider, the character and plot line 

differentiation must first be addressed. The 2018 Tomb Raider remake has significant differences 

to the plot line from the original. While the original positions Lara as wealthy, knowledgeable of 

her dad’s career, and as a character ready to follow a similar path, the new movie to sets up the 

story differently. In the remake Lara is struggling, unaware of her dad’s secret research, and she 

goes unpreparedly on a mission to find him, rather than save the day from the Illuminati like the 

original Lara does. Although the original was written only by men, the remake was not written 

only by women as it still had Alastair Siddons as a co-writer. Nonetheless, the inclusion of the 

female writer may still provide noticeable difference because of the similar plot premise and 

female lead.  

Similarly, neither film provided data for the Beauty or Sex categories and their analyses 

begin with the Confidence category. Massett and Zinman projected Lara as a confident and 

competent woman by showing off her fighting skill as well as her intellectual cleverness. In 

contrast, Robertson-Dworet and Siddons do not depict Lara as a decisive woman capable of 

taking intentionally impactful actions as she stumbles her way through her fights and puzzle 
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solving. This contrast shows that the male writers actually project a more confident woman than 

the female written version. Reverse depictions of independence are shown in the Independence 

category. While Massett and Zinman convey Lara as financially dependent but physically 

independent, Robertson-Dworet and Siddons make Lara financially independent until the end of 

the film and physically dependent on the help her partner Lu Ren provides. Consequently, both 

sets of writers do not allow their woman to be entirely independent. The Emotional States 

category also reveals that both sets of writers use the father as an emotional trigger to guide 

Lara’s behavior and therefore suggests that the woman’s actions are not always rationally based. 

Another similarity occurs in the Sexuality category because both sets of writers allow their 

women to embrace her sexuality to manipulate men. The Relationships category provides a key 

difference in that Massett and Zinman place Lara only in relation to men while Robertson-

Dworet and Siddons add the new female villain to the end of the film to position Lara against 

her. This subtle and late inclusion nonetheless differentiates the relational roles of the woman. 

The Love category shows that while both sets of writers do not designate a large focus on love, 

they write its use in a similar way. Although Massett and Zinman do not drive their Lara to 

action because of her love for her father, her love for him still affects her decision making like it 

does for the new Lara. Moreover, neither Lara experienced romantic love as a factor in their 

story. Consequently, both sets of writers demonstrate the importance of familial love to the 

woman and imply that the woman does not always need a love interest. The Language category 

differentiates the sets of writers. While Massett and Zinman perpetuate the derogatory use of the 

word “lady”, the use of language by Robertson-Dworet and Siddons exemplifies that it is not the 

language by and about the woman that inhibits her, it is her own actions. Lastly, the Dress 

category has a marked difference in how each set of writers portrays the woman. While Massett 
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and Zinman sexualize and feminize the woman, Robertson-Dworet and Siddons strengthen the 

woman’s toughness and abilities.  

Ultimately, the categorical analysis illuminates the differences in how the male and the 

female portrays the woman. Similar to She’s Gotta Have It, the Tomb Raider adaptions also 

contained pivotal plot variation that may have influenced the way the woman was categorically 

written. Another similarity occurs in that the Tomb Raider adaptions had white writers writing 

the white woman. Again, this relation sets up how the writers relate to their woman. 

Furthermore, there are many similarities between the male and female writers. Both sets of 

writers do not write their woman specifically in relation to beauty or sex. Rather, they both 

propose that the woman’s actions are affected by her emotions, that she can own her sexuality 

but is primarily understood in relation to men, that she does not require romantic love, and that 

language by and about her belittles and problematizes her. Contrastingly, Massett and Zinman 

convey their woman as confident in that she is able to make quick decisions and execute them 

effectively, while Robertson-Dworet and Siddons show their woman as an indecisive reactor. In 

the end, Massett and Zinman also give their woman more independence in the fact that she can 

fight and win all by herself; although she is financially dependent, the new Lara also becomes 

financially dependent at the end of the film. However, Robertson-Dworet and Siddons empower 

their woman through her clothing by alluding to the growth in her strength and abilities, 

meanwhile, Massett and Zinman play into the stereotypical sexualization and feminization of the 

woman. This comparison thus shows that many overlaps occur in the male and female 

depictions, but it also interestingly points out how the male writer chooses to empower the 

woman differently than the female writer.  
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 In conclusion, all of the different writers, both male and female, demonstrate how the 

woman manifests from the writer’s mind into a social construction that is then consumed as she 

enters the collective consciousness of society. Although feminist ideals assert that the woman 

should not simply be equated to the man, this study’s use of female to male comparisons has 

helped diagnose the ways the woman not only writes herself but her future place in the world. 

The 10 categories: Beauty, Confidence, Independence, Emotional States, Sex, Sexuality, 

Relationships, Love, Language, and Dress, have shown that female writers and male writers do 

not have simple contrasting views of the woman. Rather, the way the woman is depicted is 

dependent on a temporal and racial scale where different ideals of the time and racial struggles 

necessarily impact the way the writer gives their woman a voice. As a consequence, the only 

similarity that can be found amongst all of the writers is that they allow their woman to embrace 

her sexuality. The fact that this is the only similarity between all writers shows the value that 

sexuality has in our society. Nonetheless, the female writers from both remakes refute the 

woman’s sexualization and reclaim the woman’s body as a natural phenomenon, capable of 

growth. Because the body is made natural, the woman’s body does not overshadow her mind. 

The woman is thus capable of being independent and making her own decisions. The women 

writers of the Netflix series further push that the woman is intentional, confident, rational, 

driven, and ultimately, powerful. Therefore, by reclaiming the body, female writers eliminate the 

woman’s disembodiment from her intellectual capacity, giving her an agentive autonomy where 

she no longer has to exist only in relation to man; it is this principle that allows the female writer 

to birth the woman, while the male writer can only construct her. 
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