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Editorial
Lobbying e marketing politico

RITA FIGUEIRAS

Os media sempre desempenharam um papel importante para os agentes po-
liticos, mas, a partir da segunda metade do século xx, os meios de comunicagéo
comecaram a assumir um papel determinante na conducio da actividade politica.
Se em 1933, numas elei¢des na Califérnia, foram utilizados pela primeira vez os
servicos de uma consultora em comunicagdo politica, foi preciso chegar as elei¢oes
presidenciais de 1952, entre Eisenhower e Stevenson, para que o recurso sistema-
tico a profissionais do marketing politico se tornasse pratica comum nas elei¢coes
norte-americanas.

Desde entdo, as campanhas eleitorais mudaram muito, acentuando-se ac-
tualmente determinadas tendéncias: a personalizagdo da politica, com os can-
didatos a ganharem importancia em detrimento dos partidos que representam
(colocando-se a énfase nos seus tracos de cardcter, na familia e no estilo de vida);
a cientifiza¢do das campanhas, com os especialistas em marketing politico e
em sondagens a tomarem decisdes anteriormente reservadas aos partidos; um
contacto indirecto entre os partidos e os eleitores, 8 medida que os politicos re-
correm as sondagens como forma de avaliar o apoio eleitoral, desvalorizando o
contacto directo com os cidadaos, cada vez mais distantes deste processo; e cam-
panhas para os media, construidas e conduzidas em fungdo da légica mediatica,
com o intuito de seduzir o eleitor-telespectador, em detrimento da organizagio

* Assistente da Faculdade de Ciéncias Humanas da Universidade Catélica Portuguesa
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de eventos para divulgar os programas eleitorais e debater os problemas publicos
enquadrados pelas ideologias partidarias em disputa (Swanson e Mancini, 1996;
Bennett e Entman, 2001).

Estas tendéncias sdo comuns as democracias ocidentais, apesar das diferencas
entre os paises a nivel dos sistemas eleitorais, das estruturas de competicéo parti-
déria, da legislacdo eleitoral e da cultura politica (Swanson e Mancini, 1996).

A percepcdo destas semelhancas levou, inicialmente, varios autores (nas dé-
cadas de 1960 e 1970) a procurarem as causas da uniformidade na «hipétese da
americanizacio» das democracias ocidentais. Esta perspectiva assentava numa
teoria de influéncia externa, encarando a homogeneiza¢do como o resultado da
dominacéo cultural americana sobre o mundo.

E possivel afirmar que muitas das estruturas e rotinas que dominam o marke-
ting politico foram inicialmente testadas nos Estados Unidos. As campanhas elei-
torais de Margaret Thatcher foram inspiradas nas de Ronald Reagen, e a campanha
eleitoral de Bill Clinton de 1996 inspirou fortemente a estratégia do New Labour de
Tony Blair nas eleicdes de 1997 — uma estrutura de campanha a imagem dos gabi-
netes de guerra (war room), com uma unidade de resposta rapida aos ataques dos
adversdrios e estruturada em grupos de foco didrios (Norris, 2000: 177).

A difusdo das estratégias de marketing politico no mundo nio pode, no entan-
to, ser atribuida a ac¢do de um unico agente. Nesta perspectiva, a atengéo foca-se
ndo num Unico pais responsdavel pela exportacgdo e imposi¢do do seu imagindrio so-
cial, mas antes num complexo processo de mudancas sociais, como a moderniza-
cdo e a globalizagdo, que se repercutiram, nomeadamente, nos partidos politicos,
nos eleitores e nos sistemas de comunicagio.

Na base desta alteracédo estd a passagem da «sociedade industrial» a «socie-
dade pds-industrial», que conduziu a despolitizacdo das sociedades e ao declinio
da politica como conflito ideoldgico. Desde entéo, o enfraquecimento da ligacédo
entre os partidos politicos e a sociedade tem-se revelado a varios niveis: na filiagdo
partiddria, com o declinio crescente do niimero de militantes; no activismo poli-
tico, com a diminui¢do do empenho e participagio nas actividades partiddrias; na
volatilidade eleitoral, manifesta na mudanca do sentido de voto entre eleicdes; e na
participacdo eleitoral, com o aumento do nivel da abstencéo (Freire et al., 2004).

Estas transformacgdes provocaram mudancas nas estratégias desenvolvidas
pelos partidos para captar a atencdo dos publicos, através da adaptagdo de novos
modelos de gestdo da informacdo e da contratacdo de especialistas para o fazer.
Actualmente, quem guia as ac¢des destes varios interesses concorrenciais sdo os
especialistas em assessoria, as empresas de sondagens, as agéncias de comunicacdo
e os especialistas em relages publicas.
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Em Portugal, a aposta em estruturas de gestdo dos media pelos agentes poli-
ticos, através da profissionalizacido das campanhas eleitorais e da constituicdo de
gabinetes de comunicagéo, tem-se acentuado nos tltimos anos.

Mario Soares demonstrou, precocemente, perceber a importancia dos media
na gestdo do desempenho politico, quando, em 1986, criou as «Presidéncias Aber-
tas» (Serrano, 2002). Esta politica itinerante, a partir da recriacio do ambiente de
campanha permanente, revelou-se um instrumento de comunica¢io poderoso. As
iniciativas, integradas numa atitude mais ampla de abertura aos media, ajudaram
a alteragdo da imagem de «Soares primeiro-ministro» (muito criticado e pouco
apreciado pelos jornalistas) para «Soares Presidente da Republica» (bonacheirio e
de facil trato), para a qual contribuiram declaragdes como «as gravuras ndo sabem
nadar», feitas em 1994 numa visita a Foz C0a, e as photo-opportunities concedidas
pelo Presidente e que fizeram as delicias dos media. Quem nao se lembra das foto-
grafias de Mério Soares sentado numa tartaruga nas ilhas Seychelles ou montando
um elefante na India, de turbante na cabega?

A campanha eleitoral de Freitas do Amaral, em 1986, para a Presidéncia da
Republica foi inspirada nas campanhas americanas; em 1995, o publicitédrio Edson
Athayde desenhou a campanha legislativa que levou Anténio Guterres ao poder
e, mais recentemente, a agéncia de comunicagdo LPM fez as campanhas eleitorais
que conduziram a vitéria de José Socrates (Legislativas de 2005) e de Cavaco Silva
(Presidenciais de 2006).

Estes momentos eleitorais, cada vez mais centrados nos media, comportam,
no reverso da medalha, a vulnerabilidade mediatica do poder politico. Em Por-
tugal ja se percebeu que a personalizacio e a presenca da familia nas campanhas
potencia ataques pessoais, bem como a devassa da esfera privada e intima dos can-
didatos, colocando em cheque um dos bens simbdlicos mais preciosos da politica
contemporénea: a reputacgdo.

Um estudo recente (Gongalves, 2005) sobre os assessores de imprensa nos go-
vernos liderados por Anténio Guterres (1995-2002) salienta o papel fundamental
daqueles profissionais nos bastidores do poder. O estudo demonstra a importincia
da «boa imagem» e o seu reflexo directo na actividade politica, quer através da
definicdo de opgdes politicas a partir de sondagens previamente realizadas, quer
na decisdo de «quando» e «como» publicitar medidas tendo em conta a ldgica e
os timings medidticos. A governacdo de José Socrates também se enquadra nesta
estratégia, nomeadamente o pacote «Simplex» e as suas 333 medidas.

Se a mediatizacdo da politica é uma inevitabilidade das sociedades democra-
ticas actuais, esta constatacdo ndo tem estado isenta de critica, e algumas dessas
polémicas tém chegado ao espago publico. Foi o caso das «dendncias» do ex-mi-
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nistro dos Assuntos Parlamentares, Rui Gomes da Silva, sobre a auséncia de con-
traditério nos comentédrios de Marcelo Rebelo de Sousa quando era comentador
da TVI, bem como as declara¢des deste a Alta Autoridade para a Comunicagdo
Social sobre a sua saida do referido canal, em 2004. No ar ficou a suspeita de pres-
soes por parte da estacdo de televisdo para que o comentador alterasse o tom das
suas opinides politicas, a fim de ndo prejudicar o desenrolar de negécios de grande
interesse estratégico para o grupo empresarial.

O polémico projecto da «Central de Informacgdo e Comunicagdo» que o go-
verno de coligagdo PSD-CDS, liderado por Pedro Santana Lopes, pretendeu im-
plementar em 2004 ou o langamento, em Maio de 2006, do livro de Manuel Maria
Carrilho sobre a campanha eleitoral autdrquica de 2005 colocaram novamente na
ordem do dia a relagdo entre os media e a politica e as estratégias de lobbying
usadas pelas agéncias de comunicacdo para mediar essa relacdo. A lume vieram o
modus operandi e o suposto papel de pressao que estas agéncias exercem junto dos
jornalistas para gerirem as noticias a divulgar sobre os seus clientes (nomeadamen-
te politicos e grandes empresas).

Esta polémica reflecte as diferencas entre a tradi¢do anglo-saxdnica e europeia
face ao lobbying (Kollman, 1998; McNair, 2003). A primeira enquadra legalmente a
actividade dos grupos de pressdo (cujos membros estdo unidos pela defesa de uma
causa) e entende a promogéo dos seus objectivos junto das instancias de poder, como
uma forma legitima de intervir e participar no exercicio da politica. Na Europa con-
tinental, pelo contrério, esse tipo de acg¢des é encarado como uma tentativa de ma-
nipulagdo do poder, benéfica para o interesse privado do lobby, mas prejudicial para
o interesse publico. Esta perspectiva estd, no entanto, a alterar-se a medida que na
Unido Europeia se tem vindo a institucionalizar o lobbying como uma actividade le-
gitima de promocdo de interesses sectoriais, num ambiente altamente concorrencial
entre os paises membros, junto das vdrias instdncias comunitarias. Por sua vez, nos
Estados Unidos, os recentes escindalos envolvendo senadores e congressistas tém
promovido a divida em torno do papel institucional do lobbying.

«Lobbying e marketing politico» é o tema central do niumero dois da revista
Comunicagdo & Cultura. Num tempo em que o cinismo ou a civic malaise (Norris,
2000) em torno da politica traduz a diminuicdo dos niveis de confianca dos cida-
déos nas institui¢oes politicas e nos detentores de cargos publicos, os politicos acu-
sam os media de fazerem uma cobertura parcelar e negativa das suas actividades.
Os media, por seu turno, denunciam as estratégias medidticas dos politicos, cada
vez mais centradas na aparéncia do que em matérias de substéncia.

O artigo de Paula do Espirito Santo, «A mensagem politica na campanha
das elei¢des presidenciais: andlise de contetido dos slogans entre 1976 e 2006»,
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demonstra as tendéncias da comunicacéo eleitoral, cada vez menos ideoldgica e
cada vez mais centrada na personalidade dos candidatos. Ainda dentro da temdtica
das campanhas eleitorais, Magda Rodrigues Cunha debate no artigo «Campanhas
politicas e tecnologias digitais» o impacte da internet na comunicacéo eleitoral.
Numa reflexdo tedrica, a autora problematiza as «novas» caracteristicas do meio e
as «velhas» estratégias utilizadas pelos especialistas em marketing politico.

No contexto de campanha permanente, os profissionais da «gestdo da influén-
cia», fazedores de celebridades e de mitos, apostam na construcdo de politicos-
-performers, hibeis em actuar perante as cAmaras, falar por soundbites, apresenta-
rem-se de forma atraente e com ar de lideres. Na tentativa de captar a atengdo de
eleitores desinteressados, a media-hype image torna-os cada vez mais parecidos
com as celebridades do mundo do espectéaculo. Esta tendéncia é, num sentido mais
amplo, um reflexo da cultura da celebridade presente na sociedade contempora-
nea. No artigo «Celebrating catastrophe», Elisabeth Bronfen fala-nos sobre fama
e violéncia. As mortes de Gianni Versaci e de Diana Spencer e um romance de
Salmon Rushdie sdo o mote para a autora reflectir sobre a obsessdo pela fama, por
uma fama tragica, sem memoria, que tornou os seus consumidores, nas palavras
de Rushdie, lethal voyeurs.

Num outro plano, a cultura medidtica alimenta e é alimentada pela tensdo
entre jornalistas e politicos, tal como nos demonstra Estrela Serrano no artigo
«A dimensdo politica do jornalismo». Numa perspectiva tedrica e através da ané-
lise de artigos de opinido, a autora reflecte sobre a relacdo de ambos. Em conso-
nancia com a literatura sobre o assunto, conclui existir uma cultura «anti-classe
politica» entre os jornalistas e uma visdo instrumental e normativa do jornalismo
por parte dos politicos.

A tensdo teorizada encontra eco empirico nos artigos de Isabel Ferin e de
Rogério Santos. A autora, no texto «Tendéncias de cobertura do final de um ciclo
politico: Cavaco Silva (1994-1995)», analisa o dltimo ano de governacdo de Cavaco
Silva nas primeiras paginas dos jornais de referéncia portugueses. Da investigacdo
salientamos o tom negativo no tratamento dos actores e da substincia politica e
o destaque dado ao conflito institucional e aos jogos de bastidores. Por seu turno,
Rogério Santos, em «Congressos partidirios — o modo como os jornais os tratam»,
analisa também na imprensa de referéncia a cobertura dos congressos dos partidos
com assento parlamentar. Estes congressos reflectem, mais uma vez, a tensdo entre
politicos e jornalistas: os primeiros pretendem uma cobertura favoravel com vista
aneutralizar o olhar critico que os jornalistas pretendem dar as suas matérias. San-
tos salienta a grande polarizagdo encontrada no tom das pecas sobre os politicos,
ora claramente negativo, ora claramente positivo.
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Mas em democracia, os partidos ndo sdo os Gnicos actores na luta pelo agen-
damento dos media. Existe um conjunto variado de organiza¢des ndo-partidarias e
grupos de pressio que, tal como os partidos, aprenderam as regras do jogo medidti-
co e também usam os canais da comunicagido de massas para atingirem os seus ob-

jectivos. Gongalo Pereira, no artigo «O caso ICN — convergéncia entre jornalistas

e fontes», analisa a forma como a Quercus, uma fonte ndo-oficial, fez vingar a sua
perspectiva sobre o caso ICN na cobertura noticiosa. Os media tendem a escolher
os enquadramentos favordveis as autoridades, mas este estudo de caso revela-nos
a consciéncia medidtica desta associacdo, dotada de estratégias préprias e com ca-
pacidade de fazer triunfar a sua defini¢do da situagao.

Neste niimero encontramos ainda o artigo «Major users, minor rights: e-pri-
vacy rights of minors», de Michel Walrave, e a Oragdo de Sapiéncia de Jorge Fazen-
da Lourenco, intitulada «A Sapiéncia ainda é possivel?».

Este conjunto diversificado de artigos pretende ser um contributo para o de-
bate e a reflexdo no interior da comunidade cientifica, bem como entre os estudan-
tes destas matérias e demais interessados.
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Celebrating catastrophe

ELISABETH BRONFEN *

In his afterword to the new edition of The Frenzy of Renown, Leo Braudy as-
tutely distinguishes between the manner in which our culture has virtually been
swallowed up by the indiscriminate yet insistent presence of fame, and the manner
in which fame in the ancient world was conceived as a way of honouring ‘what as-
pired to be permanent in human action and thought, beyond death and all of life’s
accidents’ (Braudy, 1997: 599). Addressing the question of whom a given culture
designates as being famous, however, proves to be indicative of our cultural tastes
as well. Indeed, given that we as individuals tend to connect stages of our personal
lives with the activities of famous people, celebrity culture today takes on a glo-
bal value. As Braudy explains, long-lived celebrity and fame have deeper roots.
They represent unfinished business in the national psyche, emblems of heroism
or villainy, innocence or guilt, that may last for decades, even centuries’ (Braudy;,
1997: 600). Now, the crucial shift he locates for our culture resides in the fact that
while in earlier periods the desire for fame meant wanting to do something really
memorable in relation to a long period of history, the desire today is for a more
immediate, and thus also more ephemeral fame; namely for the attention of the
moment, as this is made possible by television and photojournalism. This allows
him to distinguish between our postmodern cultural stars and the saints of old:
‘Although the urge to fame originally was the aspiration for a life after death in the
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words and thoughts of the community, it has evolved over the centuries into the
desire for fame in one’s own lifetime, fame not as the crown of earthly achievement
but as psychic medicine for a pervasive sense of loss and personal failure. Behind
all this obsession with immediacy and satisfaction now is the spreading urge to
fame as compensation for whatever faults and fissures there are in the sense of self’
(Braudy, 1997: 605).

Given that so many of the figures we have come to proclaim as cultural icons
today present themselves to us precisely as wounded individuals, media attention
is understood as a form of healing dysfunctional family histories and personal psy-
chological damage. Given further that with the end of the cold war any nation-
al identification has lost its authenticating quality, the fame of cultural stars has
emerged as the one global value that unifies disparate demographic groups, much
along the lines Roland Barthes (1972) proposed in his book on myths of everyday
culture, where he argued that a universalising gesture goes in tandem with a deple-
tion of history. The cult star speaks to all of us because he or she is perceived as
nothing other than a signifier, referring to other signifiers. For this reason, Braudy
rightly insists that what distinguishes our celebrity culture from earlier notions of
fame is that today we seem to have created and indeed are celebrating a fame that
is almost entirely cut off from history. Because we neither take care of our great
forerunners nor cultivate a standard of posterity, he suggests, ‘celebrity and fame
have run together, questions of lasting value seem irrelevant or precious, and the
audience becomes lost in an everlasting now, in which all varieties of fame are re-
duced to their immediate form — whose choicest model is the performer’ (Braudy;,
1997: 614).

With this claim, he seeks to draw our attention to the fact that a fame without
history is a fame without memory, and as such not only a false mode of commemo-
ration, but perhaps more crucially, not a viable store of stories by which a culture
can produce meaning. It is, thus, only consequent that the conclusion he should
draw some fifteen years after The Frenzy of Renown was first published, would be
the celebration of iconoclasm: ‘I certainly do think we wouldn’t be so obsessed with
celebrities, or tear them down so quickly, if we had a higher opinion of ourselves’
Indeed, his recommendation is for ‘a rebirth of personal honour and responsibility
in which people no longer need to substitute their heroes for themselves’ (Braudy;,
1997: 618). I will return to this iconoclastic gesture in the last section of my own
piece, because it uncannily resonates with the morality espoused by Salman Rush-
die in his novelistic rendition of our cultural obsession with fated performers. Be-
fore doing so, however, I want to discuss two media events that came to perform
the murky interface I am concerned with between the immediacy of fame, which
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global visualisation affords, and our expectation that celebrities function as a form
of psychic healing for a pervasive sense of loss.

The first is an example of a crime story which, as Braudy puts it, ‘used to be
relegated to the back pages of newspapers’ (Braudy, 1997: 604). Indeed, when I
looked at the front page of the Herald Tribune on July 16, 1997, I was astonished.
The headline read “Gunman Murders Gianni Versace in Miami,” and the text by
Suzy Menkes (journalism’s queen of fashion trends) not only highlighted all the
celebrities that had been clients of the Italian designer, but also put forward the
speculation that it was his own rock-star status that had made him the target of a
madman. If I was initially astonished to find a story with so little political signifi-
cance, though clearly great cultural value, foregrounded by a serious newspaper,
my astonishment grew when on the following day, again on the front-page, The
Herald Tribune ran a text, this time compiled by its staff from dispatchers. The
Miami police, this piece reported, had found a suspect, Andrew Philip Cunanan,
a 27-year-old fugitive already sought by the FBI for the alleged murder of four
men. What amazed me, however, was not only the fact that a historically insig-
nificant event had managed to achieve such serious symbolic value. Rather, it
was the presuppositions subtending this media presentation that seemed to me
particularly noteworthy: Firstly, the connection made between the killings ini-
tially attributed to Cunanan, which were most likely a string of events in a crime
de passion (Cunanan killed his former friend Jeff Trail, and when he was caught
with the dead body by his former lover David Madson in the latter’s apartment,
had to kill him as well, while the deaths of the Chicago millionaire Lee Miglin and
caretaker Mr. Reese served primarily to provide him with the cars he needed for
his escape route from Minnesota via New Hampshire to Florida), and the kill-
ing of Versace, was based on highly circumstantial evidence. Witnesses believed
that they noted a similarity between the killer and Cunanan; the clothes he had
left in the truck stolen from Reese, furthermore, fitted their description of the
clothes worn by the killer. Secondly, Cunanan was vilified from the start, so that
what was perhaps a random killing could be transformed into a meaningful story
about evil. His mother was quoted as claiming her son had been a high-class
homosexual prostitute, while the police and the FBI kept emphasising the reck-
less brutality of the spree killer they had been hunting for over three months. By
the 18th of July, Versace — the celebrity fashion-designer — had been eclipsed by
a second cultural icon — the homosexual who in accordance with so many celeb-
rity biographies, had taken on a new name, Andrew DeSilva; who had invented
himself in the glamorous image of what the gay community of San Diego placed
value on. As the story evolved, the police kept emphasising that they could find
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no real connections between the four murders Cunanan had been charged with
and the Versace killing. Nevertheless, serial killer profilers, when asked to com-
ment on the Versace killing on talk shows, admitted that although he did not fit
this label, they would nevertheless discuss his case within these terms. At the
same time, the police came to contradict the claim of Cunanan’s mother that he
had been a prostitute for hire, even while people continued to insist on his loose
character. Actually the only point on which there seems to have been any even
modest agreement was the fact that Cunanan had made up stories about himself
and encased himself in lies for the very reasons we adore our celebrities; namely
to cover over the faults and fissures in his sense of self.

The story seemed to find an end when, on July 25th, the Herald Tribune ran —
once again on the top of the front page — the headline ‘Suicide Seals Killer’s Deadly
Secret. Cunanan Shoots Himself in Houseboat Near Versace’s Mansion, and did so
next to a picture of the wanted man, taken from the FBI Web site, with a banner
diagonally cutting across his face that read ‘found dead’ Speculations, however,
prevailed, not only because by killing himself Andrew Cunanan left unanswered
the question why he had chosen Versace as his last victim, but also because the
police could not immediately confirm that he had really committed suicide; indeed
there were speculations whether the entire incident wasn’t a mafia hit and cover-
up. Faced with this enigma, the narratives which specialists span say more perhaps
about our cultural obsession with fame than about Andrew Cunanan himself. Yet
the truth is that all of these belated explanations proved to be nothing other than
conjectures. In the last article the Herald Tribune published on the subject, Joel
Achenbach and Roberto Suro from the Washington Post explained, ‘And now he
is gone, to be remembered by history only as an “alleged” serial killer, because you
can’t put a dead man on trial. And because he evidently left no note explaining his
actions’ (Achenbach, July 28, 1997: 3). Indeed, one could call him a flawed celebrity,
whose very status of fame was, like his effort at fashioning himself into a charming,
witty and wealthy preppy gigolo, inscribed to the end with fault lines. His death
made it impossible to prove that he had, indeed, killed Versace, and of course, his
transient celebrity lasted hardly a week, during which, however, his was the most
voraciously reproduced image in the news media. But in a sense, his story is a
comment on our desire to conjoin celebrity with catastrophe, showing precisely
the lies and the abyss to which both his self-constructions and our fascination with
such image-personalities respond. As Achenbach and Suro note in conclusion, the
widespread image of Cunanan as a ‘brilliant predator, a master of disguises, was
unfounded: For it had transpired that in at least two cases he might very well have
committed murder not in the style of a serial killer, but rather for simply opportun-
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istic reasons. He needed a means of transportation. His, it emerges, was the story
of ‘a troubled man who simply fell apart, did something terrible and then fled...no
brilliant criminal predator after all. Just an unusually catastrophic life’ (Achenbach,
July 28, 1997: 3).

As I came to read about the case, what fascinated me was less the fact that a
life of self-fashioning, in which a character lives completely in a world of his own
devising, should end in a chain of violent deaths, but rather the manner in which
the media persisted in representing this story. For Cunanan appears in these media-
hyped presentations as a symptom for a culture of self-aggrandisement, where no
one really cares about the facts about someone’s past or present life, but only about
the style and image they perform. As the biographer Gary Indiana notes in his
preface to Three Month Fever, ‘the scariest aspect of the Andrew Cunanan story
was the insensible proliferation of media coverage of it following the shooting of
Gianni Versace, in the course of which his ‘life was transformed from the some-
what poignant and depressing but fairly ordinary thing it was into a narrative over-
ripe with tabloid evil’ (Indiana, 1999: xiii). It must, however, be noted: catastrophic
as Cunanan’s life might have been, the media rendition of it did serve a cathartic
purpose. It supported the fantasy that random deaths, such as Versace’s, follow a
pattern, if only that of a strange alignment between premeditation and fate. At the
same time, it also supported the idea that such violent deaths do not occur in our
everyday reality, but rather can safely be relegated to a realm beyond the normal
— to the world of fashion rock-stars and celebrity killers. Having thus taken on a
mythic status, the perpetrator of violence could readily be transformed into an
enigmatic monster of evil; someone who feeds our fantasy life but who is decidedly
himself not real. And most perfidiously, the narrative that the media put into circu-
lation emerged as a version of the bourgeois dream of self-improvement gone awry
— the young person who seeks to reinvent himself so as to impress people and thus
move into a class above his own, only to break apart, much as Flaubert’s Emma
Bovary, or for that matter Patricia Highsmith’s Tom Ripley do. As Gary Indiana
concludes, within our currently prevalent logic of a culture of simulation and com-
merce, one’s core value resides in what others think of one, so that the falling apart
of this performative self-image is tantamount to a complete loss of self. Indeed, he
explains, the paradox inherent to the narrative the media produced after the killing
of Versace implied that ‘only celebrities have real lives, while at the same time ‘all
the figures in the story, including Versace, proved to be ‘completely unreal, since
all the worrisome inconsistencies and missing pieces needed to be shaved off or ig-
nored’ (Indiana, 1999: 242). We return once more to Barthes’ claim that the produc-
tion of cultural myths requires the emptying out of history. And we find ourselves
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returning to the idea that celebrities not only become what they are, because by re-
inventing themselves as stars they cover over the faults and vulnerabilities of their
own biographies. Rather, we are fascinated by them precisely because they have the
same assuaging effect upon us. If the fashion industry is a paradigm for the fatal
enmeshment of surface, appearance, violence and media-hype, the narrative that
came to conjoin its most celebrated member, Gianni Versace, with the fated and
fateful wannabe Andrew Cunanan, can also be seen as the link in the history of our
media culture at the millennium between, on the one hand, the O.]. Simpson case,
where the line between court proceeding and soap opera came, for the first time,
to be indistinguishably blurred, and, on the other hand, the case of Diana Spencer,
where the unhappy marriage between media-hype and violence found its perfect
embodiment in the death of the most photographed person in the world.

As Nicholas Mirzoeff notes, Princess Diana ‘was not simply another celebrity
or beautiful woman, but a person who attained what now appears an unprecedent-
ed place in the global imagination through the medium of photography’ (Mirzoeff,
1999: 135). But in so far as her story was, from the start, told in photographs, it
was always a story of posing. The very intimacy she seemed to share with us — her
imperfections and her triumphs — were so poignant precisely because they were
performances. With the help of the mechanism of the modern media she thrived
on what Claude Lefort calls the ‘intimacy effect ... the constant illusion of a be-
tween-us, an entre nous’ (Bhabha, 1998: 109). Yet as Homa Bhabha embellishes on
this definition, such staged intimacy is, in fact, nothing less than a ‘hallucination
of nearness which abolishes a sense of distance, strangeness, imperceptibility of
otherness and in so doing renders the transindividual into a hybrid creature that is
both a familiar presence and a phantasmatic icon’ (Bhabha, 1998: 109).

In the case of Princess Diana, the process of global visualisation worked in
two ways. The duplicity in Diana Spencer’s case can be formulated as follows: even
as she came to transform banal photographs into images laden with the meaning
she desired to disseminate, they also became ciphers for the emotions of her audi-
ence. She came to serve as a mass media icon for personal loss that attracted and
touched even those who were not her fans, simply because the sheer volume of
her photographic images made her face unavoidable. Yet what strikes me as poign-
ant about her celebrity is that fame not only turned her into a particularly vibrant
object of consumption, nor that it quite literally consumed her, but rather that this
double consumption was precisely what made her such a resilient cultural icon.
After her violent death, it became evident that Diana was the ultimate embodi-
ment of celebrity precisely because, ‘being associated with no memorable deed or
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exploit, her image could serve as a universal referent (Gaillaird, 1998: 163). What
also became horrifically clear, however, was that her iconic status had been self-re-
flexive from the start. A mediatized cipher for the vulnerabilities and failures oth-
ers sought to project onto her, Diana came to enact the manner in which a celebrity
cannot survive ‘the all-consuming blaze of the publicity machine’ (Mirzoeff, 1999:
241). Indeed, as Mirzoeff speculates, this allowed for a second-degree fetishism on
the part of the audience: the ‘madness of modern celebrity imaging...is that it de-
mands such violent denouements, even as it denounces them. At the same time the
wastefulness inherent in such conspicuous consumption appalls us all, even as we
participate in it’ (Mirzoeff, 1999: 241). Faced with Princess Diana’s sacrifice on the
altar of fame, we could have and eat our cake at the same time — indulge in maudlin
tales of mourning and chastise ourselves for doing so. And the effect — though spe-
cifically British in its royalty content — was truly global. As images of her crashed
car, and later of her hearse, populated the T.V. screens, tabloids and newspapers, it
became clear how diverse her constituency had been.

I want to foreground two rhetorical moves as being particularly prevalent in
the media presentation of Princess Diana’s death. On the one hand we find the
presupposition of the fateful end as the condition upon which her celebrity status
resided. A resolution to the desire for narrative posed by this celebrity could only
be found if one assumed her faults and vulnerability as the precondition of her
being. On the other hand we find the notion that the gain afforded by symbolic fic-
tions which turn contingencies into stories of consequence is to be recognised as
the illusory solution of some fundamental antagonisms that by definition can only
be repressed but not resolved. While Slavoj Zizek would maintain that this formula
fits all symbolic fictions that a given culture brings into circulation so as to main-
tain a minimum of political coherence, he himself enjoys highlighting those nar-
ratives that take disasters as their theme: ‘therein resides one of the fundamental
lessons of psychoanalysis: the images of utter catastrophe, far from giving access to
the Real, can function as a protective shield against the Real. In sex as well as in pol-
itics, we take refuge in catastrophic scenarios in order to avoid the actual deadlock
(of the impossibility of sexual relationship, of social antagonism)’ (Zizek, 2000: 34).
In the case of Princess Diana, the true horror is not the fateful car race through a
Parisian tunnel, which immediately transformed her into the mythic Diana, finding
death at the hands of the paparazzi hounding her. Rather what, according to Zizek
might well have proven to be the true horror — at least for us as the audience of this
media-produced spectacle — would have been a marriage to Dodi al-Fayed and,
concomitant with it, a return to the traumatic knowledge her first marriage had
not only afforded her, but also all the fans that had watched the slow disintegration



24 | Elisabeth Bronfen

from the smiling virginal bride of Prince Charles to the tearful TV-interviewee,
confessing her psychic and somatic distress. It is as a desperate defence measure
against having to confront the impossibility of a sexual relationship, of acknowl-
edging the antagonism subtending all social alliances, that the media chose to over-
expose the situation of her death. Indeed, what stunned less sentimental spectators
of the media spectacle that evolved in the time between the fatal accident and the
funeral was the speed with which public sentiment turned. While the public had
had little more than scorn for the woman who was spotted in a leopard-skin bath-
ing suit on the yacht of a frivolous multi-millionaire, their response to her prema-
ture death gave rise to an astonishing effusion of grief and sympathy.

And while some critics have suggested that the profusion of sentimental im-
ages we were flooded with in the late summer months of the same year Versace
was killed should be seen as a confession of guilt on the part of the press that had
scorned and hounded this most photographed person of the world, I am inclined
to offer an even more cynical explanation: Her death was a relief. It confirmed
the presupposition of fatality underlying the self-fashioning she had undertaken in
her media appearances since her separation from Charles. Indeed, as Joan Smith
uncannily noted in a piece in which she commented on the Panorama interview
months before the tragic accident in Paris, “What Diana seemed to have forgotten...
was the traditional fate of the women with whom she had chosen to bracket her-
self...they all wind up young, beautiful and dead. Poison, strangulation, speeding
trains, tuberculosis, above all self-inflicted wounds, these are what lie in wait for
the donna abbandonata; it is emphatically not a long-term career option’ (Smith,
1997: 12). How much the public likes its female celebrities this way, indeed, how
astute Smith was when she closed her piece by asking whether this was a role the
princess would be prepared to die for, emerged after the event, namely when Prin-
cess Diana’s dead body came to stand in as proof for the resilience of fame stories,
where the flip side to a surmounting of personal difficulties must be the heroine’s
demise. And of course, she was a fictional character from the start; a celebrity sig-
nifier whose meaning was produced performatively in relation to other notably
fictional celebrities, the Diana of classic antiquity, Virgil's Dido, Flaubert’s Madame
Bovary, or Verdi’s Violetta: a horrific version of the postmodern dictum, ‘every-
thing goes, given that all public representations of the public self prove to be purely
mediatized, with images referring to other images, while the point of referentiality
no longer holds this profusion of images in check.

But her fateful death could also be construed as a relief in the sense that it
allowed for a profuse wave of self-projection to set in, which actually performed
the very culture of attention that was initially chastised as the force responsible
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for the princess’ untimely demise. Indeed, as Wheeler Winston Dixon notes, the
media frenzy over the violent death of Diana Spencer on August 31, 1997 came
to exhibit a ‘desire for control, community, and a commonalty of shared experi-
ence’ (Dixon, 1999: 9) that was marked not only by an overwhelming uncritical
sentimentality, but also by that fact that precisely because of the sheer profusion of
the news media available to disseminate her images, she also became ‘the ultimate
medieval consumerist icon’ (Dixon, 1999: 12). As many have noted since her de-
mise, she knew exactly how to manipulate her image for the desired effect. She did
not, however, simply only control and possess the means of having herself visually
reproduced. That would have put her into what is decidedly not a class of tragically
fascinating women who inspire melancholic empathy in us; namely self-designed
professionals like Madonna or Hilary Clinton. Rather she was also from the start
herself possessed by the very images that came performatively to turn her into a
global visual value; a superlative embodiment, ‘for the public to possess, through
multiple exposures and serial repetition, the essence of the person whom they ad-
mired and/or emulated in life, and consequently enshrined in death’ (Dixon, 1999:
19-20). One could say, because she herself foregrounded the tragedies in her life in
the narratives she allowed the media to put into circulation, we not only came to
believe we possessed her in her vulnerability. Rather, her violent death proved to
be the only truly satisfying solution. Dixon concludes that Diana became the object
of such conspicuous public commemoration because a public eager to devour sto-
ries of calamities, ‘seeks closure to the romance of a “fairy tale” wedding not in the
phrase “they lived happily ever after” (which is after all, only a point of beginning
rather than a conclusion), but rather in the bathos and melodrama of disastrous
events, precipitous declines’ (Dixon, 1999: 43). Yet one could add, her dead body
did not simply function as a signifier for our own dark preferences for tragic over
happy endings. As Judith Williamson notes, it rendered visible that our feelings
‘are caught up in media stories — real and fictional, (Williamson, 1998: 26) because
in contrast to our messy and confusing ordinary lives, these narratives produce
meanings that are clear and well-secured. The duplicitous poignancy of the event
resides, however in the fact that while, for a brief moment, death seemed to de-
construct the economy of global visualisation, this accidental, contingent death
proved to be fictional par excellence. So one further lesson to be drawn from the
ambivalent satisfaction Princess Di’s demise afforded us is that, in our celebration
of narratives of catastrophe, the antagonism which above all else is repressed, is
that of facing the unresolvable yet unavoidable alterity death represents for us.
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In a piece entitled ‘Crash, Salmon Rushdie commented on the spectacle of
Princess Diana’s death by pointing out how the intensity of our gaze upon ce-
lebrity not only transforms the famous into commodities, but usually ends up
destroying them. In so doing, the celebrated accident and our response to it, he
claims ‘tells us uncomfortable truths about what we have become) namely ‘lethal
voyeurs’ in a game where ‘our insatiable, voyeuristic appetite for the iconic Diana
was ultimately responsible for her death’ (Rushdie, 1997: 69). The bitter irony
resides for him in the fact that she should have met her death precisely as she
was fleeing from being an object of collective spectacle and speculation so as to
become a subject; fleeing that is ‘from commodity toward humanity’ The lesson
he suggests we might learn from this tragic event bids for a different gesture of
flight, which, for the audience at least, might mean ending on a happier note.
He concludes in a similar vein as Braudy does with a wish for a less celebrity-
obsessed world; ‘Diana herself seemed far happier once she'd escaped from the
Royal Family. Perhaps Britain itself would be happier if it made the same escape,
and learned to live without kings and queens’ (Rushdie, 1997: 69). Read against
this essayist backdrop, The Ground Beneath her Feet emerges as Rushdie’s rene-
gotiation of the cultural values that have so resiliently wedded catastrophe and
celebrity. The story of his two protagonists — two rock-musicians who achieve
cult status during their lifetime — indeed reiterates what Braudy calls the ‘two
fame stories the public especially likes to hear. In one, the triumph occurs only
after the surmounting of overwhelming personal difficulties. Then, after fame
is achieved, the second story appears. It is a story of retribution and revenge in
which the hero or heroine falls, destroyed by fate, or chance’ (Braudy, 1997: 615).
For both of Rushdie’s musicians, the personal challenges they must overcome
prove to be the very source of their artistic creativity. The singer and guitarist
Ormus (based on a splice between Freddy Mercury, John Lennon and Elvis Pres-
ley), leaves his mother’s womb under the shadow of his stillborn brother, from
whom he also, however, draws his musical gift; an oblique reference, of course
to the birth of Elvis Presley and his stillborn twin. This doublegiinger, residing in
the underworld, sends him spectral messages that consist in renditions of songs
that will be top of the charts in years to come, and it is precisely Ormus’ uncanny
ability to anticipate what will be a success in the international rock world that
makes the agent John Mullens Standish aware of the Bombay-based singer. Born
Nissa Shetty, Ormus’ beloved, for her part, turns the tragic catastrophe haunting
her early family life into a fruitful fault line. As she moves from one foster home
to the next (invoking among other things the life of Marilyn Monroe), she comes
to redesign herself. Initially called Diana Egiptus, she takes on her star name Vina
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Aspara when, in India, her relatives turn her out and she finds refuge in the home
of the narrator Unmeed Merchant.

The most significant challenge the two have to face in order to become rock-
celebrities, however, consists in their fated love. Ormus, upon seeing Vina in a
record store, falls in love at first sight, but must wait for her to come of age before
they can be united. Before this occurs, however, the politically motivated burn-
ing of the Merchants’ house, which had served as Vina’s surrogate home, causes
her to leave for England, where she will be united with her lost lover only once
he, having himself left India because his family has been ruined, has had a fateful
accident, leaving him in a state of coma. It is her voice — in a significant gender
reversal — that wakes him from the dead, and they can finally unite to form the
spectacularly famous VTO-band. Ormus, the narrator Rai surmises, wants to be
the ground beneath her feet, so that she, in this happy ending, can be all the earth
he needs. Yet Vina knows what her lover wants to repress, namely that the sexual
relation between man and woman is always inscribed by a fault line; that it can only
be terra infirma, and as the protective fiction of romance wears off, the antagonism
subtending their union comes to the fore, making manifest the fissure out of which
a new Vina emerges: one who is disoriented yet who, in her resilient power of self-
generation, goes to Mexico with a band of her own, only to find her tragic end in
an earthquake that engulfs the woman who never had any firm ground beneath her
feet to start with.

Apart from citations of several refigurations of the Orpheus’ myth, as well
as Nabokov’s distinctive voice of exile and, of course, a plethora of citations of
the rock-music of the 70s and 80s, Rushdie significantly makes oblique refer-
ences to our obsession with Princess Diana’s accidental death. One of the first
statements by which the narrator introduces his relationship to the dead Vina is:
‘T would have driven at two hundred kilometres per hour for her if it were speed
she wanted, I would have crashed into a concrete wall for her if it had been her
desire to die’ (Rushdie, 1999: 4). Like Diana, she, too, finds her death in the middle
of her life, her story ‘an unfinished song abandoned at the bridge, deprived of the
right to follow her life’s verses to their final, fulfilling rhyme’ (Rushdie, 1999: 5).
Furthermore, owing to the tragic circumstances of her death, Vina also passes
into myth. According to the narrator at least she becomes ‘a vessel into which any
moron could pour his stupidities, or let us say a mirror of the culture, and we can
best understand the nature of this culture if we say that it found its truest mir-
ror in a corpse’ (Rushdie, 1999: 6). Indeed, Rushdie allows this narrator, a news
photographer who, like his two childhood friends, has taken on a pseudonym,
Rai, to reflect upon how he, when faced with situations of catastrophe like the



28 | Elisabeth Bronfen

earthquake he and Vina find themselves in, passes into the trance so typically of
the paparazzi. The scene in which he describes how he is caught in the passion
of photographing rather than feeling compassion for the victims of the disaster
explicitly invokes the case of Diana, for he compares himself to photographers
for whom the medical team trying to reach a dying woman were nothing other
than an obstacle to their work (Rushdie, 1999: 16). Finally, Rushdie’s Vina is also
transformed into a posthumous goddess, a person of whom in retrospect peo-
ple say, she was ‘intensely famous, fabulously photogenic, and who, because she
was willing ‘to bare her scars, to live her private life in public, to talk about her
wounds, her mistakes, her faults, was belatedly found to be not just a cult figure
but also be ‘one of us’ (Rushdie, 1999: 478).

At the same time, these references to the fact that the corpse of a cultural
celebrity mirrors the lethal voyeurism of our culture, allows Rushdie to include his
own critical discussion of the enmeshment of photography and death. Rai com-
pares his work to that of an assassin, because ‘he wants light from his subjects,
he takes their light and their darkness too, which is to say, their lives’ (Rushdie,
1999: 213). As his mentor explained to him early on, the star-photographer is a
mix between ‘tant-pis killer and the giver of immortality’ (Rushdie, 1999: 222). Fur-
thermore, photography is for him about possessing the world’s secrets, of which
the greatest is being in the presence of death and disaster. So that it is only conse-
quent that his most resounding shot is his last photograph of Vina, taken during
the earthquake in Mexico, ‘the ground beneath her feet is cracked like crazy pav-
ing and there’s liquid everywhere...This last Vina is calamity incarnate, a woman
in extremis, who is also by chance one of the most famous women in the world’
(Rushdie, 1999: 466). The irony Rushdie emphasises lies in the gullibility of the au-
dience. Though everyone knows there can have been no last image of Vina, given
her solitary death (and we are again reminded of the suppressed image of Princess
Diana’s corpse), the authenticity of the photograph is accepted precisely because
an image of a star at the moment of death so readily satisfies not just our need for
last things, but more seminally, our need to translate the contingency of death into
a coherent narrative.

In his obsession with the relation between absence and representation, Rai
of course references another literary paradigm, well known since Poe, who pro-
claimed that the death of a beautiful woman was the most poetic subject and the
one most justified in poetically embellishing upon this death the bereaved lover.
Yet it is crucial to note that, by dividing the position of the mourner between two
characters, Rushdie self-consciously undercuts the fetishism implied in the act of
reifying a feminine corpse, as this subtends our cultural obsession, for example,
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with Marilyn Monroe. Ormus seeks to reanimate his dead Vina, producing an
enormous video installation with tapes of the woman, Mira Celano, who has come
to imitate her to perfection, only to undertake his final and most perfected tour
with this resurrected Vina, in a rock rendition of the Orpheus story. Rai, in turn,
undertakes to tell ‘every last detail’ of the story so that, as he explains, * maybe she
can find a sort of peace here, on the page, in this underworld of ink and lies, that
respite which was denied her by life’ (Rushdie, 1999: 21) His, too, is an effort to
gain control over the contingency of loss by stringing together random events into
a coherent and uplifting narrative. By transforming her into a postmodern saint,
who redeemed him by her sins, even while her full power as a symbol came to be
unleashed only once she was irrevocably lost, he seeks to shield himself against
the message of radical dislocation she had always also embodied for him. For she
had been the one who introduced desire, and with it heartbreak, into his life; she
had been the first to go into exile and thus render visible the fault line upon which
any notion of a happy home is constructed; and finally she had denied him the
satisfaction of playing to his desire for the protective fiction of a happy end to their
clandestine romance.

Yet as is so often the case, representation itself is duplicitous, for even as Rai
seeks to appropriate Vina into his melancholic tale, which is meant to confirm
him and his control over the disastrous events that encroached upon his life, she
emerges in his text as a counter-figure to the trivialising reification of news per-
sonae like Andrew Cunanan or Diana Spencer. She does so because, against his
own intentions perhaps, Rushdie’s narrator foregrounds complexity and not two-
dimensionality in his representation of the diva Vina Aspara. In so doing, he re-
turns historical specificity into a tale whose mythic universalising gesture would
normally require an emptying out of history. For his diva is first and foremost pre-
sented as a figure who embodies the ‘conflict between the fantasy of Home and the
fantasy of the Away, the dream of roots and the mirage of the journey’ (Rushdie,
1999: 55) in such a way that we never lose sight of the very void her celebrity is
meant to protect her and us from. Precisely because from the start she is semi-
detached from the world, ‘without strong affiliation to family or location or nation
or race’ (Rushdie, 1999: 72), she can take on the divine status of a global icon. Yet
the message she transmits is an embracing of instability in herself and in the world,
insisting that if notions of home and kinship prove to be one of our most resilient
symbolic fictions, the fault line is perhaps the only viable trope for home we have in
the postmodern world. Even as Rai describes how her music offered solace to her
audience, he also foregrounds that it was produced in a condition of perpetual loss.
Rushdie thus appropriates the conviction that fame might serve as a compensation
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for whatever faults and fissures we feel in our selves, only to whip the carpet from
under us. It is not that her celebrity does not go in tandem with her being the exag-
gerated avatar of the jumbled selves of her audience, but rather that in pushing the
catastrophic to its edge, she comes to stand in for her own sense of loss, over and
beyond our projections of loss onto her. Apodictically put, even as she serves as a
superlative metaphor for the disorientation of others, her own wounds are every-
thing but metaphoric. Indeed, the point that distinguishes the true diva — who, far
from being ephemeral or trivial, resiliently inscribes herself in our cultural memo-
ry — from all the other stars that populate our media world, is precisely this murky
enmeshment. There is something fully authentic in her explicit performance of
her own fictional status. She will expend herself in her role as public performer at
all costs. Recognizing that home is nothing other than a protective fiction, she will
radically relinquish all symbolic safety nets, even if it means being swallowed up by
what symbolic fictions shield us from — death.

In his effort to win Vina away from Ormus while they are both in Mexico, that
is to say just before the fateful earthquake, Rai tells himself ‘metamorphosis, this is
what I need to explain to her, is what supplants our need for the divine. This is what
we can perform, our human magic’ (Rushdie, 1999: 461). Indeed, making a bid for a
more human scale of understanding the world’s faults is also Rushdie’s antidote to
our obsession with stars. He thus allows Rai to emerge from his enmeshment with
the tragic lovers Ormus and Vina as the mature subject Leo Braudy calls for; i.e., as
someone who no longer needs to substitute divine creatures for himself. His part-
ner in this transformation is Mira, the woman who initially consents to take Vina’s
place in Ormus’ posthumous homage to his deceased wife, giving body to a dead
woman. Yet she ends up articulating the difference between herself and the de-
ceased during the first performance of their show, namely when she discovers that
the audience is not willing to play along with this necrophilic act. In a pragmatic
gesture that proves how little of a diva but how much of a professional star she will
turn out to be, Mira insists that there will be no more Vina. ‘Nobody comes back
from underground. Nobody did return. Vina Aspara’s gone; (Rushdie, 1999: 552)
she explains to the shattered Ormus. If Vina found her first symbolic death when
she left the home of the narrator in Bombay to re-emerge as a rock star on the Lon-
don and New York stage, only to experience a second one as she slowly came to be
turned into the cultural icon Vina Divina, her final symbolic death is at the hands of
another star who emphatically puts an end to all posthumous reification. In Rush-
die’s tale of fame, Mira and Ormus go on to perform what is deemed the acme of
his and the onset of her music career. Yet it is significantly the woman who insists
on separating celebrity from death who also comes to sever the two mourners and
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thus introduces, at least for one of them, an alternative to tragic endings. While
Ormus’ response to the recognition that his dead beloved cannot be resurrected is
a courtship of death that will end in his assassination by a rabid Vina wannabe, Rai
begins to love again — the woman who both is and is not his lost love.

On the last page of the novel, we find precisely the ‘ordinary human life’ that
our celebration of catastrophes seeks to occlude. The irresolvable antagonism in-
scribed in human relations continues, but Rushdie’s narrator no longer needs di-
vine creatures to shield himself from this wounding knowledge. It is the moment
when the gods have vacated the stage: ‘This, the myths hint, is what a mature civi-
lisation is: a place where the gods stop jostling and shoving us...when they move
back...leaving us free to do our best or worst without their autocratic meddling’
(Rushdie, 1999: 574-575). In the end, the divas die and the professionals survive.
That, too, is a symbolic fiction, less glamorous and moving perhaps than a tragic
story based on the myth of Orpheus and Eurydice, but one whose charm resides
in trusting that by looking ordinary contingency in the eye — rather than seeking
refuge from it in the fictional creatures we worship as celebrities — it actually loses
the frightening face it gets when it is turned into a narrative of fate. Yet to the end,
Rushdie holds on to the gesture of complexity. Just because Rai and Mira have
turned their back on mythic explanations for the antagonisms of their everyday
lives does not mean that the charismatic power of the diva they no longer require
dies with their attention.

But where does that leave us? Even if an author like Salman Rushdie decon-
structs the fatality, if not the futile vanity, underlying our obsession with celebrity,
this does not do away with the fascination we collectively attach to public figures
that the media have declared to be divine, nor does it fully satisfy our desire to use
celebrity figures to compensate for the incommensurabilites of our everyday real-
ity. Rather, Rushdie’s novel compels us to take seriously the specific, unique and
utterly inimitable quality of truly inspired figures of celebrity, with which I mean
divas such as Elvis Presley or Marilyn Monroe, whom Rushdie explicitly invokes
as prototypes for his own protagonists. They are cultural icons who were from the
start more than merely the production of media campaigns, whose physical pres-
ence exceeded their symbolic value, and whose charisma truly touched, inspired
and disturbed their contemporaries, producing a revolution in the way the sexual-
ized body and its representation in popular art forms were to be thought about in
the decades that followed. Taking note of the difference they made and continue to
make in our cultural imaginary could be an antidote to the trivialization of renown
which has come to prevail in our contemporary media culture. As Marilyn Mon-
roe wrote in the telegram she sent to Bobby Kennedy, declining an invitation to a
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dinner party because she was involved in a legal battle with Fox Studios over her
irregular appearance at the set of Something’s got to give; “Dear Attorney General
and Mrs. Kennedy. I would have loved to accept your invitation. Unfortunately I
am involved in a freedom ride protesting the loss of minority rights belonging to
the few remaining earthbound stars. All we demanded was our right to twinkle.
Marilyn Monroe?” Thus, a second moral lesson can be gleaned from both Rushdie’s
demontage of our necrophilic desire and the ephemerality of the news events we
worship daily, only to forget them again with the same brio. Real divas not only
transcend trivialization, and inspire in us the certainty that some forms of celeb-
rity are the result of true inspiration, even if they are always also appropriated by
consumer culture. Rather, divas have a life of their own. Precisely because in the
stories we spin about them the truly great celebrities must die catastrophic deaths,
their song goes on. Of cultural icons like Marilyn Monroe or Elvis Presley, one can
claim with security that the grain of their voice, the charisma of their gestures, will
in fact resonate more poignantly than ever once they no longer function merely
as divine creatures of our own invention which we invest with our desire. We only
need to insist on the difference between a celebrity that has real consequences,
one that in the sense of Barthes’ punctum penetrates and troubles us, rather than
affording a safe and simple narcissistic escape from everyday contingencies and
incommensurabilites. For this authenticity, which is both part of a cultural system
of iconic exchange and exceeds it, continues to twinkle as long as we are willing to
pay attention, and in so doing relegates the more trivial versions of celebrity into
the shadowy limbo of oblivion. It was the promise great divas always embodied and
it continues to be our hope.
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Congressos partiddrios
— 0 modo como 0s jornais os tratam

ROGERIO SANTOS *

1. Introducao

Um congresso partidério é o espaco em que dirigentes politicos e militan-
tes de um partido se reinem e preparam estratégias de futuro (nova lideranga,
mudanga de estatutos, estratégias e tacticas, aliancas e campanhas eleitorais). Ele
ocorre num momento especifico, normalmente durante um fim-de-semana, e é o
resultado de longa preparacdo de documentos. Contudo, e apesar desta racionali-
dade e 1gica, os congressos sdo espagos vivos de confronto e de surpresas, advin-
das de politicas de aliangas internas e desavencas imprevistas antes e durante os
referidos encontros, mantendo, em alguns casos, a dissensdo apds o encerramento
dos trabalhos partiddrios.

O texto presente' analisa, a partir de noticias da imprensa, os congressos
dos partidos com assento parlamentar (Partido Socialista, Partido Social-Demo-
crata, CDS-Partido Popular, Partido Comunista Portugués e Bloco de Esquerda),
nos anos de 1994, 1995, 2000 e 2001, coincidindo com campanhas eleitorais para
as legislativas. As noticias foram retiradas dos seguintes meios impressos: Didrio
de Noticias, Publico, Expresso, O Independente e Visdo. Pretende-se responder as
seguintes questdes: Qual a localizacdo das noticias sobre congressos partidarios?
Que géneros jornalisticos sdo usados? Qual o tom e estilo das pecas noticiosas? Sdo
estas assinadas ou nao?

* Professor Auxiliar Convidado da Faculdade de Ciéncias Humanas da Universidade Catdlica Portuguesa
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Tais questdes visam preencher objectivos como a relevancia das questoes poli-
ticas, e dos congressos partidarios em particular, verificar se as noticias seguem um
modelo de informacéo séria ou um caminho mais sensacionalista e leve, como alguns
estudos concluiram (Schudson, 2003; Patterson, 2003), e investigar se os jornalistas
olham os diversos congressos e lideres de modo imparcial e objectivo. A metodo-
logia, desenvolvida mais a frente, assenta na andlise de contetido de 1195 noticias.
Apés a revisdo da literatura sobre comunicacéo politica e congressos, relacdes entre
jornalistas e fontes e outros conceitos (agendamento, enquadramento, rotinas pro-
dutivas e valores-noticia), o texto mostra e interpreta resultados empiricos.

1.1. Comunicagéao politica

Num congresso, emergem, para além da organizacdo discreta, perspectivas
em oposicdo, lideres e oponentes (Stanyer, 2001; Santos, Ventura e Calado, 2002;
Faucher-King, 2005). A disputa entre candidatos assume uma dupla situagdo: a de
bastidores, e a publica ou medidtica. Os discursos adaptam-se a cada uma destas
posturas. Os congressistas — em especial os lideres, os candidatos a lideranca e
aqueles mais conhecidos publicamente — fazem uso dos media (imprensa, radio,
televisdo e internet). Primeiro, antes do congresso, aceitam ser entrevistados ou
procuram os media, veiculando os seus pontos de vista. Nomeadamente os media
de referéncia e de servigo publico ouvem os candidatos a lideranca, extraindo as
principais linhas de forca dessas candidaturas. Depois, durante o curto periodo da
reunido partidéria, esses congressistas estdo atentos aos media e procuram forne-
cer subsidios de informacio, no sentido indicado por Gandy (1982), dando conta
de propostas, aliancas e formacéo de listas.

Nas ultimas décadas, o discurso politico para o exterior ganhou muito interes-
se, devido ao efeito de amplificacédo e influéncia dos media, o que levou a alteragoes
substanciais nos modelos de contacto daqueles com os politicos, como estudou
Norris (1997, 2002). Apesar do peso conferido pelos politicos aos media electréni-
cos, 0 nosso estudo baseia-se em noticias da imprensa, porque a andlise e discussdo
dos politicos em congressos partidarios passa ainda muito pelos jornais, dado o
generoso espaco de opinido colocado a sua disposicéo pela altura destes eventos.

Os congressistas procuram veicular as suas posi¢des, ampliando o que os afas-
ta de outras candidaturas ou propostas, no sentido de produzir efeito no interior
do congresso, antes da aprovagdo de propostas. A dramatizacio e a confianca nos
congressistas fazem parte da estratégia destes, muitos deles politicos profissionais,
sabendo que tais posicoes favorecem apoios (internos) e afirmacio externa. A re-
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lacdo de antagonistas politicos entre si e os media noticiosos, Wolfsfeld (1997: 13)
chama simbiose de concorréncia, em que um lado da relagdo tenta explorar o outro
e com o minimo de custo. Além disso, cada lado precisa do outro para garantir
éxito no seu desempenho, naquilo a que Blumler e Gurevitch (1995: 29) chamaram
de modelo de troca.

Dito de outro modo, o poder relativo de cada lado, ainda segundo Wolfsfeld,
¢é determinado pelo valor dos seus servicos a dividir pela necessidade dos servicos
oferecidos pelo outro lado. O poder é, concluindo, uma questio de dependéncia
relativa: quem precisa de quem e do qué no momento da troca. As noticias anali-
sadas no presente estudo apontam algumas caracteristicas quanto ao desempenho
dos politicos, caso do tom com que as pecas sdo escritas, favorecendo ou critican-
do as propostas apresentadas, dando maior proximidade ou discordancia atenden-
do ao dito e face ao ja feito pelo politico.

O exemplo dado por Wolfsfeld (1997) é o do presidente americano, que possui
um valor-noticia elevado, pelo qual qualquer jornalista estd disposto a pagar. Os
media noticiosos aceitam entrevistas, conferéncias de imprensa e comunicados do
presidente, mas o mesmo pode ndo ocorrer com outros agentes politicos. Por seu
lado, o presidente precisa dos media para passar a sua imagem e politicas, o que
conduziu a implantacéo de infra-estruturas para distribuir informacgéo aos jorna-
listas. Distinguem-se, assim, fontes oficiais, de acesso regular aos media, e fontes
ndo-oficiais, de acesso pontual (Santos, 1997, 2006), com as primeiras a serem fre-
quentemente classificadas como definidoras primérias (Hall et al., 1978), dada a
importancia do que tém a dizer, o modo como enquadram a informacéio prestada
e a regularidade com que o fazem.

O modelo de troca ocorre em dreas como parlamento (Negrine, 1996; Blu-
mler e Gurevitch, 1986; Graber, 1984), politica em g