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Preface

Shirakat--Partnership  for  Development  has  been,  since  its
inception,  a  strong  proponent  for  gender  equality  and  women's
empowerment.  The  systemic  marginalization  and  domination  of
women holds back the society where it is practiced from reaching
its  full  economic,  social,  and  cultural  potential.  Increased  labor
force  participation  of  women  has  been  linked  by  studies  to
increased  economic  growth.  Others  have  argued  that  political
movements with a higher involvement of women are more likely to
be nonviolent. Many of our best creative minds have been female
and have made great strides in the arenas of art and science. 

Despite this evidence however, women's participation in the public
sphere has been limited in Pakistan, where women continue to be
underrepresented in the labor force, political parties, and academia.
Shirakat  is  committed  to  remedying  this  issue.  Under  our
Collaboration  for  Change  project,  we  have  implemented  many
activities  to  try  and increase  women's  public  presence.  Shirakat
believes that it is crucial to engage men in this effort and mobilize
them as agents of change for a more equitable society. In order to
do so in a sustainable and effective manner, it is first important to
understand  men  and  the  formation  and  performance  of  their
masculinities. 

To  this  end,  Shirakat  has  sponsored  multiple  researches  on  the
messages men and boys receive about gender and masculinities. A
previous  report  looked  at  the  portrayal  of  masculinities  in
textbooks. This current text reviews and analyses masculinities on
Pakistani Television in order to understand how men are portrayed
on TV. This work is meant to inform further efforts at engaging
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men for  gender  equity,  such as  gender  sensitivity  trainings.  We
hope that this research will not only benefit ourown work, but will
also serve as a step to filling the current research gap on Pakistani
masculinities and provide important insights that can be used by
others working in the sector towards similar ends.

We are grateful to European Union for its financial support through
Norwegian Church Aid. We also appreciate the professionalism of
Technology  for  People  Initiative  of  Lahore  University  of
Management Sciences which made this research possible.

Bilquis Tahira
Executive Director

Shirakat – Partnership for Development
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Introduction

The  widespread  i.e.  mass reach  of  the  media  makes  it  an
indispensable tool for reinforcing the ideologies of the dominant
class. Thus,  in line with the political  economy of its  ownership,
production and consumption, the media becomes a significant site
for charting out the dominant cultural scripts in circulation within a
particular  society.  John  Fiske,  in  his  book,  Television  Culture,
considers television “a cultural agent, a provoker and circulator of
meaning”. He looks at television programs as replete with potential
meanings, but states that the dominant segment in society attempts
to control and channel this meaningfulness into a more monolithic,
singular,  preferred  meaning  that  undertakes  the  work  of  the
dominant  ideology1.  The  contributions  of  Stuart  Hall,  a  scholar
working in  British  cultural  studies,  exemplify this  power  of  the
mass  media  in  providing  audiences  with  ways  of  seeing  and
interpreting  the  world  and  consequently  with  ways  of  orienting
their behavior and participation within a given society:

“[The mass media] have progressively colonized the cultural and
ideological sphere. As social groups and classes live increasingly
fragmented and sectionally differentiated lives, the mass media are
more and more responsible (a) for providing the basis on which
groups construct an 'image' of the lives, meanings, practices, and
values of other groups and classes; (b) for providing the images,
representations  and  ideas  around  which  the  social  totality,
composed  of  all  these  separate  and  fragmented  pieces,  can  be
coherently grasped as a 'whole' (98:340)”.2

1 Fiske, John. Television Culture.Routledge. 2011. 

2 Stuart Hall as quoted in Spitulnik, Debra. Anthropology and Mass 
Media.Annual Review of Anthropology. 1993. 22:293-315. 
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The popularity of Pakistani TV dramas—the watching of which is
often  times  a  family  affair--as  well  as  the  importance  of  news
channels in disseminating information to the masses,  means that
there  is  a  lot  to  be  gained  from analyzing  these  mass  cultural
mediums.  In  addition,  the  rise  of  the  Pakistani  film  industry
facilitated by the opening of cinema halls in urban centers such as
Lahore and Karachi,  lends even more significance to a study of
Pakistani  media  in  shaping  cultural  beliefs  and  societal  norms.
Within the context of Pakistan, research on media has largely been
conducted  through  the  lens  of  political  economy  where  the
development  of  media  is  linked  to  national  and  transnational
politics. This report intervenes to provide an in-depth analysis of
media content, relegating the focus on media’s political economy
to the background. It aims to do this by providing an empirically
rich  understanding  of  the  cultural  content  of  two  of  the  most
popular  genres within Pakistani  television,  namely drama serials
and the news. It utilizes an anthropological and post-colonial lens
to  decode  the  narratives,  images  and politics  propagated  by the
most  popular  dramas  and  news  channels  in  2017,  keeping
masculinity as the primary unit of analysis.  

Significant attention has been paid in gender studies to developing
and analyzing the concept of femininity. This can be gauged from
the establishment of gender/women studies as a specialization in
higher  education  along  with  the  periodic  reemergence,  with
renewed vigor, of women’s movements (hence the categorization
of  the  different  waves  of  feminism,  each  reorienting  itself  to
address the most  pressing concerns of the time).  The underlying
assumption of feminist movements is that there exists a structure
called patriarchy which upholds the dominance of men in society
and which is predicated upon the subordination of women. Thus,
all  feminist  discourses  in  their  attempt  to  understand femininity,
always  see  it  in  relation  to  masculinity,  with  the  result  that
masculinity  becomes  something  that  is  taken  for  granted  and
therefore escapes scrutiny.  Only recently has there been a move
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towards engaging with the concept of masculinity itself, to try and
bring into relief what it actually entails. Research on South Asian
masculinities seems to be focused on a few recurring themes, all of
which  illustrates  that  the  concept  of  masculinity  has  only  been
superficially  engaged  in,  in  South  Asia,  if  at  all.  A  superficial
engagement means that there has not been an effort to explore and
define the contours of masculinity(ies) in post-colonial countries on
its own terms. Masculinity in these countries has always been seen
in relation to “global” discourses, bypassing the essential step of
first  defining  and  understanding  the  characteristics  of  that
masculinity in the said country. In other words, it has largely been
a  top-down  approach,  with  masculinity(ies)  in  post-colonial
countries such as Pakistan and India always being seen in relation
to the diaspora or being couched in the rhetoric of the global war
on  terror.  Where  attempts  have  been  made  to  engage  with  the
concept at a local level, it is mainly outside of academia, with local
media  and  NGOs  partnering  to  highlight  issues  such  as  honor
killing  and gang rapes.  However,  this  still  leaves  a  lot  open to
research,  as  these  attempts  are  largely  focused  on  apparently
violent  masculinity(ies),  utilizing  catch-all  terms  such as  ‘honor
killing’, without regard to the specificities of space and place or,
for that matter, without regard to everyday lived reality. 

With  this  background in  mind,  it  is  not  surprising  that  there  is
virtually no research on masculinity(ies) in Pakistan, let alone on
masculinity(ies)  as portrayed in  the Pakistani  media.  To address
this  gap  in  research,  our  report  investigates  the  following
interconnected but distinct research questions:  

1. What kinds of masculinities are prevalent within Pakistani 
electronic media? 

2. How are these masculinities related to each other? I.e. what
are the power dynamics created or depicted between 
different kinds of men and masculinities?  
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3. Are these mediums defining or reflecting the contours of a 
masculinity(ies) specific to Pakistan? 

4. What is the impact upon young minds consuming such 
media? How do these narratives or depictions influence 
young people’s notions about what it means to be a man, or
a “good” man, or an “effeminate” one? 

This last question, suggested in the TORs of this research, is one
that is extremely complex. In the social sciences, relationships of
causality  are  extremely  difficult  to  establish.  Particularly  in  the
context of this question, the treatment (exposure to media) began at
a very young age and has been implemented alongside other forms
of socialization. It is therefore very difficult to isolate the impact of
media from other socializations such as parental attitudes and peer
relationships. The conditions needed to establish the existence of a
causal relationship are extremely difficult (and possibly unethical)
to manufacture, and no natural experiment exists which one could
utilize to argue a causal link. Therefore, this study does not attempt
to find a causal answer to the above questions, but aims merely to
look  at  the  parallels  or  congruencies  between  depictions  in  the
media  and  young  peoples’  attitudes  and  conceptions  of
masculinities.
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Literature Review

Sex and Gender

‘The Second Sex’ by the French philosopher Simone de Beauvoir
was one of the first influential works to argue for a differentiation
between  sex  and  gender.  According  to  Beauvoir,  sex  can  be
understood  as  the  invariant,  anatomically  distinct,  and  factic
aspects of the female body, whereas gender is the cultural meaning
and form that that body acquires.  With this distinction intact, it is
no  longer  possible  to  attribute  the  values  or  social  functions  of
women to biological necessity, or to refer meaningfully to natural
or  unnatural  gendered  behavior:  all  gender  is,  by  definition,
unnatural.  Moreover,  if  the  distinction is  consistently applied,  it
becomes  unclear  whether  being  a  given  sex  has  any  necessary
consequence for becoming a given gender. The presumption of a
causal or mimetic relation between sex and gender is undermined.
If being a woman is one cultural interpretation of being female, and
if that interpretation is in no way necessitated by being female, then
it appears that the female body is the arbitrary locus of the gender
‘woman’, and there is no reason to preclude the possibility of the
body becoming the locus of other constructions of gender. Hence,
‘being female’ and ‘being a woman’ are two very different sorts of
being: “one is not born, but rather becomes, a woman”.3

Feminist anthropologists followed this lead, arguing along the lines
of teleology where sex was the ground on which culture operates.
Research in the 1970s on gender as a social construction resulted in

3Judith Butler, Sex and Gender in Simone de Beauvoir’s Second Sex, 
Yale French Studies, No. 72, Simone de Beauvoir: Witness to a Century 
(1986), pp.35-49,  http://www.jstor.org/stable/2930225
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considerable literature on gender roles. These studies focused on
how different societies assigned and established roles for men and
women  in  different  realms  of  the  economy,  politics,
cultural/expressive  arts,  religion  and  home.  However,  although
many researchers saw the usefulness of male- or female- centered
studies or bivariate analysis  that  compare men and women,  they
seemed  to  offer  little  understanding  about  gender  as  a  way  of
structuring power in all human relationships. 

Performative Theory of Gender

Consequently, research in the late 1980s sought to critique binary
models  of  gender  and paved the way for  the  elaboration  of  the
performative theory of gender. Gender theorist  Judith Butler and
historian Jane Scott are largely credited as setting the foundation
for this model.   Inspired by Austin’s notion of the performative as
the act of enunciation that brings into being the object it names,
Butler argues that gender is not a fact or an essence, but a set of
acts that produce the effect or appearance of a coherent substance.
 Butler, according to Morris, claims that although gender is a set of
acts, it works and derives its compulsive force from the fact that
people mistake the acts for the essence and in the process come to
believe  they  are  mandatory.  Sex  identity,  then,  is  said  to  be
materialized by the gender system in the imitation or reiteration of
ideal  corporeal  styles.  Thus  rather  than  viewing  gender  as
something  biological  or  fixed,  the  performative  theory  looks  at
gender  as  a  subjective  process  rather  than  a  given  or  ascribed
status.  Gender  is  fluid,  relational,  contextual  and  performative.
Much of the appeal of performativity as a theoretical construct and
of  Butler's  work  in  particular  lies  in  offering  the  possibility  of
restyling  that  same  body  in  non-normative  and  occasionally
subversive  ways.  This  approach  widens  the  analytical  lens  by
providing  the  possibility  of  inclusion  of  gender  identities  and
sexualities  outside  of  Western  binaries  such  as  male,  female,
transgender  and  heterosexual,  homosexual  and  bisexual,
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respectively.  However,  anthropologist  Roslind  Morriss,  critiques
performative  theory’s  fascination  with  challenging
heteronormativity by taking up Simone de Beauvoir’s concept of
ambiguity as having gone too far.  More often than not, ambiguity
is postulated as the ground and the origin of sexual and gendered
difference:  as  a  prediscursive,  preontological  dimension  of
bodiliness.  For  much  gender  theory,  ambiguity has  become  that
which reinforces the formation of gender difference. 

An example, Morris points to the current ethnographic literature on
sex and gender, where one finds two distinct but intimately related
and often overlapping tendencies, both of which derive from the
presumption that gender is arbitrary.  The first  of these might  be
called  the  anthropology of  making  difference.  It  focuses  on  the
ways in which cultural orders construct gender and create subjects.
Often, it includes detailed discussions of bodily techniques and of
ideological or symbolic representations that motivate and valorize
particular  forms  of  difference.  Frequently,  it  focuses  on rites  of
passage in which gender is publicly marked. The second strand of
thought  might  be  termed  the  anthropology  of  decomposing
difference. This literature focuses on the institutions of ambiguity,
and  it  encompasses  everything  from  institutionalized
transgendering  in  non-Western  societies  to  specifically  framed
gestures of parody and transgression in North American theater. By
looking at  either  the  creation or  subversion of  particular  gender
systems, these literatures are still mired in a dichotomous frame of
reference,  where  they  have  a  referent  against  which  they  are
defining their position or argument. 4

4Morris, C.Rosalind, ALL MADE UP: Performance Theory and the New 
Anthropology of Sex and Gender, Annual Review of Anthropology, 
24:567-92, 1995
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Connell’s Masculinities

Raewyn Connell’s seminal work on ‘Masculinities’ can be seen as
an  important  contribution  to  the  postmodern,  performative
conception of gender, with aclear focus on the social construction
of  masculinity.  In  her  book  Masculinities,  Connell  bases  her
analysis  on  semi-structured  interviews  that  she  conducted  with
Australian men from various backgrounds. Her most widely cited
contribution to the study of masculinities has been the idea of a
hegemonic  masculinity,  a  culturally  exalted  form of  masculinity
occupying the top position in the “hierarchy of historically specific
masculinities”.   Defined  as  the  “the  configuration  of  gender
practice  which  embodies  the  currently  accepted  answer  to  the
problem  of  the  legitimacy  of  patriarchy,  which  guarantees  the
dominant  position  of  men  and  the  subordination  of  women”,
Connell  insists  that  this  hegemony  is  historically  and  socially
contingent,  both  constituted  and  contested  through  cultural
practice.  While  this  form of  masculinity  claims  hegemony  over
society as a whole, within social groups relations among men are
characterized  by  relationships  of  domination  and  subordination.
Subordinated masculinities, such as homosexual masculinities, are
characterized  by  whatever  is  expelled  from  the  ‘circle  of
legitimacy’ claimed by the masculinity currently at the top of the
gender hierarchy. These are frequently ‘feminine’ attributes such as
an  interest  in  decoration,  a  fastidious  interest  in  hygiene,  or
cowardice.  A social and cultural expulsion is achieved by practices
with  material  consequences:  legal  violence,  street  violence,
economic discrimination and personal boycotts.5 Taking Connell’s
theory as our starting point,  we provide below a comprehensive
(but  not  exhaustive)  literature  review  of  research  conducted  on
masculinities, narrowing our focus largely to masculinities in the
media for the purposes of our project. 

5Connell, W.Raewyn, Masculinities, University of California Press, 1995.
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Global research on masculinity and the media

Various scholars have attempted to apply Connell’s model in their
research. Norma Pecora looks at comic book superheroes such as
Superman,  stating  that  they  perpetuate  a  patriarchal  masculinity
being predominantly middle class White males tasked with “saving
the  world”  while  women  and  people  of  color  are  relegated  to
“traditional” roles or the sidelines. Similarly,  David Croteau and
William Hoynes, in their analysis of the guests of ABC’s Nightline
program, argue that men being both sources and subjects of news
contribute  to  the  construction  and  dissemination  of  a  narrow
dominant perspective. This is because by virtue of the majority of
guests being male and elite Whites, not only is a male perspective
put forth but a hegemonic elite White male perspective.6One stream
of research has focused on masculinity as related to sports.  Eric
Anderson in his journal article ‘ “I  Used to Think Women were
Weak”: Orthodox Masculinity, Gender Segregation, and Sport’ is
an  interesting  study of  high  school  footballers  who  transitioned
from football to the gender integrated (the author states that he uses
gender  integrated  synonymously  with  sex  integrated)  sport  of
cheerleading  in  the  United  States.  The  author  elaborates  on  the
cultural  as  well  as  structural  components  of  male  dominated,
segregated team sports that socialize boys and men into orthodox
masculinity.  However,  through  the  specificity  of  his  research
subjects, Anderson makes a case for the possibility of change in the
attitudes  of  those  who  have  been  socialized  into  orthodox
masculinity through interactions with women and their athletic and
leadership capabilities in the sport  of  cheerleading.  Furthermore,
the genre of team sports calls for men to work with women rather
than  compete  against them in  order  to  attain  victory,  which  is
another factor that undermines orthodox masculinity.7 In her book
Masculinity and Popular Television, Rebecca Feasey looks at the

6 Craig, Steve. Men, Masculinity and the Media. Thousand Oaks: SAGE 
Publications, Inc. 1992.
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male role in British and American soap operas in Chapter 2 titled
‘Soap opera: The male role in the woman’s genre’.  She argues that
in  order  to  attract  a  male  audience,  soap  operas  have  started
including  more  male  mainstream  characters.  This  results  in  a
challenge to hegemonic masculinity because the genre of the soap
opera entails that it be first and foremost about emotional drama,
circulating around men’s emotional issues regardless of the public
or private sphere. In the soap opera the line between the public and
private sphere is extremely blurred, and although this can be read
in a  positive  light  as  men becoming  more  involved in  domestic
issues  it  can  also  mean  that  hegemonic  masculinity  has  now
extended its reach into the private sphere to maintain its hegemony.
Feasey  also  points  to  the  preoccupation  with  the  question  of
paternity in soap operas, which while paying tribute to the power of
hegemonic  masculinity  nevertheless  places  the  strings  to
manipulate that power in the hands of women as they can name
who the father  of  their  child  is.8 There  is  considerable  research
focus on the genre of the soap opera which is slightly different than
that of the TV drama.   Nevertheless, these studies are helpful as
they provide us  with  some  basic  parallel  situations  that  we  can
investigate with respect to TV dramas as well.

Ernesto  Acevedo-Munoz  in  his  book  ‘Bunuel  and  Mexico:  The
crisis of national cinema’ talks about how masculinity, machismo
and misogyny are concepts intimately tied to nation’s self-image as
well as the dominant image of the state. He quotes another author:
“Machismo  is  the  name  of  the  mutual  agreement  between  the
patriarchal state and the individual male  in Mexico,” elucidating

7 Anderson, Eric. “I Used to Think Women Were Weak": Orthodox 
Masculinity, Gender Segregation. Sociological Forum, Vol. 23, No. 2 
(Jun., 2008), pp. 257-280 Published by: Wiley Stable URL: 
http://www.jstor.org/stable/20110264

8 Feasey, Rebecca. Masculinity and Popular Television.Edinburgh 
University Press. 2008. 
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his  argument  with  an  analysis  of  Luis  Bunuel’s  Mexican  films
made between 1947 and 1965 within the context of a nationalist
film  industry.  His  chapter  on  ‘Masculinity  and  class  conflict:
Bunuel’s  macho  dramas’  is  particularly  illuminating,  as  it
illustrates  hegemonic  masculinity  (the  patriarchal  male  from the
wealthy household) in crisis as it is assaulted by the marginalized
masculinities of men from working class backgrounds. In this way
this chapter is useful as it analyzes masculinity from the angle of
class  conflict,  drawing  connections  between  the  crisis  of
hegemonic masculinity and crisis of  the nation-state in Mexico.9

Geng Song on ‘Chinese Masculinities Revisited: Male Images in
Contemporary  Television  Drama  Serials’  underlines  the
importance  of  illuminating  masculinity(ies)  as  a  “...set  of
competing constructions instead of a fixed, unchanging, monolithic
“Chinese  masculinity””.  Drawing  upon  Demetriou’s  critique  of
Connell’s concept of hegemonic masculinity,  Song delineates the
“hybrid bloc” that combines various practices to construct the most
optimal strategy for the reproduction of the patriarchy.  The article
isolates  nationalism,  homosociality  and  commercialization  as
significant  factors  in  the  hybrid  bloc  that  need  to  be  taken into
account  when  trying  to  understand  contemporary  Chinese
masculinities. 10 

Research on South Asian masculinities in the media
The cursory overview of  masculinity(ies)  related research above
indicates that this is a relatively new area of research and therefore
only just beginning to be analyzed in the global North (America,
Europe and Australia) itself.   It is not surprising then that feminist

9 Ernesto R. Acevedo-Muñoz. Buñuel and Mexico: The Crisis of 
National Cinema. University of California Press, 2003.

10 Song, Geng. Chinese Masculinities Revisited: Male Images in 
Contemporary Television Drama Serials. Modern China, Vol. 36, No. 4 
(July 2010), pp. 404-434 Published by: Sage Publications, Inc. Stable 
URL: http://www.jstor.org/stable/25699442
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cultural criticism and postcolonial scholarship on South Asia has
not yet picked up on this trend. Much of this scholarship is focused
on the gendering of  nationalism where  the relationship  between
nation and gender is considered synonymous with the relationship
between nation and woman. For instance, in the article ‘recovering
the past in “Jodhaa Akbar”: masculinities, femininities and cultural
politics  in  Bombay  cinema’,  Shahnaz  Khan  discusses  how  the
Indian  film  presents  a  sanitized  historical  narrative  that  usurps
India’s Muslim heritage by taming it in the presence of the Hindu
Rajput princess Jodhaa. Jodhaa is presented as Akbar’s equal when
she leads him to Hindu worship rituals [puja] and during fencing
seems to be just as skilled at it as him. Here we see the portrayal of
a Hindu femininity bringing the Muslim masculinity in line for a
middle-class Hindu population, setting up the dichotomy between
the indigenous feminine Hindu and the masculine Muslim Other.11

Urvashi Butalia, in her book on Partition titled The Other Side of
Silence; Voices from the Partition of India, draws attention to the
silencing  of  narratives  of  women  from  this  decisive  historical
event,  which  then  had  repercussions  on  how  the  nation  was
imagined.12 We see a refreshing break from this trend of equating
the  nation  with  the  woman,  whether  it  be  in  an  affirming  or
violating  capacity,  by  Kavita  Daiya  in  Chapter  2  of  her  book
‘Violent Belongings’. This chapter titled ‘Re-gendering the nation:
Masculinity,  Romance and Secular Citizenship’ purports  to shift
the focus on the concept of masculinity in order to draw forth its
links  with  the  nation.  However,  though Kavita  Daiya  is  able  to
make some interesting points, her delineation of masculinity is at a
symbolic level, and therefore remains an abstract, allowing broad,

11Khan, Shahnaz.recovering the past in "Jodhaa Akbar": masculinities, 
femininities and cultural politics in Bombay cinema. Feminist Review, 
No. 99, media transformations (2011), pp. 131-146. Stable URL: 
http://www.jstor.org/stable/41288880

12 Butalia, Urvashi. The Other Side of Silence: Voices from the Partition 
of India. Penguin Books India. 1998.
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general concept such as nationalism, ethnicity and the diaspora to
take center stage.13  Gita Rajan conducts a more empirical analysis
of  South  Asian  masculinities  in  her  article  ‘Constructing-
Contesting Masculinities:  Trends in South Asian Cinema’ and is
able  to  prevent  her  focus on  masculinity  from straying  to  other
subject matters. She utilizes a three-film register (an independent
film,  a  Bollywood film and a  diasporic  film)  to  talk about  how
different social contexts can allow for the construction of various
masculinities for diverse audiences but still remain within the logic
of  a  ‘scopic  regime’.  This  scopic  regime,  she  argues,  is  “...the
dominant, unconscious specular in South Asian contexts.”14  While
Gita  Rajan’s  article  is  a  much  more  systematic  exposition  of
masculinities  than  Kavita  Diaya’s  work,  what  both  have  in
common  is--  a  textual  reading  of  masculinities  in  South  Asian
contexts.  

Research on masculinities within Pakistan

With respect  to  research  conducted  in  Pakistan,  masculinity has
been analyzed in contexts other than the media. Maleeha Aslam’s
article ‘Islamism and Masculinity: Case Study Pakistan’ talks about
Pakistan’s  militant  Islamism  as  a  strategy/tactic  adopted  in
response to the dissonance between religious and cultural ideals of
hegemonic  masculinity  and  the  socio-economic  context  which
prevents  the  realization  of  these  ideals.  Her  understanding  of
hegemonic  masculinity  in  Pakistan  is  an  honor  politics,  which,
according to her, is particularly intense in those with ‘tribal’ and

13 Daiya, Kavita. Violent Belongings Book Subtitle: Partition, Gender, 
and National Culture in Postcolonial India. Temple University Press. 
2008. 

14Rajan, Gita. Constructing‐Contesting Masculinities: Trends in South 
Asian Cinema. Signs, Vol. 31, No. 4 (Summer 2006), pp. 1099-1124 
Published by: The University of Chicago Press Stable URL: 
http://www.jstor.org/stable/10.1086/500959

24



‘rural’ affiliations.15  Such scholarship dangerously sounds like a
return to colonial discourse which orientalizes ‘natives’,especially
those in rural areas. Mirroring the debates on masculinity in the
global  North,  scholarship  on  South  Asian  masculinities  is
beginning  to  debate  about  what  constitutes  the
hegemonic/dominant  masculinity,  without  questioning  this
categorization itself and the dichotomies it engenders. Any serious
postcolonial scholarship must probe further into such dichotomies
and illustrate the nuance between them if we are to have any hope
of  moving  beyond  discourses  which  merely  refashion  or  in
Connell’s words modernize colonial categories. Magnus Marsden,
in  his  article  drawn  from an  ethnography  he  conducted  among
Chitrali  men,  provides an insightful analysis on how this can be
done.  By exploring the production of masculinities in diverse types
of  all-male  sonic  gatherings  he  illustrates  the  ways  in  which
Chitrali social aesthetics value men who demonstrate that they are
capable  of  mastering  a  range  of  diverse  and  apparently
irreconcilable  yet  interlocking  masculine  registers.  The  author
explicitly  denounces  the  presence  of  a  "Chitrali  masculinity"
embedded  within  a  monolithic  "Chitrali  culture"  as  well  as  the
theorizing  of  a  simple  two-way split  between  forms  of  Chitrali
masculinities that conform to an "ideal," "dominant," or hegemonic
form  of  Chitrali  manhood  and  those  that  are  "subordinate"  or
"subversive" in any straightforwardly instrumental  sense. Rather,
Chitralis work hard to ensure that different,  although interactive,
types  of all-male  musical  gatherings exist as critical sites within
which  diverse  forms  of  masculinities  invested  with  meaning  in
local settings are produced and enacted. However, these gatherings

15 Aslam, Maleeha. Islamism and Masculinity: Case Study Pakistan. 
Historical Social Research / Historische Sozialforschung, Vol. 39, No. 3 
(149), Special Issue: Terrorism, Gender, and History. State of Research, 
Concepts, Case Studies (2014), pp. 135-149 Published by: GESIS - 
Leibniz Institute for the Social Sciences Stable URL: 
http://www.jstor.org/stable/24146118
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take  place  within  the  context  of  the  growing  power  of  Islamist
movements  in the North-West Frontier Province, many of which
aim to "purify" the practices and behavioral attitudes of the region's
Muslims. This complex process is intimately linked to the ways in
which Pakistan's successive military and authoritarian governments
have sought to extend their reach and legitimize their authority by
deploying  multiple  forms  of  Islamic  discourses  and  legislation
which  has  subordinated  or  marginalized  other  ways  of  being
Muslim.16

Media research in Pakistan
Within the context of Pakistan, research on the media has largely
been conducted through the lens of political economy where the
development  of  media  is  linked  to  national  and  transnational
politics.  The  common  pattern  in  these  articles  is  to  recount  a
history  of  the  periods  of  Islamisation,  nationalization  and
liberalization through an analysis of the ownership and censorship
of  news  media  channels  and  newspapers.1718With respect  to  TV
dramas,  there  are  a  few  articles  written  by  people  from  mass
communication  departments  from  various  local  universities  but
most of these have a quantitative focus.   Articles where an effort
has  been  made  to  complement  the  quantitative  analysis  with  a

16 Marsden, Magnus. All-Male Sonic Gatherings, Islamic Reform, and 
Masculinity in Northern Pakistan. American Ethnologist, Vol. 34, No. 3 
(Aug., 2007), pp. 473-490 Published by: Wiley on behalf of the American
Anthropological Association Stable URL: 
http://www.jstor.org/stable/4496828

17 Nawaz, Shuja. The Mass Media and Development in Pakistan. Asian 
Survey, Vol. 23, No. 8 (Aug., 1983), pp. 934-957 Published by: 
University of California Press Stable URL: 
http://www.jstor.org/stable/2644265

18 Zaidi, Akbar. Pakistan: Too Much Politics. Economic and Political 
Weekly, Vol. 42, No. 38 (Sep. 22 - 28, 2007), pp. 3826-3827. Stable 
URL: http://www.jstor.org/stable/40276411
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qualitative one,  the  analysis  is  a uncritical  use of  terms  such as
“traditional”  and  “modern”  and  phrases  such  as  “the  original
picture of Pakistani society”. Many of these articles are concerned
with analyzing  the effect  of  Pakistani  dramas  on women  or  the
youth and end up espousing essentialist discourses in their findings.
In  almost  all  of  these  articles  the  preoccupation  with  analyzing
“influences”  on particular  national  media  and  the  influence  of
media  on  segments  of  the  population assumes  a  “pure”  national
media as well as homogenous identities prior to contact.1920Apart
from this there was a statistical report published by the think tank
Gallup & Gillani Pakistan, affiliated with Gallup International on 8
talk  shows  to  identify  common  trends  in  terms  of  the  topics
discusses, the guests invited, political representation, etc. 21

This comprehensive literature review enables the identification of a
research gap. There is virtually no research that looks specifically
at  the  intersection  of  masculinity  and  media  in  Pakistan.  The
studies closest to this report’s subject matter focus on Indian media
and South Asian masculinities  in general.  This research aims  to
analyze  the  portrayal  of  everyday masculinities  in  media  in
Pakistan through an anthropological and post-colonial framework.
The next section outlines the details of the theoretical perspective
utilized in this report. 

19 ZE, Huma. Analytical Study of Television Drama Narratives. Mass 
Communication and Journalism 5:8. 2015. 

20 Zia, Anjum. Effects of Dramas of Pakistan Television on Youth. 
Middle-East Journal of Scientific Research 22 (9): 1390-1395, 2014.

21Gallup & Gilani Pakistan.Talk Show Analysis Report. June 2017. 
Released on 30th August 2017.
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Theoretical Perspective

The  current  analysis  is  informed  by  the  work  of  Australian
sociologist R. W. Connell. Connell employs a conception of gender
which  takes  the  physicality  of  gender  and  gendered  bodies
seriously while not reducing gender to biological determinism. She
argues that is important to understand the relation between gender
and bodies because “the physical sense of maleness and femaleness
is central to the cultural interpretation of gender”. Her theory tries
to  move  beyond  a  structuralist  and  post-structuralist  framing  of
gender  and sexuality,  highlighting  that  sexuality  is  more  than  a
discursive terrain on which history plays out, it is constitutive of
history itself. In other words, it is not simply that society constructs
sexuality, but that society in turn is also constructed sexually. The
following quote  lays  out  what  Connell  means  by body-reflexive
practice:

“Practice  never  occurs  in  a  vacuum.  It  always  responds  to  a
situation, and situations are structured in ways that admit certain
possibilities  and  not  others.  Practice  does  not  proceed  into  a
vacuum  either.  Practice  makes  a  world.  In  acting,  we  convert
initial situations into new situations.” (Connell 65)

The body is therefore both an object as well as an agent of practice,
emphasizing a mutual implication of structure and practice. 

For Connell, gender is a way in which social practice and reality is
ordered: around the “reproductive arena.” By “reproductive arena”,
she means a historical process to which the body is central—not a
“biological base” which determines social practice and/or behavior.
Indeed, Connell states that gender exists precisely where biology
fails  to  explain  or  determine  social  behavior  and  reality:  when
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“historical process supersedes biological evolution as the form of
change.”22 The gendered structuring of practice has little to do with
reproduction,  and  the  link  created  between  practice  and
reproduction is inherently social. Relations between genders are not
defined by singular actions, traits or roles, but rather are a series of
actions, decisions and behaviors, a configuration of social practice,
which  only  hold  meaning  and  significance  within  particular
historical contexts. This “configuration” however, is not static, but
an ongoing process of creating change and meaning: masculinity
and femininity are gender projects which are enacted over time as
individuals  grapple  with  their  own  particular  circumstances  and
contexts, and find or create their place in gender structures. 

Since gender is a  general  way of structuring social practice, not
limited  to  some  particular  kind  of  practice,  it  interacts  and
intersects with other social power structures, such as race and class.
Thus,  for  example,  white  working  class  men’s  masculinity  is
defined in opposition not only to white women, but also to black
men,  and also to rich white men.  It  is  impossible to understand
working class masculinities without taking into account all  these
factors.  In  order  to  understand  gender,  one  must  constantly  go
beyond gender. There cannot, therefore, be one “masculinity”, but
multiple  masculinities  that  correspond  to  particular  social  and
historical  contexts.  This  admission  of  multiple  masculinities
however,  must  not  be reified into a  character  typology whereby
there exists  one  black masculinity and  one  white masculinity and
so on. One’s analysis must be dynamic and nuanced so as to allow
for the rich diversity of gendered practice and meanings which do
not fit neatly into such reductive categorizations. It is necessary to
acknowledge the gender relations between men and women, and
amongst men themselves.

22Connell. pg 71-72
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Connell  provides  a  framework  for  doing  so.  She formulates  the
idea  of  hegemonic  masculinity,  which  she  defines  as  a
“configuration  of  gender  practice  which  embodies  the  currently
accepted answer  to  the  problem of  the  legitimacy of  patriarchy,
which guarantees (or is taken to guarantee) the dominant position
of men and the subordination of women.”23 In  other  words,  she
claims  that  power  relations  between  and  amongst  genders  are
regulated, and hierarchically ordered by a singular global structural
fact: the domination of men over women. Hegemonic masculinity
is  the  strategy  through  which  this  domination  is  justified  and
therefore perpetuated. Though those who embody this gender ideal
best  may  not  be  the  most  powerful  individuals  in  a  society,
hegemony  is  effective  when  there  is  some  level  of  congruence
between cultural ideal and actual collective institutional power. The
hegemony relates to cultural dominance in a society as a whole,
and  ensures  a  successful  claim  to  authority  and  power.  This
configuration is particular to a specific historical context: when the
grounds upon which the patriarchy must be defended are altered,
the hegemonic  ideal  shifts  and adapts  to  correspond to the  new
challenge. 

Most men do not embody the hegemonic ideal of masculinity. In
one manner or another, they fall short of it, e.g. men who are bad at
sports, or short, or indecisive. However, men who do fall short in
some ways from the hegemonic ideal do still reap the benefits of
the “patriarchal dividend”—the advantages men gain by the general
dominance of men over women in a society. It is important to note
that these are not simply men who are a watered down version of
the ideal, or who are simply just not “man enough”. Connell points
out that in many aspects of life, men have to make compromises
with  women.  Thus,  though  they  might  be  kind  fathers,  loving
husbands,  and  respectful  co-workers,  they  still  draw  upon  the
patriarchal dividend and benefit from it. Such men can be said to be

23 Ibid. pg 77
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complicit  to  the  gender  structure.  Despite  this  predominance  of
men whose masculinities do not achieve the hegemonic ideal, this
ideal  is  still  reinforced  and  celebrated  by  the  civil  society  in
cultural imagery—e.g. in films and books—through the production
of  “exemplary  masculinities”24.  Demetriou  discusses  Sylvester
Stalone’s media images as an example of this. Such images have
the effect, not only of reinforcing the hegemonic ideal, but also of
glamorizing it and motivating people to support and desire it, thus
situating themselves in a relationship of complicity with it. 

However,  not  all  men  are  complicit.  When  examining  power
relations  amongst  men,  we  see  that  certain  groups  of  men  are
subordinate to others, and their behavior is easily assimilated into
femininity. A prime example of this is that of sexually deviant men,
who  are  stereotyped  as  possessing  traits  and  behavior  that  is
symbolically  excluded  from  hegemonic  masculinity.  Men  with
subordinate masculinities are often likened symbolically to women,
for example by being called sissies or momma’s boys. 

In addition to complicit and subordinate masculinities, Connell also
discusses  marginalized  masculinities—a  category  arrived  at  by
looking at factors outside the gender structure. When other power
structures become involved in defining the context of men’s lives,
some of those structures may make it impossible for those men to
achieve the standards of the hegemonic  ideal.  For example,  low
skill laborers are unable to become affluent due to the structure of
the labor market that they interact with. Thus, they are often unable
to  be  the  sole  earners  of  their  households,  and  unable  to
independently support their families, having to rely instead upon
women—wives, girlfriends etc.—to help them survive financially.
Such men are said to have marginalized masculinities. 

24Demetriou, Demetrakis, Z. Connell's Concept of Hegemonic 
Masculinity: A Critique. Theory and Society, Vol. 30, No. 3 (Jun.2001), 
pp. 337-361 Published by: Springer Stable URL: 
http://www.jstor.org/stable/657965, p. 342
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Connell’s theory is especially suited to inform the analysis within
this  report  because  it  calls  for  an  emphasis  on  the  mutual
implication  of  structure  and  practice,  without  rejecting  a
structuralist account of structure per se. In this way it leaves room
for people to theorize about the social construction of sexuality on
their  own  terms.   Thus,  this  report  is  not  intended  as  a
deconstruction of sexuality itself, but rather as a deconstruction of
masculinity  through  a  cultural  analysis  of  gender  relations  as
portrayed  by  the  Pakistani  media.   Connell’s  theory  provides
powerful  tools  to  grasp the complexities  and nuances  of  gender
relations  both between and amongst  genders,  and allows for  the
possibility of internally generated change to the gender order and,
indeed, the hegemonic ideal. 

As Demetriou clarifies, hegemony thus is of two kinds: external—
as concerns the dominance of men over women—and internal—
this  relates  to  dominance  over  subordinate  masculinities.
Institutions  that  correspond  to  structures  of  gender  relations  are
called gender regimes—e.g. the state, the family, the labor market.
He states that Connell’s most fundamental contribution to the area
of gender studies is the theoretical principle that “the relationships
within  genders  are  centered  on,  and  can  be  explained  by,  the
relationships  between  genders”  (emphasis  in  original).25 The
primary  purpose  of  internal  hegemony  is  the  maintenance  of
external  hegemony.  That  is,  the  purpose  of  the  relations  within
genders is to uphold the overall dominance of men over women. 

Moreover,  Demetriou  draws  attention  to  the  differentiation
between  subordinated  and  marginalized  masculinities,  where
subordination  refers  to  the  internal  gender  order  and
marginalization  results  from  the  interplay  of  gender  with  other
structures such as class and ethnicity. This differentiation helps him
to formulate the concept of the hybrid historic masculine bloc in

25 Demetriou, p. 343
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place  of  a  hegemonic  masculinity,  which  gives  the  additional
analytical purchase of being able to think about the formative role
of other types  of masculinities in the construction of hegemonic
masculinity.26 Demetriou  argues  for  moving  from  the  idea  of
hegemonic masculinity to that of a masculine bloc. Where Connell
sees contradiction within the hegemonic ideal as a weakness within
the patriarchal structure that may be utilized for deconstruction and
change,  Demetriou  states  that  it  is  precisely  the  ability  of  the
masculine bloc to appropriate practices and ideas from subordinate
and marginalized masculinities  into the  hegemony which allows
the latter to remain relevant and adapt to new social and historical
conditions.  In  other  words,  it  is  precisely  the  diversity  of  the
hegemonic bloc that allows it to be flexible enough to respond to
challenges  to  its  authority  and  dominance,  and  perpetuate  and
sustain the patriarchy. 

In  addition  to  Connell's  theory  of  gender  and masculinities,  we
have also utilized the work of some other theorists such as literary
critic Edward Said. His phenomenal work on Orientalism examines
the thought process in play behind “the West’s” historical, cultural
and political  hegemony over  “the  East”,  calling attention to  the
durability of these ideas in the present era. The principle dogmas of
Orientalism, according to Said, are:

1. Insistence on an absolute and systematic difference between “the
West”,  which  is  rational,  developed,  humane,  superior  and  “the
Orient”, which is aberrant, undeveloped, inferior 

2.  The tendency to  prefer  abstractions  about  the  Orient  gleaned
from texts  representing  a  “classical”  Oriental  civilization  rather
than direct evidence drawn from modern Oriental realities

26  Demetriou, Demetrakis, Z. Connell's Concept of Hegemonic 
Masculinity: A Critique. Theory and Society, Vol. 30, No. 3 (Jun.2001), 
pp. 337-361 Published by: Springer Stable URL: 
http://www.jstor.org/stable/657965
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3.  To think  of  the  Orient  as  eternal,  uniform,  and  incapable  of
defining  itself.  It  follows  therefore  that  the  development  of  a
generalized  and  systematic  vocabulary  within  Western
epistemological  traditions  for  describing  the  Orient  is  inevitable
and even scientifically “objective”  

4. The Orient is something either to be feared or to be controlled.

In  light  of  all  of  the  above  characteristics,  Said  states  that
Orientalism then can refer to either one, two or all of the following;
(a) an academic discipline in terms of anyone who teaches, writes
or researches about the Orient (b) as a corporate institution in terms
of  a  Western  style  for  dominating,  restructuring,  and  having
authority over the Orient and (c) a general style of thought based
upon an ontological and epistemological distinction between “the
Orient”  and  “the  Occident”.  In  this  report,  Orientalism
conceptualized as a particular style of thought is the lens through
which  representations  and  discourse  in  the  Pakistani  media  are
analyzed. 
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Methodology

In keeping with the previous section, the methodology used here is
qualitative, as any quantitative measure of masculinity is bound to
be inherently reductive and hinder, rather than aid, a substantive
analysis  of  the  phenomenon  of  interest.This  research  began  in
August  of  2017.  The  team  was  comprised  of  two  senior
researchers, and four research assistants. The process began with a
literature  review  of  gender  theories  performed  by  senior
researchers.   Connell’s  book ‘Masculinities’  was selected as  the
foundational text for building a theoretical perspective. The entire
team  engaged  in  a  week  of  seminar  sessions,  discussing  the
nuances  of  the  theory  outlined  within  this  book.  This  was
essentially a week long training session, the purpose of which was
to  establish  theoretical  and  methodological  clarity  for  junior
members of the research team. This was followed by an extensive
literature review, conducted with the intent of further refining the
theoretical  perspective and situating the research within a  larger
context of similar work. 

A number of primary research activities were conducted. Firstly,
selected TV shows were viewed through internet  streaming,  and
detailed notes were taken with the help of a previously prepared list
of  questions.  These  questions,  though  not  necessarily  directly
answered for each episode of each program, did provide clarity to
research  assistants  for  note-taking  and  helped  ensure  that  key
observations were not being missed. Senior researchers themselves
also watched all the TV content being analyzed. Secondly,  focus
group discussions with students in Lahore were conducted to assess
perceptions of masculinity(ies).  
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Notes from all these activities were consolidated to build informed
empirical  answers  to  the  proposed  research  questions.  This  was
done through regular meetings and discussions of both coauthors to
identify main themes and areas of interest and retain nuance in the
analysis. 

Though the original title of this report mentioned in the TORs was
“Research on portrayal of masculinity in electronic media and its
impact on young people”, the title was changed to “Expressions of
Masculinity in  Pakistani  Television” as  it  was felt  that  this  was
better  suited  to  the  sample  of  this  report,  which  covers  only
television, and not other forms of electronic media in Pakistan. 

Sample
This study began in August  of  2017.  For the purposes  of being
current, this study focuses on TV programs aired in the first seven
months  of  2017.  Instead  of  randomly  sampling  all  television
programs on the air during this time, the most popular shows—i.e.
the ones with the highest ratings—were selected. The ratings imply
that  these shows  were among the most  highly consumed by the
public,  and  therefore  have the greatest  capacity  for  influence  in
society.  This  is  what  formed  the  background  for  the  sampling
methodology adopted. The sample is of course not representative
of all Pakistani electronic media, or even all Pakistani TV shows,
but  it  does  accurately  represent  what  was  very  recently  most
popular in the country. 

Monthly ratings data was obtained for January-July 2017, which
provided a list of top rated episodes for each month, broken down
by genre.  These  lists  were  used  to  select  the  sample;  the  exact
selection  process  varied  by  genre.   Jeeto  Pakistan  was  selected
because it ranked at number 1 for five out of the seven months,
across all genres. For drama serials, the five programs which met
the following criteria were selected: 

a. Had finished airing by August 2017
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b. Were consistently on the top ten lists for multiple months in 2017

c. Ranked high on the abovementioned list

The final selection of dramas was Waada, Bay Khuddi, Khali Hath,
Bulbulay and Choti Si Zindagi.  Jeeto Pakistan was also included in
the analysis, a game show that tops the rating charts, and in which
participants  must  compete  in  low-skill  games  for  prizes  such as
fans, washing machines, motorbikes, cars and gold. For talk shows,
episodes  rather  than  shows  were  picked:   the  top  three  rated
episodes for each of the months between January and July (both
inclusive)  were  watched.   With  respect  to  the  news,  the  most
frequently rated news channels in the top 3 category for prime time
were selected. Thereafter, prime time bulletins from these channels
were randomly selected from the period ranging from January 2017
to December 2017. As news tends to focus on political issues that
are long term and ongoing, the selection of bulletins was expanded
till December 2017 to make sure that the discourse propagated in
the news was analyzed through multiple examples. 

A detailed list of episodes/TV shows and bulletins watched is 
included below:

Table 1: Selected Dramas and Game Shows

Progra
m

Channel Writer Dates No. of 
episodes

Length

Choti si 
Zindagi

Hum TV Sarwat 
Niazi

27th 
September2016-
18th April 2017

28 40 
minutes

Bay 
Khuddi

ARY 
Digital

Seema 
Munaf

17th November 
2016-4th May 
2017

24 45 
minutes

Khali 
hath

Geo Seema 
Munaf

6th February 
2017-14th August 

26 40 
minutes
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2017

Bulbulay ARY 
Digital

Saba 
Hassan

18-22 
minutes

Waada ARY 
Digital

Samina 
Ijaz

8th November 
2016-12th April 
2017

23 40 
minutes

Progra
m

Channel Host No. of Episodes 
watched

Episodes Length

Jeeto 
Pakistan

ARY 
Digital

Fahad 
Mustafa

7 5th 
February 
2017

1hr 19 
minutes

19th 
March 
2017

1hr 22 
minutes

20th April
2017

1hr 25 
minutes

28th April
2017

1hr 33 
minutes

31st May 
2017

1hr 42 
minutes

17th June
2017

2hrs 26 
minutes

2nd July 
2017

1hr 39 
minutes

Table 2: Selected Talk Show Episodes
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Program Dates Ranking Host

Aaj Shahzaib 
Khanzada Ke 
Sath

23rd January
2017

1 Shahzaib 
Khanzada 

2nd February
2017

2

15th March 
2017

2

4th April 
2017

1

26th May 
2017

1

12th June 
2017

1

28th July 
2017

1

Jirga 4th March 
2017

1 Saleem Safi

16th April 
2017

2

6th May 
2017

2

25th June 
2017

3

Capital Talk 3rd January 
2017

1 Hamid Mir

13th 
February 
2017

1
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7th March 
2017

3

20th April 
2017

3

21st June 
2017

2

Powerplay 20th January
2017

3 Arshad Sharif

31st July 
2017

2

The Reporters 30th May 
2017

3 Sami Ibrahim

18th July 
2017

3

On the front 13th
February
2017

3 Kamran Shahid

Table 3: Selected news bulletins

Channel Ranking Date of news 
bulletin

Dunya News 3 27th April 2017

11th June 2017

26th November 2017
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ARY News 2,3 18th January 2017

2nd March 2017

1st December 2017

GEO News 1 24th April 2017

17th August 2017

9th May 2017

Express News 2,3 9th May 2017

25th November 2017

2nd December 2017

Focus Group Discussions
Questions  for  focus  group  discussions  were  created  after  some
analytical  work  had  already  been  done  to  make  sure  that  the
questions being asked would be meaningful in the context of the
research. These questions covered topics such as TV consumption,
masculinity,  sexuality,  and agency.27 A total number of six focus
groups  were  conducted,  with  a  total  of  twenty respondents—11
men  and  9  women.  The  average  focus  size  was  3  people.  The
respondents ranged from 19 to 26 years old, with an average age of
20.8 years for female respondents and 21.7 for male respondents. 

Focus  groups  were  conducted  in  the  following  manner.  First,
participants were thanked for taking time out to be a part of the
research. They were assured of the fact that all information shared
would be completely confidential. Each participant was assigned a

27 A full set of questions can be found in Appendix C.
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number  which  was  used for  note-taking;  no participants’  names
were used. Participants were informed that the session would be
recorded,  but  that  it  would  be  a  voice  recording,  and  so  the
participants could not be easily identified through it. The recording
was only utilized to create a transcript after the session was over.
Participants were asked to sign an attendance sheet, which was to
be seen only by the facilitator and no one else—this too was to
ensure anonymity. There was a heavy focus on anonymity because
of the sensitive nature of the topic at hand—sexuality, gender etc.
—and hence the researchers wanted to ensure that the respondents
felt at ease.  Participants were also asked to fill out a survey28  to
allow the researchers to gauge the demographics of the sample. 

28 See Appendix D
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Manly Men: Maintaining Control

As discussed  in  the  theoretical  perspective section,  relationships
between men  are  hierarchically organized by the same principle
that  justifies  the  dominance  of  men  over  women:  hegemonic
masculinity.  As  individual  men  are  more  or  less  successful  in
enacting their gender projects to define themselves as men, they are
ranked  in  terms  of  power  and  dominance.  This  ranking  is  not
absolute, but constantly shifting, where one man may come out on
top in one interaction, and another might be dominant in the next.
Masculinity is often performed through maintaining control, both
over one’s own self (internal control), and over situations and other
people (external control). The ability to legitimately do so, provides
a  basis  for  normative  judgments  about  men:  those  who  are
portrayed as “good” men in dramas are invariably men who are
legitimately  able  to  control  their  families  and  themselves.  The
importance  of  such  behavior  is  highlighted  by  the  fact  that
alternatives  to  this  exercise  of  control  are  portrayed  as  either
ineffectual or feminine. Men are constantly shown as being in the
driver’s  seat—both  literally  as  well  as  figuratively.  In  all  four
dramatic serials, cars are always driven by men, whereas women
are only shown as passengers29. The heavy symbolic value of this is
apparent: men are meant to be active participants who exert control
over their surroundings and influence the direction their lives take,
with their women companion passengers at their side. 

29 The one notable exception to this is Azra, in Choti Si Zindagi, who 
drives a car, while Urwa sits in the passenger seat. We attribute this to a 
differential in class between her and Urwa, and this reversal is analyzed in
a latter chapter on marginalized masculinities. 

43



The Essence of Islam

The idea of control is echoed in many aspects of domestic life as it
is portrayed in these drama serials. Men are expected to dominate
their households, particularly their wives. For example, in Choti si
Zindagi  Episode  3,  Ameena  and  Urwa  are  forced  by  their
respective fathers into marrying each other when they are still in
their teens. Urwa has just started University, and Ameena is still a
child—possibly fourteen years old or so. Ameena is speaking to
one of her friends about her approaching marriage to her cousin
Urwa. Ameena’s friend warns “woh tumhari chalnai nahi dai ga,
apni hi challaey ga; khoob rohb jammaey ga tum par, daikh laina”
[He  will  not  let  you  take  control,  he  will  control  everything
himself, he will dominate you very much, you will see]. Though
Ameena  protests  this  conception  of  marriage,  she  is  generally
portrayed  in  the  initial  episodes  of  the  drama  as  an  immature,
headstrong  child  with  little  understanding  of  decorum  and  the
proper norms of domestic life. An integral part of her development
as a character is her learning to be soft spoken and submissive. In
fact, as time goes on, she learns to submit to Urwa’s demands and
performs her role as a “good” wife by cooking for him, taking care
of his clothes, and housekeeping for him, regardless of his cruel,
pejorative and dismissive attitude towards her. It is interesting to
note, however, that even when Ameena originally protests the idea
of his “rob jamana,” [dominating her] the solution that she and her
friend come up with is that Ameena can tell on Urwa to her father
in law, Furqan, who is also her father’s brother. Thus, even this
protest is couched in patriarchal terms, wherein the patriarch of the
family—Furqan—has the power to keep his son in line. 

Gender, then, functions in multiple hierarchies, and in interaction
with kinship norms:  Ameena  should expect  to  be dominated by
Urwa, but the latter is subordinate to his father. This is exhibited
clearly in other interactions between Urwa and his father. Furqan
decides who Urwa is going to marry without consulting him. Urwa
is informed of his engagement through a letter. He clearly does not
want  to  marry  Ameena,  and  voices  his  discontent  to  both  his
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parents. Urwa’s mother agrees that Ameena is not a good match for
him. Nonetheless, despite his son and wife’s opposition, Furqan’s
will prevails. Thus we see both external and internal hegemony in
play here: Furqan not only dominates his wife, but also his son. 

Such decision  making  is  one  way in  which  domestic  control  is
exercised.  Furqan’s  behavior  is  not  unique:  men  in  dramas  are
shown taking decisions about the lives of their family members,
often against their wishes, and even without their knowledge.  For
example,  in episode 21 of Bay Khuddi,  Saad is  speaking to  his
nephew,  Arsam,  in  the  lawn,  with  regards  to  his  daughter
Maryam’s  marriage  to  him.  By  this  time  Arsam  has  already
previously  declared  his  love  for  Maryam,  and  Saad  asks  him
whether   he still feels the same way about Maryam after finding
out that she was conceived through rape. Arsam says that his love
is too strong to alter because his beloved has been slandered. To
this,  Saad  replies  “Maryam agar  sab  kuch  bhulla  dai  to  main
Maryam ka hath tumharay hath main dai doon ga”  [If Maryam
forgets everything [i.e. forgives Saad for raping her mother], I will
give her hand in yours]. This is despite the fact that Maryam has
stated  unequivocally  that  she  doesn’t  want  to  marry  Arsam.
Nonetheless, Saad, as her father, holds the authority to promise her
hand in marriage to anyone he wishes. It is interesting to note here
that Saad only has this authority over Maryam because he married
her mother. His biological claim to her alone may not have been
sufficient if he had not been Fizza’s husband and merely her rapist.
This legalization of the relationship with Fizza grants him authority
over her, and therefore over their child. Thus, this ability to make
big decisions about other people’s lives—particularly women—is
an integral component of the performance of masculinity, but this
power  must  be  exercised  within  certain  legal  parameters  to  be
valid.  This  again  shows  how  masculinities  operate  in  close
conjunction with kinship structures.  
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In Waada, Shahab’s mother—and the rest of the family as well—
are dead set against his second marriage with Jaana. However, as
he is the eldest male member of that family, his decision prevails
over them all. For example, when the family finds out that he has
married Jaana, his first wife—Sumaira—and mother try to throw
Jaana out of their house. However, Shahab puts his foot down and
insists that Jaana will not go anywhere. He keeps Jaana in the same
house as his mother, sister and first wife, against their wishes. The
family tries to convince him in a number of ways to leave Jaana.
Shahab’s brother in law tries to reason with him; Sumaira declares
that Shahab has betrayed her, and leaves his house to go live with
her brother for a time; Shahab’s mother cuts him off from all their
property and business. However, Shahab is not moved by any of
his  family members’  efforts  and  refuses  to  divorce  Janna.  Thus
men  may also  articulate  their  gender  projects  by refusing to  be
swayed from the decisions they have made. This steadfastness is
appreciated as manliness, as one of our respondents articulated. He
maintained that even though Shahab made a mistake in marrying
Jaana, it was commendable that once committed to her, he did not
back down from that commitment due to pressure from his family.  

In  the  realm  of  non-fiction  too,  these  norms  concerning
decisionmaking are apparent and enforced. Men may be ridiculed
for  being  governed  by  women’s  decisions,  or  failing  to  be
assertive. In Jeeto Pakistan, the host, Fahad, mocks men for asking
their sisters/wives for their opinions in matters of decision making
as pertains to the games being played. Many of the games require
picking boxes which contain hidden prizes. If a man is playing the
game alongside a female relative, or if a female relative is in the
audience, he might ask her for advice on which box to pick. One
woman,  Sana,  was  constantly  advising  her  brother,  Aymen,  on
which boxes to pick. When he solicited her advice, Fahad made fun
of him, saying condescendingly “Pooch behan se hi raha hai” [He
is asking his sister] implying that Aymen was incapable of taking
his own decisions. Fahad also asked the sister if she loans money to
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her husband, implying that her husband is henpecked because of
how confident Sana is. Sana responded that her husband is efficient
and does  not  require  her  help.  She added,  “Main ghar manage
karrti  hoon aur woh baahir manage karrte hain” [I manage the
house,  and  he  manages  everything  outside].  This  indicates  a
concern on Sana’s behalf of ensuring that her husband, who is not
on the show, does not come across as weak. In another instance, a
contestant’s brother told his sister what to say to Fahad, and Fahad
called him out on his behavior, telling him to speak for himself.
“Tumhaara mere se parda thori hai” [You need not shy away from
me].  Since  purda is observed by women, this statement implies
that the brother behaved in an effeminate manner. “Real” men are
not  shy,  and  don’t  need  other  people—particularly  women—to
communicate on their behalf. They should be able to control the
situations  they are  in  and represent  themselves,  not  hide behind
their women.  Thus, standards of manliness are enforced through
ridicule and shaming of those who fail to meet these standards. 

Another manner in which domestic control is exercised is through
problem solving.  Whenever  a  situation  arises  which  is  socially
embarrassing or problematic, men step in as elders of the family
and resolve the conflict or problem. For instance, in Episode 17 and
18 of Choti Si Zindagi, when Urwa and Ameena are living on their
own together in Karachi, Urwa is often upset with Ameena. One
day,  Urwa’s  best  friend  Sohail  calls  on  Urwa at  his  home,  and
Ameena  answers  the  door.  Ameena  is  visibly  upset,  and  when
Sohail inquires into the cause, she tells him about Urwa’s behavior
towards her. The next day, Sohail speaks to Urwa and tells Urwa
that he should treat her better. Urwa is extremely angry, and vows
never  to  forgive  her.  He  reacts  this  way  because  Ameena  has
embarrassed him in front  of  a friend,  and a male  friend at  that.
Sohail’s  admonishment  is  a  transgression  into  Urwa’s  private
domestic sphere of power, wherein he expects to rule unchecked as
the man of the house. Sohail’s interference is a challenge to that
power, and thereby to Urwa’s masculinity. Because she has opened
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him up  to  the  censure  of  another  man  his  own  age  as  regards
matters of his home, Ameena has allowed his masculine authority
as a husband to be challenged. Therefore, Urwa comes home from
university and declares that he is going to take her to her parents’
house in Multan and leave her there. Ameena protests this decision,
and states that she is very happy living with Urwa. However, Urwa
states that he is not happy and that she is making it impossible for
him to study for his exams. Even when Ameena talks back to him,
he asserts himself by raising his voice and slamming his hand on
the bed post. Ameena is silenced by this show of aggression. He
states that she has no regard for his  izzat  [honor].  He makes her
pack  up  her  things  and  takes  her  to  Multan.  This  show  of
dominance has little to do with logic or reasoning, it is simply a
brute exercise of power. 

Upon their arrival, Ameena’s parents try to ask Urwa to stay with
them for a few days, as is customary. Urwa, however, says that his
university exams are  coming  up and he cannot  afford to  take a
single day off. He leaves within a few minutes of his arrival at his
in-laws’, not even waiting long enough to politely reject his father
in law’s offer  of  tea.  This unannounced visit  and Urwa’s  abrupt
departure lead Ameena’s parents to believe that something is amiss
between  husband  and  wife,  even  though  Ameena  subsequently
denies  (dishonestly)  that  the  two  have  fought.  Irfan—Ameena’s
father—calls  his brother Furqan—Urwa’s  father—to sort  out  the
issue. Upon being informed of the situation, Furqan visits Urwa in
Karachi.  This  scene  is  an  excellent  example  of  Urwa’s  father’s
performance of masculinity and dominance. He severely chastises
his  son  for  taking  such  a  huge  step  in  his  marital  life  without
consulting  his  parents.  His  body  language  is  sharp,  bold  and
assertive,  and his  voice consistently louder than Urwa’s.  Furqan
repeatedly interrupts Urwa, refuses to hear what the latter has to
say,  and  disparages  his  son’s  assertion  of  independence.  Urwa,
during this entire conversation is standing with his arms to his side
and his fists balled up, but is unable to argue with his father. In a
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later  scene  with  his  best  friend  Sohail,  he  states  that  that  he  is
unable to say anything in front of Furqan. Furqan forcibly takes
Urwa with him to Multan and makes him bring Ameena back to
Karachi to live with him again. 

This  performance  is  dependent  on  “manly”  aggression:  raised
voice, severe aspect and harsh words. He does not reason with his
son, or provide any logical arguments—he simply demands, loudly
and decisively that  Urwa go with him to Multan.  It  is the brute
force of this command that must be obeyed by Urwa; a complete
submission to the will of his father for no other reason except that
the order has been given. This is the same strategy used by Furqan
when he forces Urwa to marry Ameena.  In this sense,  Furqan’s
tactics are similar to Urwa’s own when the latter forces Ameena to
pack up her things and go with him to Multan. In such shows of
male  dominance  within  the  domestic  sphere,  subordinate
individuals are meant to trust in the judgment of their superiors and
do  as  they  are  told  without  being  given  any  rationale  for  this
submission. Whatever the rationale is, it  is never disclosed to or
discussed with a subordinate. 

It is this ability to command obedience without providing reasons
that defines men as masculine. However, the character of a man is
established  based  upon  the  soundness  of  his  judgment  and
reasoning.  This  reasoning  is  made  apparent  to  the  audience,
through  dialogue  with  other  characters,  and  “good”  men  are
justified in  their  dominance  by their  reasoning being sound and
being proven right. For example, when Furqan is marrying Urwa to
Ameena  against  both  their  wishes,  he  does  so  because  he  is
concerned for the health of his brother Irfan, and wants to help the
latter  discharge  his  duties  as  a  father  in  marrying  off  his  two
daughters.  Furqan  hastens  the  marriage  because  his  friend  in
Karachi sees Urwa travelling in a car with a female classfellow,
making  him fear  that  Urwa  will  endanger  his  engagement  with
Ameena by choosing to marry a city girl instead. Furqan insists that
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he is doing the right thing, despite his wife and son’s opposition,
declaring that it will be good for Urwa in the long run, and that
Urwa will someday realize that. Sure enough, towards the end of
the drama, when Urwa is middle aged and successful, he admits
that  his  father  made  the  right  decision  for  him,  and that  it  has
brought him success and happiness.  Furqan’s  dominance is  thus
justified to Urwa and the audience, and he is established as a wise
and good man. 

Another tactic in the performance of masculinity is the silencing of
subordinates when they try to voice any opposition. When Ameena
asks Urwa why is he insisting she go to Multan, he admonishes her
for asking questions, and says that a wife should silently obey her
husband. When she talks back to him confrontationally, he raises
his voice even further and tells her to shut up (“khamosh!”). This is
the same strategy employed by Furqan when he forces Urwa to go
back to Multan and bring home his wife. Furqan doesn’t let Urwa
speak in defense of himself and his actions, stating repeatedly that
he  is  not  interested  in  anything  Urwa  has  to  say.  Furthermore,
individuals in less powerful positions may be denied a voice even
without a display of aggression. When Urwa drops Ameena off at
her  parents’  house,  he  does  not  stop  to  even  acknowledge  his
father-in-law’s invitation to have tea. This power to ignore Irfan
and be disrespectful towards him is granted to Urwa because the
latter is married to the former’s daughter, placing Urwa above Irfan
in  the  gender  hierarchy.  Walking  out  in  this  manner  is  another
assertion  of  independence  and  manliness.  Masculinity  then  is
performed  not  only by having a say,  and voicing one’s  opinion
loudly and assertively, but also through the silencing or ignoring of
subordinate and/or opposing voices.  

When in Multan, Irfan tells Urwa that he should have spoken to
him if he and Ameena were having problems. This indicates Irfan’s
impulse to problem solve as a man. But unlike Furqan, Irfan is in a
subordinate position to Urwa because he is the father of Urwa’s
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wife.  He  thus  is  unable  to  independently  impose  his  will  upon
Urwa,  and instead  has  to  appeal  to  his  older  brother  Furqan to
resolve the matter. Irfan’s subordination stems only from his affinal
relationship with Urwa.30 In its absence, Irfan would have multiple
claims to masculine superiority: being his elder, and the brother of
his  father.  But  because  Urwa  is  married  to  his  daughter  and
therefore dominant over her, Irfan is lowered in the hierarchy of
masculinities. It is thus up to Furqan to enact his role as patriarch
of his family, imposing his will upon his son and daughter-in-law
to maintain intact their relationship. What makes Furqan’s behavior
particularly  significant  in  terms  of  masculinity  is  that  the
alternatives presented for such modes of action are feminized. In
the case of Urwa and Furqan, Furqan is asked by his wife and his
brother  to  speak  kindly  with  Urwa  about  his  relationship  with
Ameena. However, Furqan dismisses these concerns and behaves
very harshly with  Urwa.  The  alternative mode  of  action—being
lenient with Urwa—is feminine in two respects. Firstly, one of the
people to suggest  it  is  a  woman—Furqan’s  wife.  And secondly,
though the same suggestion is made later by Furqan’s brother, it
stems from a concern that if Furqan is harsh with Urwa, it  may
make the latter even angrier with Ameena. Even though it is being
voiced by Irfan, a man, it is due to his concern for his daughter’s
happiness,  thus  feminizing  it.  Furqan’s  behavior  is  not  only
masculine because it is assertive and controlling, but also because
his  decision  to  behave  in  this  manner  is  a  direct  rejection  of
feminine  advice  and concerns.  Feminine  modes  of  behavior  are
unacceptable  to  him.  His  rejection  of  feminine  alternatives
reinforces the manliness of his actions, and his role as patriarch of

30 Irfan is Furqan’s younger brother. Though this fact may mean that 
Urwa and Irfan would have a more informal relationship than if Irfan had 
been older than Furqan, it still does not normalize Urwa’s disrespectful 
behavior, which the author maintains is made possible by the affinal 
relationship between Irfan and Urwa. 
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his family. Furthermore, the fact that his methodology is successful
in reaching a resolution implies that he was right all along. 

In Waada, too, problem solving is seen as an important aspect of
masculinity.  In  Episode  3,  Shahab  steps  in  to  resolve  an
orchestrated  “misunderstanding”  between  Jaana,  his  maid,  and
Arif,  his brother in law. Jaana, enamored with the idea of being
wealthy, wants to seduce Shahab and get him to marry her. To win
his  sympathy,  she  starts  flirting  with  Arif,  who  is  absolutely
nonplussed  by  her  advances:  his  eyes  are  shifty—he  is  clearly
uncomfortable. Jaana knows that Shahab is nearby, and when she
knows he can see, she begins screaming and crying and to give the
impression  that  Arif  was  trying  to  force  himself  on  her.  Arif’s
confusion increases, and he exclaims “Kya bakwaas kar rahi rahi
ho tum?!” [What are you doing?!] But after this initial protest, he
remains  silent  and  continues  to  look  confused.  When  Jaana
threatens  to  tell  his  wife  that  he  has  been  harassing  her,  Arif
furrows his brow and looks even more nonplussed—yet he is still
silent. It is in this moment that Shahab decisively steps in to resolve
the matter. After an initial  loud exclamation demanding to know
what  is  going  on,  Shahab’s  manner  is  calm,  collected,  and  he
speedily tries to resolve the issue without creating more of a scene.
He states that there must have been some sort of misunderstanding,
and  in  a  determined  and  persuading  tone  of  voice,  he  tries  to
placate Jaana and get Arif to apologize to her. Arif is offended and
protests saying that he hasn’t done anything, but these protests are
made  in  a  much softer  and gentle  tone of  voice than Shahab’s.
When  Shahab raises  his  voice  to  tell  Arif  for  the  third  time  to
apologize,  the latter says  sorry without  looking either Shahab or
Jaana  in  the  eyes  and  walks  out  of  the  room,  his  ego  clearly
bruised. 

The contrast between Arif and Shahab in this scene is of interest.
The man in the situation is the one who can take control of it, and
resolve the conflict. Shahab steps in to take action where Arif is left
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paralyzed by his shock and confusion at the situation. Shahab‘s will
prevails  upon Arif  because he is  louder,  more authoritative,  and
because the latter considers him his elder. Like before, we see that
Shahab is not successful because Arif accepts his arguments, but
rather thorugh aggression. Shahab’s tactics are also similar to Urwa
and Furqan’s in the sense that he too silences Arif when the latter
protests his decision. 

Another  way  in  which  men  exercise  control  over  others  is  by
retaining the power to grant permission. Examples of this can be
found in all dramas where women in particular, regardless of age
have to defer to their male heads of household for permission on
household matters. In Waada, Shahab’s sister—Uzma—is married,
but  has  not  yet  moved  to  her  husband Ahmed’s  house.  Ahmed
comes to Uzma’s house to ask for permission to take her out for
dinner. Shahab’s mother—Nuzhat—tells him that she will have to
consult with Shahab before giving an answer. Arif is present in the
room as  well,  and  says  that  he  doesn’t  think  there  is  anything
wrong with Ahmed taking Uzma out, and gives his permission.

When Shahab finds out about this the next day,  he is very upset
that he was not asked before Uzma was given permission to go out
and argues with Sumaira, his wife, over this, asking whether he has
no  significance  in  the  household  at  all.  Sumaira  justifies  the
decision  on  the  basis  that  Arif  had  given  his  permission,  but
Shahab dismisses this saying that Arif is an extremely non-serious
man who takes everything very lightly. Shahab’s anger at decisions
being made without his permission is an assertion of his dominant
status  within the  household.   Similar  examples  can be found in
Khali Hath—wherein Sobia needs her husband Baazil’s permission
to visit  her  mother’s  home—and  in  Choti  si  Zindagi—in which
Urwa  gets  extremely  upset  at  Ameena  for  going  to  a  milad
[religious  event]without  his  permission.  This  granting  of
permission is not just a direct exercise of power, but also carries
symbolic  weight.  It  grants  social  and  moral  legitimacy  to  the
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actions and decisions of others—women and subordinate men.  The
ability to provide such legitimacy is a key part of what it means to
be a man. Focus group respondents concurred that men who cannot
control their wives and families are seen as failures in society. 

However,  not  all  exercises  of  external  control  are  seen  as
legitimate.  In  certain contexts,  men’s  efforts  to  exert  control  on
others  can  be  seen  as  immoral  and  unjust.  Khali  Hath’s  main
villain, Baazil is such a man. Baazil’s aunt arranges his marriage to
Sobia  with  his  consent.  However,  when  Baazil  sees  Sobia’s
younger sister Mashal, he falls in love with the latter and wants to
marry her instead. At this point, he is already committed to Sobia,
and so realizes  that  it  is  too late  to  instead become engaged to
Mashal. Therefore, he gets engaged to and marries Sobia, for the
purpose of keeping Mashal in his life and gaining access to her. He
flirts  with  Mashal  constantly,  which  she  interprets  as  brotherly
affection. Eventually one day he finds her alone at her home and
confesses his feelings to her and tries to force himself upon her.
Mashal declares that she is disgusted by his behavior and wards
him off  with a  knife.  Though he leaves her  alone at  that  point,
Baazil  nonetheless  continues  to  harass  her  and  create  problems
between her and her fiancé—later her husband—Haissum, in the
hopes  of  splitting  them  up.  He  is  portrayed  as  a  despicable,
perverted, manipulative man throughout the drama, and eventually
commits suicide once he realizes that he will never be with Mashal,
and after his wife Sobia leaves him as well. 

Basil’s constant attempts to configure his life in accordance with
his desires are never presented as “good” or “manly” behavior. On
the contrary, he is quite clearly the drama’s villain. However, his
advances  towards  Mashal  are  depicted  as  reprehensible  because
they violate kinship norms—as the husband of her sister, Baazil is
supposed to be like a brother to Mashal. This is played up in the
drama, with his actions being condemned because they do not grant
kinship relations their appropriate respect. It is interesting that the
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drama’s focus is upon kinship, and not on Mashal’s clear lack of
romantic interest in Baazil, or the fact that she has not consented to
be the target of his sexual attentions. Here we see the specificity of
configurations  of  masculinities  within  media  in  Pakistan  where
kinship  is  portrayed  as  a  significant  factor  in  mediating  social
relationships and shaping individual desires rather than notions of
the autonomous, “free” individual that govern Western societies. 

Within the worlds of these dramas, it is equally important for men
to exert internal control. In fact, the legitimacy of their authority in
the  matters  of  others  is  often  predicated  upon  their  ability  to
maintain  control  over  their  own  emotions  and  impulses.  For
example, men are rarely shown crying. In Bay Khuddi, when Saad
is shown crying because his daughter is ill  and hospitalized, his
nephew Arsam tries to quiet him by saying that only weak people
cry.  This  exercise  of  internal  control  is  not  only  limited  to
expressions  of  sorrow,  but  also  extends  to  displays  of  anger  in
certain  contexts.  Shahab is  chastised  by  his  wife  for  losing  his
temper  with their  daughter.   Thus,  though aggression may be a
manly  quality,  the  context  in  which  it  is  enacted  is  central  to
whether or not it is lauded or found acceptable. In this example,
Shahab’s aggression is shown as being unwarranted and therefore
unjust, particularly since it is directed at a small innocent girl. But
perhaps  the  arena  in  which  we  see  the  importance  of  internal
control emphasized is sexuality. Men who cannot maintain control
over their sexual impulses are shown as either despicable villains—
Basil  in  Khali  Hath,  as  discussed  above—or  deeply  flawed
cowardly men—Saad in Bay Khuddi. 

Saad’s case is particularly interesting, and illustrates how not all
forms of male  agency and dominance are socially acceptable. In
Bay Khuddi, Saad is in love with his cousin, Fizza, who lives in the
same house as him. She is aware that Saad is in love with someone,
for whom he pines and buys presents and plans a future—he has
told her  as much.  However,  she is  completely unaware that  she
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herself is in fact  that girl.  Fizza falls  in love with her neighbor,
Asher, who attends the same university as her. She tells Saad that
she wants to marry Asher,  at  which point  Saad becomes deeply
depressed. He starts smoking, stays in his bed for days, and falls
into despair. He begins to see that it is not in his power to bring to
fruition the future he has imagined for himself. He tries to convince
Fizza to have Asher and his mother delay their visit to her house to
ask for her hand. It seems that he is looking for some way to avoid
the union of his beloved with another man. However, when he is
unable to stop their engagement in this manner, and is unable to
thus control the object of his desire, he exerts this control over her
through  more  drastic  means.  He  enters  her  bedroom one  night
when Fizza is home alone and everyone thinks Saad is out of the
city and rapes her. When, many years later, it comes out that Saad
was Fizza’s rapist, he tries to explain his actions by saying that they
stemmed from love: he was very much in love with her, and when
he felt like he was losing her, he saw no other way out.  In other
words, the rape is Saad’s way of reasserting his control over his life
and  over  Fizza  in  a  context  where  he  feels  he  is  powerless  in
influencing the course of both. 

This  single  act  of  violence  is  simultaneously  Saad’s  way  of
reasserting  his  control  over  his  life  and  beloved,  and  also  an
internal loss of control over his self and sexuality.  Though Saad,
through the rape, succeeds in gaining the object of his desire, and
in distancing her from his rival,  this  comes  at  a great  cost.  His
actions inflict  what is portrayed as irreparable damage on Fizza,
and—especially since Fizza becomes pregnant—place his family’s
honor in jeopardy. His actions are so reprehensible that this loss of
internal control debases him and renders his actions cowardly and
unmanly  in  the  world of  the  drama.  Ironically,  to  gain external
control,  he must  lose internal  control.  Such falls  from grace are
further explored in the next chapter.
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Falling from Grace: Loss of Control

Not  all  men  are  perfect  embodiments  of  all  aspects  of  the
hegemonic  ideal.  Nonetheless,  the  hegemonic  bloc  is  able  to
accommodate  many  alternative  narratives  that  justify  the
dominance  of  men  over  women.  Thus,  even  men  who may fall
short  of  the  hegemonic  ideal  benefit  from  the  privilege  that  it
accords, and thus are complicit within its upholding. Nonetheless,
there appear to be some basic standards, that when violated, cause a
fall  from grace  which  leads  to  men  falling  in  structural  power
hierarchies and unable to retain the power and control they might
otherwise have had a right to. For the purposes of this report, this is
referred to as the patriarchal bargain: men have authority so long as
they fulfill  certain basic  criteria,  and lose  some part  of  it  when
those criteria are not met. 

This chapter explores how when men in drama serials  fall  from
grace, this fallibility is often caused and accompanied by loss of
control.  We begin with Shahab in Waada. Shahab is shown as a
happily married man,  who has a very dutiful  wife,  Sumaira.  He
betrays  his  wife  when  he  allows  himself  to  be  manipulated  by
Jaana  into  marrying  the  latter.  Shahab’s  betrayal  is  completely
unwarranted because Sumaira is portrayed as the perfect wife—she
is  a  good  daughter-in-law to  his  mother,  a  good  mother  to  his
daughter,  and  loves  him  very  much.  When  his  betrayal  is
discovered by his wife, he successively loses control over various
aspects of his life. The first of these is his sexual access to his wife,
who stops sleeping in the same room as him, and even moves to
her brother’s home to be away from him, taking his daughter with
her. Even when his wife moves back into his house, she still sleeps
separately.  Many family members—Shahab’s mother,  his sister’s
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husband,  and  his  wife’s  brother  and  cousin—try  to  convince
Shahab to leave his second wife, Jaana. He refuses to do so, and
continues to behave unjustly.  He scolds his daughter vehemently
when  she  accidentally  hurts  Jaana;  he  lies  to  his  family  about
having divorced her when he is pressurized by his younger sister’s
mother-in-law, who refuses to accept his sister as her daughter-in-
law if he doesn’t divorce Jaana. 

This  continued  deceitful  and  unjust  behavior  on  Shahab’s  part
results  in  him  losing  his  authority,  and  ability  to  legitimately
exercise power over his family. Thus he loses access to much of his
privilege. He is no longer allowed to remain in his large beautiful
family home, and must move into an apartment with Jaana. Though
the apartment is posh and well-furnished, it is not as the large as
the house. This is another aspect reflective of Shahab’s fall from
grace because an apartment is not accorded the same prestige as a
house in the Pakistani context. Shahab also loses control over the
running of  that  household,  and  his  role  as  the  patriarch  of  that
family.  This  also  means  that  he  no  longer  has  access  to  his
daughter, must ask his wife and mother permission to meet her, and
does  not  have  a  say in  her  life.  He  asserts  his  rights  upon his
daughter by protesting his wife’s decision to keep him from her,
and eventually picks the child up from school without informing
his mother and Sumaira. He threatens to not bring her back to her
mother  and  kidnap  her  if  he  is  not  allowed  to  meet  her.  Thus,
though  he  is  stripped  of  certain  privileges,  this  is  not  an
uncontested and uncomplicated process. Even though Shahab has
fallen from grace, he still benefits from the patriarchal dividend. He
still  wields  power  over  his  wife  by  threatening  to  kidnap  their
daughter; what is lost is the legitimacy of that power.  

Other  consequences  of  his  fall  from  grace  are  not  as  easily
challenged. His mother transfers all the property to his first wife,
Sumaira. This means that he also loses control over his business
and his economic independence. He has to get a job in someone

58



else’s  firm,  for  a  lower salary.  This  means  that  he  is  no longer
useful  to  Jaana,  who  had  married  him  for  his  money.  She
eventually  finds  a  wealthier  man,  and  starts  an  affair  with  him
behind Shahab’s back, planning to leave Shahab for this new man.
This is  the pinnacle of  his humiliation—when he no longer  can
control Jaana, for whom he has given up all his connections and
privilege. This eventual betrayal breaks him, and he returns home
to beg forgiveness from his mother and wife. Though they take him
back in by allowing him to move back into the house, for over a
decade,  his  first  wife,  Sumaira,  does  not  normalize  their  marital
relationship. He thus pays penance for 12 years, and only at the end
of these years, having proven once again that he is worthy, does
she accept him back into her heart. It is worth noting however, that
the  loss  of  control  is  not  immediate.  Shahab  is  given  multiple
chances to right the wrong that he has done, but as time goes on,
and he does  not  avail  those chances,  he  slowly loses  the  moral
authority  that  gives  him  control  over  the  lives  of  his  family
members  and  their  resources.  This  is  a  gradual,  complicated,
negotiated process. 

In Bay Khuddi,  Saad too falls  from grace when he rapes Fizza.
Saad’s  character  is  generally  not  respectful  of  boundaries  and
unconcerned with consent.  He  is  continuously imposing  himself
upon Fizza in the name of affection and love. The drama opens
with Fizza getting ready in a rush to go to university. Saad asks her
to iron his  shirt,  and insists  on it  even though he knows she is
getting  late  for  class.  When  she  still  refuses,  he  emotionally
blackmails her till she agrees to do it. In a monologue afterwards,
he chalks this behavior down to his love for her, and how happy it
makes him when she does things for him. After the rape, Fizza is
lying in bed, and in an attempt to cheer her up, Saad wants to take
her outside to the garden. He says “Sharafat say meray sath challo,
warna zabardasti ghaseet kay lai jaoon ga.” [Like a decent person,
just come with me, otherwise I will forcefully take you with me],
Fizza asks him  “zabardasti karrain gai aap meray saath?” [You
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will force me?], Saad responds  “Bilkul, main tum pay zabardasti
kar  sakta  hoon  kyoon  kay  mera  poora  haq  hai  tum
pay.”[Absolutely, I can force you because I have full rights over
you].  Saad reaches over to grab her by the arm, and Fizza flinches
away from him saying “Aap haath na laggaen!” [You don’t touch
me!]. This exchange is a concise summary of Saad’s attitude and
personality.  He believes that Fizza is his by right. He constantly
sees her as a possession to be moulded to his will, to be dominated
and imposed upon. The rape is just an extreme extension of his way
of thinking. To use a colloquial phrase, Saad is generally a “rapey”
person. 

Saad is not alone in his attitude towards women’s consent. Though
no other characters commit rape, they consistently treat women as
objects that may be won, even when they have rebuffed romantic
overtures.  For example,  when Asher proposes to Fizza,  she says
that she wants to finish her studies before thinking of marriage. The
following exchange ensues:

Asher: “Iss parhai kay chakkar main tumhain koi aur urra 
kay lai gaya to?”  [Because of this matter of your studies, what if 
someone else flies you away?]

Fizza: “Meri marzi kay baghair mujhe koi urra kay nahi 
leja sakta.”  [Without my consent no one can fly me away.]

Asher: “Acha?”  [Really?]

Fizza: “Ji”  [Yes.]

Asher: “Main bhi nahi?” [Not even me?]

This flirtatious question suggests that Fizza should be Asher’s to
‘whisk away’ should he see fit, regardless of whether she wants to
be or not. Similarly, when Arsam is asked by his mother whether
Maryam is willing to marry him, he responds by saying that she
isn’t,  but  “manna  to  parray  ga”  [she  will  have  to  agree]  This
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conversation is preceded by multiple instances when Maryam has
said she doesn’t want to marry Arsam and is not interested in any
sort of romantic interaction with him. In short, women’s assertions
of will are met by men who are incapable of respecting them, and
this  is  consistently portrayed as a way of courting a woman,  or
expressing love for her. 

Thus,  Saad’s  general  attitude  towards  Fizza  is  not  the  problem
according to the drama. The main takeaway of the drama is meant
to be that Saad is a good man who made one mistake due to the
uncontrollable passion of his  love,  and spent  the rest  of  his  life
making  up  for  it.  Though  he  raped  and  impregnated  Fizza,  he
married  her  and stood up  for  their  illegitimate  child  in  front  of
everyone  who  tried  to  wrong  or  marginalize  her.  He  is  shown
repenting for his sins in prayer, and doing his best to make Fizza
feel better and so that she can get back to “normal”31.  When he
finally confesses to the rape, he does it to save the reputation of his
daughter. When Saad’s sister creates a scene in front of the entire
family,  calling Maryam  a bastard of unknown parentage who is
unsuitable to marry her son, Saad defends her saying that she his is
daughter, his blood. He then confesses to being the man who raped
Fizza. 

At this point, he rapidly loses the respect and love of his family—
though for a short period of time. Fizza shuns all contact with him,
and denies him any rights to her companionship. She declares that
she will never forgive him, as does Maryam. Thus, he loses control
over his wife and his daughter, though he does not face financial
consequences as Shahab did, nor does he have to leave his home.
Maryam, having just discovered the truth of her conception, suffers
a nervous breakdown. Even once she has been discharged from the
hospital,  she is  extremely depressed and furious with her father.
Her health begins to suffer. Fizza is made to believe by her own
mother that if she forgives him, Maryam will learn to get over the

31 This is the language used in the drama. 
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shock as well. Thus Fizza eventually forgives him for Maryam’s
sake. However, Maryam still refuses to forgive him, and agrees to
marry her cousin to escape her father’s house and his presence. She
goes so far as to insist that he must not be present at her wedding.
However, at her wedding, when she is leaving her maternal home
for her new husband’s home, Maryam stops just as she is about to
enter the car, and goes to find Saad to tell him that he is forgiven.
However, Saad is found dead on a prayer mat—implying that God
too has forgiven him. 

Thus, the central message of the drama is that Saad was a good
man who made one mistake: raping his cousin. Saad explains his
actions by stating that he had loved Fizza all his life, and couldn’t
handle the thought ofloosing her. He didn’t know what else to do,
didn’t see any other path forward. His nephew, Arsam, repeatedly
tries to comfort Saad, and get Maryam and Fizza to forgive him.
He chalks the rape down to human error and says to Saad “Main
jaanta hoon, aap nai jo bhi kia, apni muhabbat main majbur ho
kay  kia.” [I  know  that  whatever  you  did,  you  did  out  of  the
compulsion of your love]. He argues that God forgives the biggest
sins, and so Fizza and Maryam should forgive Saad. 

Rape is thus presented as a mistake that might be made by anyone.
For example,  Arsam’s mother gently advises him to not  “take a
wrong step” [“koi ghalat kadam naa uthaana”] if  Maryam does
not agree to marry him. Arsam asks her if she thinks he is that sort
of man. She responds that Saad was not such a man either; he just
surpassed all  boundaries in his love.  This implies that  he was a
perfect man right up until that point. In a different scene, Maryam
laments that her father has turned out to be just like other men—a
slave to his desires [“Woh to aam mardon ki  tarah niklai;  apni
khwahishon kay ghulaam.”]. Thus the drama implies that all men
are potential rapists,  emphasizing that Saad is not fundamentally
flawed, or evil, just a good man who made an error. This implies
that  “aam  mard”  [everyday,  i.e.  normal  men]are  rapists.  This
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normalization of rape is extremely dangerous, because it sends the
message that rape is something that might be committed by anyone,
and is not a definitive reflection of the sort of person they are. 

This equation of the rape with love is not unchallenged throughout
the  drama.  Multiple  characters,  including  Saad  himself,  state  at
various  stages  that  it  was not  love,  but  greed;  that  it  was not  a
mistake, but a sin. They reject this justification by declaring that
love is not something to be wrested from another, but to be asked
for and given willfully. They imply that he is cowardly, and should
have  had  the  courage  and  strength  to  ask  for  Fizza’s  hand  in
marriage through proper channels—i.e. by speaking to his mother
about  it,  or  by talking to  Fizza’s  brother.  Maryam and Fizza at
multiple  times  declare  that  they will  never  forgive him.  But,  as
previously stated, they do forgive him in the end. In fact, the drama
quite clearly implies that Maryam should have forgiven him earlier.
She  is  shown  crying  in  the  last  episode,  and  Arsam,  now  her
husband, lectures her on how it would have been far better had she
forgiven Saad while he was still alive.  

This is the concluding message of the drama: that Saad, a man who
raped his  cousin,  was  essentially  redeemable  in  the  eyes  of  his
family and God. He made a mistake, but deserved to be forgiven.
The drama does not trivialize the impact that the rape has on Fizza.
She  is  shown  as  clearly  suffering  from  Post-Traumatic  Stress
Disorder (PTSD) and depression: she loses all interest in things that
were previously important to her, such as her studies; she cries and
stays in her room for days; she becomes extremely averse to any
sort  of  physical  contact;  she  has  flashbacks  of  the  rape.  Her
despondency and anguish are clearly shown in the episodes of the
drama, and last well over a decade. She is unable to be a loving
mother  to  her  eldest  daughter,  Maryam,  because  the  latter  was
conceived as a result of the rape. She neglects her as a baby, and
continues to refuse Maryam any sort of maternal affection until the
latter is well into her late teens.  Maryam’s suffering is also well
documented in the drama; the impact on her of being a child of
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rape is the subject of many episodes. She has to suffer her mother’s
neglect, and her aunt’s slights. She never really feels truly a part of
the family. When she finds out about the rape, she suffers a mental
breakdown. 

Yet, despite this elaborate depiction of their trauma, both women
are  expected  to  forgive  Saad—an  expectation  that  they  both
eventually meet. This is what is dangerous and disturbing in Bay
Khuddi. The message then seems to be that no matter how a man
tortures you,  or causes you grief and pain, he must be given the
chance to repent, and if he does, then he must be forgiven. This is
the  case  for  Shahab  too,  who  eventually  earns  his  wife’s  full
forgiveness. This in itself is a privilege—the ability to repent and
be  forgiven,  which  is  often denied  women  in the  same  dramas.
Though Shahab is punished by his wife by her distancing herself
from him physically  and emotionally for  seventeen  years,  he  is
never really met with any violent or drastic retribution. Jaana, on
the other hand, who betrays Shahab, is last seen in the drama tied
up in the  bedroom of  her  new husband—implying  physical  and
sexual abuse—while this evil, disturbed and evidently mentally ill
man threatens her life.  

The exception to  this  is  perhaps found in Khali  Hath.  Baazil  is
continually cruel  to his wife Sobia,  who nonetheless accepts his
authority and strange mood swings, and tries to adjust to his way of
life and be a dutiful wife to him. She needs his permission to visit
her mother’s house, and when he denies that permission, she does
not go to her mother’s home. In other instances, he forces her to go
to her mother’s  house,  even when she says  she would prefer  to
remain in her own home for the day. He betrays her by constantly
flirting with her  sister,  Mashal,  and by making sexual  advances
towards  the  latter.  Nonetheless,  Sobia  tries  to  manage  these
situations with as much tact as possible and tries to keep Baazil
from realizing that she suspects his intentions. He also causes her
to have a miscarriage by dissolving some medication in her milk
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without  her  knowledge.  He continues  to  be cruel,  inconsiderate,
and unfaithful, throughout the drama, and eventually loses her. She
slaps him, and leaves his home, taking their daughter with her after
telling him that she cannot trust him around the child because she
so deeply resembles Mashal. Sobia’s walking out, though painted
as a tragedy, is justified in the eyes of the viewer because Baazil
has so completely failed to live up to the patriarchal bargain—he
has been unkind and cruel;  he has cost her the life of their first
child;  he  has  flaunted  the  norms  of  kinship  and  morality  by
coveting his wife’s sister. Basil is a rather flat character, with no
redeeming  qualities  at  all—his  purpose  is  to  serve  as  the
uncomplicated villain in the drama. 

Basil also fails to gain Mashal’s love and companionship. Though
he tries to control Mashal’s life by plotting to prevent and break up
her marriage to Haissum,  his efforts  are ultimately unsuccessful.
Baazil’s impotence and failure in shaping his life and the lives of
those around him to conform to his will  and desires;  his  blatant
disregard for social norms of kinship and fidelity;  his repeatedly
cruel  and  unselfish  behaviors;  eventually  culminates  in  a  crisis.
After  Sobia  leaves  him,  he  is  left  isolated  and  hopeless  and
commits suicide. Basil is the only man seen in any of the drama
serials who is incapable of redemption. All other main characters in
the sample are in one way or another repentant and forgiven. 

Thus,  the  patriarchy  does  not  confer  privilege  upon  all  men
equally, and not even upon the same man consistently throughout
his  life.  Rather,  the  patriarchy seems  on  at  least  some  level  to
function  as  a  bargain:  a  social  contract  wherein  men  may
legitimately exercise certain powers and rights given that they do
not  egregiously  violate  its  terms.  If  they  are  good  providers,
faithful to their wives, kind to their subordinates, they are granted
authority over their women and families. The moral and familial
power  they  exercise  is  buttressed  by  their  ability  to  maintain
economic  power  and  independence,  and  depends  on  their
maintaining a high moral standing themselves. Men who fall from
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grace  systematically  lose  the  authority  to  exercise  legitimate
control over their wives, children and households—control that is
essential  to  their  identities  as  men,  as  discussed in  the  previous
chapter.  Nonetheless,  such men  can repent  and beg forgiveness,
and eventually  find  their  way back to  positions  of  prestige  and
power. 

66



Marginalized Men: Masculinity and Class

The previous chapter  discussed individuals  who due to  personal
failings lost  some of their power as men.  However,  certain men
lack power due to systematic structural inequalities that undermine
their ability to emulate the hegemonic ideal. In other words, not all
men have equal access to the privileges afforded by the hegemonic
masculine  bloc.  One  such  structure  which  may  deny men  such
power is class. It is in his discussion of ‘protest masculinity’ that
Connell draws on the intersection between class and masculinity.
Talking to  Australian men from working-class backgrounds,  she
traces their life histories and their narratives of it.  The marginal
class  situation  of  these  men,  characterized  by  economic  and
cultural weakness, constantly denies them the claim to power that
is central to hegemonic masculinity. 

In keeping with this, we observe that class difference interacts with
gender  and  plays  a  role  in  determining  men’s  situation  within
social hierarchies. Gender norms are often reversed when gender
and class  intersect.  In  addition to  this,  because a  man’s  role  as
provider  is  so  central  to  the  concept  of  manliness  in  Pakistani
society, men in lower classes, who may not be able to provide for
all  the  needs  and desires  of  their  dependents  may be  unable  to
successfully claim authority over women. One gender norm that is
subverted by class is the romantic or sexual gaze/intent. Ordinarily,
it is the male gaze which fixed upon a female object of desire, often
causing that  object  to  feel  uncomfortable.  This  is  seen in  Khali
Hath and Bay Khuddi. In the former, Baazil is often shown looking
at Mashal—with ominous music playing in the background. She is
initially  unaware  of  the  meaning  behind  his  attentions,  and,
thinking them brotherly, is not made uncomfortable. But once she
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is aware of the nature of his feelings, she is set on edge by his looks
and advances. They make her uncomfortable, but she is nonetheless
subject to them.  Similarly,  in Bay Khuddi,  after  her marriage to
Saad, Fizza is often uncomfortable with Saad’s attempts to create
intimacy between the two of them, and feels self-conscious when
he  looks  at  her.  For  instance,  when  the  two  are  vacationing
together, she falls ill and Saad looks after her. At one point, Saad is
looking at her and she says  “mujhe aisi nazron sai na daikhain,
mujhe  uljhan  ho  rahi  hai”  [Don’t  look  at  me  that  way,  I  feel
uncomfortable]. Even though he is aware that she is uncomfortable,
Saad persists in his efforts to gain intimacy. Fizza, struggling with
what is clearly PTSD after her rape, does not wish to be physically
close to Saad, and does not want to sleep in the same bed as him.
Though he humors her initially, one night he lies down on her bed
after she is already asleep and spends the night there. Though he
does  not  engage  in  any  physical  contact,  he  nonetheless  does
invade the spatial boundaries that she has defined. Thus, normally,
it is men who seek out or push for romantic connections and are
generally the ones who express desire towards female objects. 

This continues to hold when both the man and woman belong to
the same class. However, when individuals belonging to different
classes interact in a romantic setting, this norm is reversed. Such a
reversal  is  found  in  Choti  si  Zindagi,  wherein  Azra  is  the  one
seeking intimacy with Urwa, even though he is self-conscious and
uncomfortable. She is the one to insist that they become friends.
She forces him to go with her to the market in her car, even though
he refuses and says he can go on his own. She asks him to address
her  with  the  informal  “tum”  instead  of  the  formal  “aap”  [both
“tum”  and  “aap”  are  translated  as  ‘you’].  This  is  a  complete
reversal of norms wherein a woman is pushing for informality and
intimacy in a direct and straightforward manner and a man is shy
and  self-conscious  due  to  her  attention.  This  reversal  is  made
possible due to the class difference between the two. The power is
in  Azra’s  hands  because  she  belongs  to  an  upper  class,  liberal,

68



modern family, whereas Urwa comes from a poor rural household.
Urwa respects, admires, and is intimidated by her sophistication,
her ability to speak English, her elegance—all class markers. 

A similar reversal is seen in Waada, where Jaana’s romantic gaze is
on Shahab. Early on in the drama, Jaana sets her sights on Shahab
and constantly tries to get close to him and have him fall in love
her and marry her. She calls him at his office and insists that he
come home for lunch. She keeps coming into his bedroom. She is
the one to profess her love to him. However, the dynamics of these
interactions  are  very  different  from  those  of  Urwa  and  Azra.
Shahab was married, and therefore Jaana was “stealing” someone
else’s husband. Nonetheless, class is still an important factor in this
difference. Jaana is a poor lower class woman who is after Shahab
for  his  money.  In  their  relationship,  he  holds  the  power—any
influence  Jaana  yields  is  based  upon  manipulating  him,  or  him
standing up for her. She is always deferent towards him and wants
to retain his good opinion. Though Shahab originally does not like
the way she looks at him, he is not made uneasy by it, but rather is
just annoyed. This is a much more assured reaction than Urwa’s
self-consciousness, and therefore more “masculine”. 

Urwa, on the other hand, behaves very deferentially towards Azra.
He calls her “aap” till she asks him to stop. When she takes him
out to the market, they go to a restaurant, and she pays for their
coffee. He is the only man to be driven somewhere by a woman in
all four serious dramas. He often refuses to make eye contact and
instead looks at the floor while talking to her. She is clearly the
dominant  personality  in  their  relationship.  This  is  not  because
Urwa  is  innately  soft-spoken  and  introverted.  With  his  wife,
Ameena, he is quite aggressive and loud and quarrelsome. He looks
down on her and mocks her because she is not educated, and is not
as sophisticated and elegant as Azra. It is only with Azra that he is
submissive, clearly because she belongs to a higher class. 
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Urwa’s  lower  class status also undermines  his  gender  project  in
front of his friends. His roommate—later his best friend—Sohail,
often makes fun of him, stating that he needs to grow up (“tum kab
barray ho gay?”) implying that he is still a boy, and therefore not
fully a man.  Sohail  constantly makes  fun of Urwa’s  small-town
ways  and insists  that  he is  too innocent.  When Urwa receives a
letter from his father, Sohail reads it and remarks that instead of
beginning my dear son Urwa, his father should have written my
dear  daughter.  He  often  mocks  Urwa  for  behaving  like  a  girl.
Sohail makes fun of Urwa for being shy of talking to girls. When
Urwa tells Sohail that Azra forced the former to go with her to the
market, Sohail laughs at him, finding it funny that a girl imposed
her will on him. Urwa’s behavior towards women is a class marker.
Urwa is shown to be from a small village or town in Punjab, where
genders are normally segregated and have little interaction with one
another. Thus, never having really interacted with women, Urwa is
bound  to  be  shy  and  reserved.  In  Karachi,  his  friends  find  his
attitude quaint, and tease him over it. But what is really meant here
is that he needs to conform to a particular form of masculinity in
terms of class. Sohail takes Urwa shopping for western clothes, and
when Urwa emerges from the trying room, Sohail mocks the way
Urwa has donned his pants and dress shirt. The trousers are much
too  high,  and  all  the  buttons  on  the  shirt  are  buttoned.  Sohail
adjusts the trousers to be lower, and unbuttons he top button of the
dress shirt. The western clothing, the manner in which it is worn,
the ability to talk to girls with ease—these are all class markers.
Sohail  is  teaching Urwa to embody a more affluent masculinity.
When Urwa goes to university dressed in his new western clothing,
he receives  more  attention and compliments  from Azra as  well,
who finds him more attractive in this apparel.  

Thus,  Urwa,  through his  years  in  university,  slowly  adapts  and
takes on more of the tastes and preferences of the upper classes.
Over time, he is successful in his career and becomes rich. Towards
the end of the drama, he is shown as embodying a masculinity that
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is  even  more  successful  than  Sohail’s.  The  same  attitudes  that
Sohail used to mock in their youth have allowed Urwa to have a
good marriage and family,  whereas Sohail’s carelessness and ego
end  up  harming  his  career.  He  loses  his  job,  and  due  to  his
extravagant lifestyle does not have many savings. His wife ends up
leaving  him (though eventually  Ameena  convinces  her  to  come
back) and taking his son.  His smoking habit ruins his health. In
contrast, Urwa is healthy and has a stable home life. Urwa’s long
term gender project is thus more successful than Sohail’s, because
he takes on the status symbols of the upper class while retaining the
wisdom of his poor rural parents which allows him to be successful
in life. Despite his difficulties in performing his masculinity in his
youth, Urwa is definitely portrayed to be a better man than Sohail
in the long run, though he is still flawed.  In the last few episodes
of the drama, we see a marked change in the dynamics between
Urwa and Azra.  Urwa,  though still  respectful,  is  not  deferential
towards  Azra  like  before.  The  class  divide  between  them  has
overcome by him, and he is now her equal. He makes eye contact
with her, and is much more self-assured.

The intersection of class and masculinity is also extremely evident
in the game show, Jeeto Pakistan, hosted by Fahad Mustafa. This is
a show in which the audience participates in various games to win
prizes such as fans, motorbikes, cars, gold, washing machines etc.
The games are usually inane and demeaning, based on luck rather
than skill.  For example, in one game couples may have to carry
pencils between their foreheads and drop them in a bin a distance
away. The couple who can drop the most pencils in their bin in a
specified time  wins the game.  In another segment,  men have to
dance  to  music—the  person  who  is  the  most  entertaining/best
dancer  wins  the  prize.  The  winner  is  picked  by  Fahad.  The
awarding of prizes is often arbitrary,  based on the host’s  mood,
because he is the referee for the games and decides how strictly to
enforce  rules  or  whether  or  not  to  waive  their  enforcement.  On
some occasions, someone in the audience will ask for a particular

71



The Essence of Islam

prize and Fahad will just grant it to them on the spot, regardless of
their  performance  in  a  game.  The  audience  usually  consists  of
lower or lower-middle  class people who might  otherwise not  be
able to afford the goods being handed out as prizes. The dynamics
of  this  process  very clearly establish the host  as  the  benevolent
giver  and  participants  as  grateful  receivers  of  presents/rewards
bestowed upon them.

Fahad  often  mocks  participants  on  their  appearance  or  other
personal attributes, such as the number of children they have, or
their names. This tactic establishes him as their superior. He makes
fun of men based on their being overweight. One, contestant, a man
in white shalwar qameez and a waistcoat, is participating in a game
that requires a belt to be tied around his waist. Fahad tells the crew
to tie the belt on it if it fits over the contestant’s “tond” (protruding
fat  belly).  Another  contestant  on  the  February  5th  Episode,
Muhammad Ikram, who is participating in a game that requires him
to spin a marble in an upside down glass, is told by Fahad that he
can only shake his belly and not the marble.  

Some  of  this  mockery  is  clearly  aimed  at  habits  which  are
associated with the lower classes, such as paan-eating or chewing
gutka—an  addictive  paan  chaalia.  In  the  February  5th  episode,
Fahad asks a contestant his name but the contestant, Muhammad
Asif, has to repeat it twice as he is chewing on something. Fahad
asks Asif what he is chewing; Asif says gutka. There is laughter in
the audience. Fahad responds, “Yeh dekho live TV pe aa karr gutka
khaa  raha  hoon,  halka  nahi  lena  mujhe” [Look  at  this,  eating
ghutka on live TV, don’t take me lightly]. In a previous episode he
took jabs at a contestant’s father who was chewing paan. This sort
of mockery asserts that Fahad belongs to a higher class than his
contestants, and considers their habits beneath him. 

In another incident, a participant named Aymen informs Fahad that
he is going to be married soon—his nikkah has taken place, but not
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the  rukhsati.  Aymen  does  not  do  well  in  the  game.  Fahad
comments  that  Aymen’s  marriage  is  probably  in  trouble.  This
suggests  two things:  firstly,  that  Aymen  is  not  a  good husband
because he has failed to acquire prizes for himself and his wife-to-
be;  and  secondly  that  Aymen’s  wife  will  be  displeased  by  his
failure  to  win  anything  of  value that  would add to  his  material
wealth.  Fahad constantly asserts  his  authority  over  his  audience
members by telling them what to do in ways that are not directly
related to the show. For example, when a crying baby interrupts his
explanation of the rules of a game,  Fahad shouts  “bachay chup
karrwao apne” [make your kid quite] and tells the man holding the
crying child to give the child a feeder. Fahad addresses one of his
crew members saying, “Fabia beta tum bachey ko acha sambhalti
ho,tum hi sambhalo.” [Fabia child, you handle children well, you
handle  this].  The child is  brought  over  to  the  stage on Fahad’s
instruction, whereupon Fahad scolds the man holding the child for
trying  to  put  the  child behind the seat.  Fahad prides  himself  on
knowing  that  the  child  would  stop  crying  when he  was  carried
away.  By  having  the  child  removed  from the  man’s  arms  and
placed instead in a woman’s arms, Fahad is sending the message
that  men are  less competent  in  caring for children than women.
Another example of arbitrary displays of authority is when Fahad
tells  one of the crew members  to bring him the sunglasses of a
contestant and wears them.

He  often  refers  to  men  as  boys  to  assert  his  superiority  and
dominance over them. For instance, in the 29th January episode, he
asks for “larkay”  (boys) to participate in a game, but the men he
selects from the audience aren’t any younger than him. The game
requires them to crawl on all fours to tires laid out in a large circle
and fit as many as they can around their bodies. So, not only are
these people referred to condescendingly as “boys”  but  they are
also made to perform a demeaning task in the hopes of winning a
prize. The clear difference between these “boys” and Fahad is that
of class. This is reinforced by the dynamics of the show which are
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so clearly established along class lines as before. The fact that he is
rich  and  they  are  poor;  that  he  is  the  benefactor,  and  they  the
beneficiaries; means that he has power and they do not. It allows
him to be dominant over these men despite other reasons, such as
them being his superiors by age. Thus, class often interacts with
gender to subvert and complicate gender hierarchies.
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Effeminate Men: Subordinate Masculinities

In the previous chapter, we discussed men who, though kept from
accessing all the power central to hegemonic masculinity were still
considered  men.  Their  marginalization  stemmed  from structures
outside the gender order, which interacted with it.  Now we turn
towards  subordinated  masculinities,  such  as  homosexual
masculinities,  which  are  characterized  by  whatever  is  expelled
from the ‘circle of legitimacy’ claimed by the masculinity currently
at the top of the gender hierarchy. This relates to the gender order
itself, and the hierarchies within it. These are frequently ‘feminine’
attributes such as an interest in decoration, a fastidious interest in
hygiene, or cowardice. A social and cultural expulsion is achieved
by  practices  with  material  consequences:  legal  violence,  street
violence, economic discrimination and personal boycotts. 

Within our sample, such subordinate masculinities are conspicuous
mainly  due  to  their  absence.  For  example,  all  but  one  of  the
characters seen in all five dramas is portrayed as sexually deviant.
By sexually deviant we mean to imply all sexual practices that do
not  conform to the  heterosexual  hegemonic  ideal.  The character
Jimmy in Choti si zindagi is shown as a gay man but that is the
only alternate sexual way of being that is shown in all five dramas.
Moreover, what it means to be gay is depicted in terms of a clichéd
understanding of what it means to be a gay man in the West. This
involves  an inherent  “Othering” of the  notion of  gayness.   This
leads to the conclusion that ‘gayness’ is understood in terms of a
person being a ‘homosexual’ and that this possibility of being is
firmly  excluded  from  the  ambit  of  hegemonic  masculinity.
Furthermore, due to the depiction of Jimmy as Westernized, and
the simultaneous  lack of  representation of  such men  in dramas,
implies  a  second  exclusion:  that  of  gayness  from  all  Pakistani
culture. It sends the message that only overly westernized men may
be gay,  for homosexuality is  not something internal  to Pakistani
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culture.  Clearly,  this  is  a  reactionary  anti-imperial  ‘Othering’
strategy,  which  tries  to  define  the  Self  in  negation  to  the
stereotypical Western Other.  

Jimmy  is  a  caricature  of  every  gay  stereotype.  He  dresses
flamboyantly,  has a high pitched voice, and constantly flirts with
Urwa, the lead character. His body language is effeminate too: he
flips his hair, simpers and wrings his hands; his initial entrance into
the  drama  is  accompanied  by  slow seductive  music.  He  shakes
hands with Urwa in Episode 1 by holding out his hand so that his
palm is parallel with the ground, not perpendicular, and instead of
shaking Urwa’s hand with strength he grasps it by the tips of his
fingers. Urwa snatches his hand away. After this initial interaction,
Urwa asks his roommate Sohail who Jimmy is, saying “yeh larka
kon tha?” [who was  that  boy?].  Sohail  responds  “Larka? Who
tujhe  kiss  angle  say  larka  lagga  yaar?  Ussai  larka  bol  kay  tu
larkon ki toheen kar raha hai yaar.” [Boy? From what angle did he
look like  a  boy to  you?  By calling  him a  boy you’re  insulting
boys]. 

Sohail then explains that it is not Jimmy’s fault he is like this; it is
due to his being the sole brother to 17 sisters. This explanation is
interesting, and attests to the purported importance of homosocial
interactions in developing a male  child’s masculinity.  Too much
platonic  interaction  with  women  apparently  feminizes  boys  and
hinders  their  ability  to  enact  successful  gender  projects.  Sohail
continues his explanation by stating that Jimmy is friends with all
the girls in the university, and doesn’t have a single male friend,
emphasizing the latter’s continued lack of appropriate homosocial
relationships.  Jimmy’s  exclusion  from such  friendships  with  his
own gender is at least at part a result  of his effeminate persona.
Sohail also mentions that no boy ever wants to be his roommate.
Such social ostracism is a direct consequence of straying outside
the hegemonic bloc in regards to one’s gender project. Jimmy thus,
though a man, is clearly not worthy of the title. He is presented as a
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composite  of  all  that  is  unmanly,  and  particularly  his  flirtation
towards Urwa is seen by the latter as threatening. Men engaging in
feminine  behaviors  blur  gender distinctions,  and thus undermine
the idea that underpins the dominance of men over women: that
men and women are essentially different, and that men are better
suited to tasks involving strength, rationality and control. 

Consequently, effeminate behavior from men is used as a source of
humor in dramas. Jimmy’s only purpose in the drama is arguably
of comedic relief. He has no plot arc, and does not really advance
any plot points. His only purpose is to highlight Urwa’s discomfort
in his new surroundings, and provide occasional comic relief.  In
one  episode,  Azra  organizes  a  birthday  party  for  Urwa  at  a
restaurant. Jimmy is also invited. He gets scared and gasps when
balloons  burst  at  the  birthday party.  He  also  flirts  with  Sohail,
hitting  him lightly  on  the  shoulder  and  calling  him a  “naughty
boy”.  Both of these things are supposed to be humorous and the
other  characters  are  visibly amused  by his  behavior.  In  another
scene,  boys  are  in Jimmy’s  room,  dancing.  Not  only is  dancing
something  generally  associated  with  women,  but  the  manner  in
which the boys are dancing is clearly meant to be effeminate and
funny.  They are prancing around the room with dupattas and are
performing decidedly feminine moves that require moving the hips.
They are  laughing and basically having a  fun,  silly time  in the
dorms.  Urwa is  initially made  comfortable by this behavior and
deems it inappropriate. He does not want to partake in the revelry.
But  Sohail  convinces  him  to  come  and  dance  with  them.  The
reason  behind  Urwa’s  discomfort  is  because  the  dancing  is
undignified  and  feminine—in  fact,  it’s  undignified  because  it’s
feminine—but he is convinced to participate because it’s as a joke:
the boys are not genuinely effeminate.

Thus, any time we see men exhibit “feminine,”—i.e. soft or sensual
body  language,  it  is  usually  pawned  off  as  humorous.  This
categorization  eliminates  the  threat  to  the  hegemonic  ideal  of
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strong assertive masculine men. Men behaving in this manner are
not serious specimens of masculinity—they are either behaving this
way in jest (Urwa, Sohail and the other boys dancing), or they are
unworthy of being called men (Jimmy)—and thus such behavior is
soundly excluded from the ambit of manliness. While the dancing
is  going  on,  Urwa’s  father’s  friend—who  has  been  asked  by
Urwa’s  father  to  keep  an  eye  on  Urwa  and  look  after  him  in
Karachi—walks  into  the  hostel  to  meet  Urwa,  and  sees  him
dancing in this manner with other boys. He is visibly disturbed and
really disapproves of these goings on. Urwa takes him into his own
room and puts his mind at ease that Urwa spends most of his time
studying and going to classes. Urwa’s father’s friend’s disapproval
stems from his inability to see the humor in the situation and he
basically  disapproves  of  this  display  of  femininity  from  his
inability  to  see  the  humor  in  the  situation  and  he  basically
disapproves of this display of femininity from his friend’s son. 

This  sort  of  attitude  towards  the  bodily  practice  of  dancing  is
echoed in Jeeto Pakistan. In a dance competition in the July 2nd
episode, one of the participants is a man with greying hair. Fahad
says to him “kya soojhi, Sir?” [What were you thinking, Sir?]The
implication is that the man, in his advanced years, should not be
partaking  in  such  an  undignified  activity  such  as  dancing  for  a
prize. Older men are meant to command respect and be serious, and
not engage in such flippant and silly activities. In the same dance
competition,  another  contestant  is  named  Changez  Khan.  Fahad
makes a joke out of the fact that someone with that name is going
to  be  dancing.  This  man,  named  after  a  Mongol  ruler  who
epitomizes  hegemonic  masculinity  because  of  his  conquests,  is
partaking  in  something  unmasculine—dancing.  This  bodily
practice is not associated with masculinity and respect, but rather is
an effeminate  activity.  Humor  thus  serves not  only as a  way of
negating the threat to the hegemonic ideal,  but also as a way of
sanctioning its violation. Such strategies are employed to keep men
at large in compliance with the demands of the hegemonic bloc. 
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Another  example  of  effeminate  men  being  used  for  comedic
purposes is the comedy drama Bulbulay, which takes as its subject
the antics of a dysfunctional household involving four members, a
mother,  step-father,  son  and  his  wife.  The  household  is
dysfunctional, and therefore funny, precisely because its members’
lives subvert the norms of society. The entire joke throughout the
drama is  that  the main  male  characters are so unmanly.  Neither
Mehmood—the stepfather—nor Nabeel—the son—have jobs; they
do not provide for their wives. The family is supported by Nabeel’s
father in law—his wife Khoobsoorat’s father.  Thus, Nabeel does
not have any claim to superiority or control over his wife because
he does not earns for her. Rather, he is dependent on her and her
father financially. As a result, Khoobsoorat is the one who “wears
the  pants”  in  that  relationship.  She  usually  makes  financial
decisions,  and gets  to  boss  Nabeel  around.  Nabeel  is  constantly
asking her for money and has to do as she says.  Thus, financial
control  is  a  big  aspect  of  what  gives  men  authority  over  their
households. As both male and respondents stated, a man’s access to
legitimate power within his household is linked with his ability to
provide financially, and take responsibility for his family.

Nabeel is constantly shown as being afraid of Khoobsoorat. He is
portrayed as being constantly under the thumb of his wife. As male
respondents noted, such behavior signifies that one is a failure as a
man.  This  inability  to  dominate  his  spouse  renders  Nabeel
unmanly.  His body language too is effeminate:  he often flinches
from his wife, as if afraid of physical violence from her; his hands
gesture  weakly;  he  often  wobbles  his  neck.  Whenever  he  does
something against her wishes, he tries to hide it and is scared of her
finding him out. The pitch of his voice fluctuates a lot, and he often
speaks in a very high pitched unmanly tone. For example, in the
21st May 2017 episode, Nabeel and his step-father, Mehmood, kill
Momo’s pet chicken and cook and eat it.  Thereafter, Momo and
Khoobsoorat—Nabeel’s  mother  and  wife  respectively—curses
them and the whole episode revolves around Nabeel and Mehmood
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itching  vigorously  as  if  they  have  caught  some  deadly  disease.
They are  shown in awkward positions,  itching different  parts  of
their body,  scenes which are meant  to make the audience laugh.
Thus,  Nabeel’s  bodily  behavior  is  constantly  undignified  and
feminized. 

Nabeel also is not an aggressive or strong man who can protect his
women. For example, in the 8th January 2017 episode, there is a
scene with everyone sitting in the drawing room; Khoobsoorat says
“Abrader Khan intihayi  ghatia insaan hai” [Abrader  Khan is  a
terrible man],  Mehmood retorts  “Nabeel  say bhi  zayada?”[Even
more  than  Nabeel?].  Abrader  Khan  comes  in  and  Khoobsoorat
complains to Nabeel “yeh sham say meray saath flirt kar raha hai
Nabeel” [This man has been flirting with me all evening, Nabeel]
to  which  Nabeel  replies  in  his  faux  authoritative  voice  “aray
tumhari itni himmat keh tu meri bivi say flirt karay, tu jaanta nahin
mein kaun hun” [How dare you flirt with my wife, don’t you know
who I am!]. Abrader Khan takes out a knife and asks menacingly
“aye kaun hay tum oye?” [Who the hell are you huh?]. Nabeel’s
demeanor  instantly  changes,  cowering  he  stammers  “uhhh bhai
mein  to  massom,  saa,  sharif  saa”  [uhhh  brother  I  am  just  an
innocent, decent…] with Momo finishing his sentence with  “bay
ghairat  saa bandaa hai”  [spineless man].  Nabeel  gets offended,
Momo pays him no heed and he pleads “mein apni bivi ko talaaq
nahin dun gaa,  mera sussar  bohat  baraa admi  hai” [I  will  not
divorce my wife; my father-in-law is a very influential man]. It is
interesting  that  despite  Nabeel  not  fulfilling  his  end  of  the
patriarchal  bargain,  Khoobsoorat  too  never  really  leaves  him
(though occasionally an episode ends with her walking out, she’s
right back with him in the start of the next) and generally forgives
his follies enough to keep him around.

Both  Nabeel  and  Mehmood  are  always  trying  to  ingratiate
themselves  with  women,  be  they  pretty  neighbors  or  their  own
wives,  but  they  are  never  able  to  bend  them to  their  will.  For

80



instance, in the 19th February 2017 episode, Nabeel starts to flirt
with a beautiful girl  named Masoom but on finding out that her
father is not wealthy he immediately stops, saying why would he
leave his  rich father-in-law for her.  In  another scene,  Mehmood
Sahab is looking lustfully at a girl when she interrupts his reverie
by calling him ‘uncle’.  Momo frequently shuts down both her son,
Nabeel and her husband Mehmood Sahab with a “chup-ay!” [shut
up!], indicating that effeminate men are those that are controlled by
their wives. All this ensures that Nabeel is consistently the butt of
the  drama’s  jokes  and  comedic  plot  points.  In  the  focus  group
interviews  as  well,  both  female  and  male  respondents
acknowledged that a man who is not  able to control his wife is
considered a failure by society.  

Nonetheless, though it has been argued here that Nabeel and Jimmy
are  presented  as  effeminate  characters,  this  is  not  to  equate  the
subordination of both men and their masculinities. Though Nabeel
is not particularly manly,  unlike Jimmy,  he is heterosexual. This
automatically means that in the gender hierarchies between men,
the  former  would  be  higher  than  the  latter.  Jimmy,  due  to  his
blatant  and  stereotypical  homosexuality  is  completely
subordinated, to the extent that he is not even considered a man.
Nabeel, on the other hand, is still referred to as a man. Even when
he fails to protect Khoobsoorat, Momo calls him a “banda” [man],
even if  she  says  he  is  lacking  in  “ghairat”  [honor].  Thus,  even
within subordinate masculinities, there may be hierarchies in play
between individual men. 

Manly Bodies

As discussed in the theoretical section of this report, any discussion
of gender is incomplete without an engagement with its corporeal
elements. Bodies are the bearers of vast symbolic meaning, and are
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also agents of gender practice. Thus it is important to analyze the
physical aspects of depictions of men alongside their behaviors.  

All except one of the hosts of talk shows in the sample appear in
“Western” attire: formal suits and ties (sometimes ties in vibrant
and contrasting colors are worn). The outlier is Saleem Safi from
GEO TV’s Jirga who appears dressed in “traditional” or “Eastern”
attire, a kurta shalwar which he gives a more formal appearance by
putting on a  blazer.  To add to  his  “traditional”  look,  he  is  also
shown wearing a black shawl on the talk show’s cover image. The
very title of the show, Jirga, attests to the “traditional” image being
perpetuated here.32 Furthermore, the attire worn by all talk show
hosts falls within the range of neutral colors such as black, blue,
brown and grey. 

With respect to the sample of dramas, it is interesting to note the
contrast between the main protagonist of Waada, Shahab, and his
brother-in-law Arif.  Shahab violates the  patriarchal  bargain with
his wife and family by marrying Janna, the scheming maid,  and
taking her as his second wife. The whole drama revolves around
Shahab’s falling from grace and then trying to earn back his status
as the patriarch of the family, which he does eventually in the end.
Arif, on the other hand is Shahab’s brother-in-law, who is shown as
an understanding,  kind husband to his wife and who steps in to
alleviate  some  of  the  shortfalls  of  Shahab’s  violation  of  the
patriarchal  bargain.  It  is  interesting  to  see  that  Shahab  is
predominantly shown dressed in “traditional” attire, kurta shalwar,
throughout the drama whereas Arif is always wearing “Western”
attire,  pants  and  shirt.  In  addition,  Shahab’s  kurtas  are  often  of
vibrant colors such as turquoise and maroon and are embellished
with fancy embroidery. 

32 Words such as “Western”, “Eastern” and “traditional” are placed in 
quotation marks to emphasize the social and political construction of these
concepts but they are used nevertheless as they inform the 
representational politics of these talk shows.
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Similarly, the more “traditional” outlook in Bay Khuddi, in terms
of dress, is enacted by Saad, the villain-hero of the drama. All the
male protagonists in Bay Khuddi are predominantly shown to be
dressed in pants/jeans and a shirt/t-shirt,  but  amongst  them it  is
Saad who is occasionally shown to wear a shawl.  Even the title
image of the drama portrays Saad wrapped in a brown shawl, even
though he only appears wearing it twice or thrice throughout the
length of the drama. Thus, in the world of Pakistani talk shows and
dramas  alike,  the image  of  masculinity being perpetuated as the
normative ideal and which is therefore hegemonic is that of a man
clad in “Western” attire [or use “Westernized” man] juxtaposed to
the “traditional” man dressed in “Eastern” attire [or use “Eastern”
man], who in the dramas is highly sexualized. In the focus group
interviews  with  men,  male  respondents  acknowledged  that  one
aspect of how society defined a man was that he is supposed to be
wearing Western attire; “If we talk about “traditional” (quotation
marks  our  emphasis)  Pakistani  culture,  masculinity is  associated
with pant and shirt, mainly clothing.” 

 In one capacity, however, the “traditional” man does achieve the
ideal  of  hegemonic  masculinity.  It  is  of  import  that  in  Choti  si
Zindagi,  Urwa’s  persona  as  a  ‘traditional’  man,  created  via  his
dress and mannerisms, is what leads him to succeed at life. While
his image is perpetuated as a man dressed predominantly in kurta
shalwar, Jimmy,  his sexually deviant class fellow at university, is
always shown to be dressed in “Western” attire.  The “traditional”
Urwa from a rural background as the main protagonist in Choti si
Zindagi  is  the  only  one  to  be  seen  in  visible  discomfort  when
interacting  with  Jimmy,  making  “tradition”  the  upholder  of
hegemonic masculinity in this scenario.  Hence, while in a strictly
heterosexual milieu, it is the “Eastern” male that is demonized, the
same male is put on a pedestal as the upholder of true patriarchal
masculinity when faced with a deviant sexuality.  
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Men’s hair is also symbolically charged. In both TV dramas and
talk shows that are included in the sample, the hair on the head of
male  hosts  or  actors  is  short,  but  deliberately  styled  in  an
exaggerated way so that it forms a conspicuous part of the physical
appearance  of  these  male  personas.  Examples  abound  from the
rigidly set, voluminous, elevated hairstyles of Shahzaib Khanzaada
and lead male characters such as Urwa from Choti si Zindagi, Saad
from Bay Khuddi and Haissum from Khaali  Haath, to the slick,
gelled look sported by Arshad Sharif,  Kamran Shahid and Sami
Ibrahim. The next most prevalent feature among the male figures in
talk  shows and dramas  is  facial  hair  in  the  form of  mustaches,
beards and stubbles. Imran, Ameena’s father in Choti si Zindagi,
Hamid  Mir  from Capital  Talk  and  Sami  Ibrahim from the  The
Reporters have a visible mustache. Arif in Waada, Urwa in Choti si
Zindagi and Haissum in Khaali Haath have slight stubble. Saad and
Arsam in Bay Khuddi, Basil  in Khaali Haath, Sohail  in Choti si
Zindagi, and Saleem Safi in Jirga are the male characters and host
respectively that have a mustache and a beard. It is noteworthy that
Saad, Basil and Sohail are characters that represent an anti-thesis
what the drama narratives consider to be a good man. However, the
fact  that  Arsam,  who  is  shown  as  a  positive  character  in  Bay
Khuddi, and the inclusion of Saleem Safi as a talk show host, leads
to the conclusion that it is not that all bearded men are bad, but
rather that all bad men have beards. Indeed, the anti-heroes in these
drama serials, such as Basil, Sohail and Saad, have the thickest and
most  unkempt  beards  compared  to  other  characters.  Characters
such as Arsam and popular TV talk show host Saleem Safi have
tamed, neatly style beards that give them a more “modern” look.
Even  in  the  focus  groups,  male  respondents  acknowledged  that
growing a beard is very viable option to display one’s masculinity.
One of the respondents said “If a person cannot grow a beard, then
they say that  he has a girl  face”,  highlighting the importance of
facial hair in looking like a man. 
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The TV drama Waada, however, is an anomaly in that Shahab, the
patriarch of the family who falls from grace, is the character shown
with minimum facial  hair,  almost  non-existent  except  for  barely
visible stubble on the upper lip. Added to that, Shahab’s lips are
portrayed a glossy, bright pink as if he has just applied lip gloss,
indicating the feminization of his character. It is only toward the
end of the drama, 12 years later, at his daughter’s wedding when he
is  finally forgiven by his  wife,  that  Shahab is  shown to have a
mustache  and  slim  beard.  Therefore,  while  this  may  seem  an
apparent contradiction of the conclusion ‘not all bearded men are
bad but all bad men are bearded’, it can actually be justified with
the observation that Waada utilizes dress rather than the mustache
and  beard  as  markers  of  the  “Eastern”,  “traditional”  man  and
demonizes him through a feminization of his physical appearance.
In actions,  though,  his marriage to Janna is  never demonized in
terms of Shahab being a virulent “traditional”, “Eastern” man but
rather in terms of his gullibility.    Added to this is the fact that
while he predominantly appears in kurta  shalwar  throughout  the
drama, the drama’s title song shows him wearing brown pants and
a  white  shirt,  a  hidden  clue  of  his  ultimate  redemption  and
therefore reinstated status into the “Western” ideal of hegemonic
masculinity. 

More “manly”  men also tend to have broad, muscular shoulders
and  torsos,  as  well  as  deeper,  smoother  voices.  Hamid  Mir  in
GEO’s political talk show Capital Talk, Sami Ibrahim in ARY’s
The  Reporters  and  Kamran  Shahid  in  On  The  Front  on  Dunya
News  all  have  a  wide-set  face  followed  by  a  broad-shouldered
torso. Their thickset upper body is complimented with a deep, low
pitched voice.  In Waada, Arif the brother-in-law who is the ‘good
man’ in the drama, the one who sticks to the patriarchal bargain, is
shown to have a more muscular and broad-shouldered look than
Shahab, the main protagonist who violates the patriarchal bargain.
In Bay Khuddi it is Saad who is shown with a pronounced beefy,
muscular body and a smooth, deep voice. Saad’s character is the
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drama’s  main  protagonist  around  whom  the  drama’s  narrative
about masculinity is weaved. Thus, even though Saad’s character
falls from grace, he is eventually redeemed and thereby retains his
power to legitimize for the audience what a man is or should be. In
Choti  si  zindagi,  comparing Urwa the main  protagonist  with his
sexually  deviant  class  fellow  Jimmy,  we  see  that  the  stark
difference which sets them apart is the pitch of voice and sharper
features. Jimmy has a higher pitched voice and sharper nose than
Urwa. Jimmy’s tamed eyebrows, shaped into a slight arch also give
him a distinctly feminine look. Drawing upon these examples from
both Pakistani political talk shows and TV dramas illustrates that a
significant  number  of  men  appearing  in  these  genres  possess  a
thickset  torso  and  a  deep  voice,  i.e.  these  are  prominent
characteristics  of  male  personas  appearing  in  these  genres.
Moreover, the drama narratives demonstrate the interplay among
men who possess these characteristics and those who don’t or only
possess them to a lesser degree, leading to the conclusion that a
thickset,  muscular  torso  and deep  voice  are  associated  with  the
normative,  hegemonic  image  of  the  masculine  male.   This  is
corroborated  by  the  focus  group  interviews  where  a  male
respondent states that the definition of a man in our society is “self-
reliant, strong and muscular”. Similarly when female respondents
were questioned about how important is the appearance of a man,
the overall consensus was a tall man is to be preferred.

These strong manly bodies are often also used to claim dominance
through aggression and violence—or the threat of violence. In five
out  of  the  six  talk  shows  looked  at,  a  display  of  aggression  is
common. For instance, in the 23rd January episode of Aaj Shahzeb
Khanzaada  kay  saath,  Shahzaib  uses  assertive,  pointed  hand
gestures  when  questioning  Nafees  Zakariya,  a  Pakistani  state
official,  about  the  Pakistani  government’s  slow response  to  the
Faisal  Awan  case  (a  Pakistani  child  who  wandered  across  the
border and was captured by the Indian state). Shahzaib’s voice is
sharp, his tone questioning, and it is his seriousness that defines his

86



credibility as a news anchor. His glasses add to his serious image
along with his demeanor. The way in which he conducts himself as
well as his behavior with his correspondents can be described as
direct, to the point and business-like. When his correspondents try
to beat around the bush, Shahzaib re-directs them to his original
question and puts them on the spot once more.  It is not surprising
then that Shahzaib is described by one of the participants on his
show as  having  a  reputation  for  being  an  ‘unforgiving  anchor’.
Similarly, in the 20th January 2017 episode of ARY’s Power Play,
Sheikh  Rasheed  is  being  interviewed  by  Arshad  Sharif.  Sheikh
Rasheed bangs his fist on the table when talking about NAB. In the
7th March 2017 episode, while interviewing Imran Khan in Capital
Talk, Hamid Mir jerks his head with force when he states  “…jab
Lahore  ki  awaam nay  kahaa  aaisi  ki  taisi  dehshat  gardi  ki…”
[when the people of Lahore said to hell with terrorism]. 

The exception to this aggressive behavior is Saleem Safi’s Jirga.
The  softness  embodied  in  Saleem  Safi’s  demeanor  and  the
rhythmic  cadence  of  his  voice  makes  him  come  across  as  a
resigned  man.   Indeed,  he  never  shouts  down  his  guests  or
correspondents and hardly interrupts them while they are speaking.
Saleem Safi’s  body language is  also very different  compared  to
other political talk show hosts. He moves his hands in a circular
motion when speaking, his body posture is not rigid and he is often
seen to be slumping or supporting his back with his arm drawn
backwards or sitting with his hand supporting his chin and even
sometimes scratching his head. It is also interesting that it should
be  a  Pashto-speaking  Pathan,  one  of  the  most  visibly  different
ethnicities in Pakistan in physical  appearance as well  as way of
speaking, that is chosen to represent this “more traditional” and, as
body language exemplifies,  unmanly persona. Little surprise that
this talk show is an outlier among the sample that was analyzed for
this report,  leading to the conclusion that  aggressive behavior is
legitimized by the hegemonic conception of masculinity. 

87



The Essence of Islam

Turning to the dramas, aggression and violence carried out by men
is common.  In Choti  si  zindagi Urwa behaves aggressively with
Ameena,  scolding her and belittling her by calling her  ignorant.
Despite  being  in  love  with  Azra,  a  woman  from a  higher-class
background, Urwa decides to keep his marriage with Ameena. This
is because he realizes that with Ameena he is able to come fully
into his patriarchal self and reap the advantages of the patriarchal
bargain,  something  that  comes  under  contestation  in  his
relationship  with  Azra  due  to  the  class  factor.  In  Waada,  the
scheming maid Janna is seen to meet a fitting end according to the
drama’s narrative when she is tied to a bedpost, gagged, with a man
sitting  next  to  her  smoking.  The  implication  is  clearly  that  she
meets a violent end at the hands of a man. 

In Bay Khuddi the whole story revolves around Saad’s unspeakable
crime of rape against his cousin Fizza. This violence enacted by a
man’s body over a woman’s is normalized in Bay Khuddi as the
drama ends with Saad dying on the prayer mat, implying that he
has  gained  the  forgiveness  of  God.  His  daughter  is  shown  as
arriving too late to forgive her father, shifting the drama’s narrative
of failure—even though they may be failures of different kinds—
from Saad to Maryam in one quick move. Khaali haath is the only
drama where a man faces a violent consequence after his violent
behavior  towards  a  woman.  Basil’s  advances  upon his  sister-in-
law, whom he claims he is in love with, form the basis of his ‘evil’
role.  He  shoots  himself  when  Mashal  screams  at  him over  the
phone ‘tum mar kyun nahin jaatay!’ [why don’t you just die!]. An
interesting  comparison  between  Khaali  Haath  and  Bay  Khuddi
emerges here. Violence in both dramas is delegitimized in terms of
a gross violation of kinship relations, but redemption is shown to
be possible when that is a kinship relation by blood, as in Saad’s
case,  but  not  when  it  is  kinship  by affinity,  as  in  Basil’s  case.
Consanguinity,  thus,  plays  into  the  patriarchal  privilege  of
violence.    
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The maintenance of a stoic attitude is also common in talk shows,
even  if  it  might  have  less  to  do  with  gender  than  with  the
representation of news casting as “objective”.  This is in line with
the  hegemonic  conception  of  masculinity  where  a  display  of
emotions is considered a weakness.  Arshad Sharif in his interview
with Sheikh Rasheed listens to him speak with an expressionless
face. Shahzaib Khanzaada while listening to his participants looks
straight ahead, his rigid stare only being broken occasionally with a
blink of the eyes.  In the 13th February 2017 episode of On the
Front,  Kamran  Shahid  covers  the  issue  of  the  Lahore  blast  and
mentions that he witnessed it in person too without betraying signs
of  any emotion.  The  mask  of  emotionless  engagement  with  the
participants  in  the  talk  show is,  however,  occasionally  unveiled
through certain emotions that do make it on screen in the demeanor
of these talk show hosts. 

These  male  hosts  are  supposed  to  be  objective  in  interviewing
guests, or moderating discussions between panelists. Any emotion
that  escapes  them thus betrays  their  internalized socialization as
men. A smug smile on the host’s face which indicates that the host
is in on some secret was observed in four of the six talk shows. The
host appears to be in the know of something, a possessor of some
secret  knowledge  that  legitimates  their  position  as  men.  For
example, in the 20th January 2017 episode of ARY’s Power Play,
Arshad Sharif purses his lips in an effort to try not to laugh when
repeating a question to Sheikh Rasheed to stop him from beating
around the bush. Sami Ibrahim in The Reporters episode that aired
on 30th May 2017,  breaks into a  quick smile  when Arif  Bhatti
states “…mein chup rahaa kyunke hamay aksar kaaghaz kuughaz
miltay rehtay hein…” [I stayed quite because we frequently keep
on getting notices and such things]. 

Indeed, this knowing attitude, this smugness, often works to create
camaraderie  among  talk  show  hosts  and  participants.  In  the
example  above  the  smugness  was  the  display  of  camaraderie
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among journalists. In the 21st June 2017 episode of Capital Talk
when Hamid Mir is interviewing members of the Pakistani cricket
team after winning the ICC Champions trophy, he smiles as he puts
forth the question “aapnay baray chikay maray huay”  receiving a
knowing smile from the cricketers in return. This was clearly the
display of camaraderie among men.  

Lest  the point  being made here about  the knowing attitude as a
masculine  attribute  be  confounded  with  an  attribute  of  what  it
means to be a journalist, examples from dramas are also necessary.
In Khaali Haath, the hero Haissum has a playful conversation with
the lead heroin Mashal about the superfluity of books in this day
and  age  because  knowledge  can  now  easily  be  gained  via  the
internet.  An avid reader of books,  Mashal  is  deemed by him as
‘immature’,  forming  the  basis  of  Haissum’s  initial  rejection  of
marrying her. Once they are married, however, it is surprising to
note that Haissum is frequently shown reading on the bed while
Mashal is shown to now enjoy shopping, particularly shopping for
cosmetics.  Moreover,  after  the  marriage  takes  place,  Haissum’s
character is shown as a responsible, wise husband and son-in-law
throughout the drama’s length. In Choti si zindagi, Urwa goes off
to university to gain a higher education and frequently belittles his
wife Ameena for being uneducated and childish.  In the comedy
drama  Bulbulay,  a  technique  that  the  drama  utilizes  to  produce
comedic  effect  is  when Mahmood  Sahab and Nabeel  repeatedly
engage in rhetorical reiterations to confirm that they have the right
information:  “Jo hum karnay jaa rahay hein, who yeh hai? Haan
ji!”[What we are going to be doing is this? Yes!]

Saleem Safi’s Jirga also attests to the knowing attitude being an
integral part of hegemonic masculinity. It says something that the
only show oriented towards learning rather  than questioning the
truth of the issue at hand (which presupposes knowledge about it)
is run by a comparatively unmanly man. The description of Jirga
on the official website of GEO in the following words is instructive
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of  its  different  goal  and  style  compared  to  other  political  talk
shows: 

“Jirga covers every important  issue related to politics,  economy,
sociology,  religion,  and international  relations.  It  is  a journey to
achieve  prosperous  future  by  providing  access  to  bitter  truth
through serious and thought-provoking dialogue.”

The list of academically oriented topics which Saleem Safi looks at
as his subject  matter  in Jirga attests  to the scholarly feel  of  the
show.  Saleem Safi’s  studio  is  the  only one  among  the  top  four
shows to display shelves  of  books,  which again adds to Saleem
Safi’s image as an intellectual. The ethnographic style of the show
reinforces  the  image  of  Saleem  Safi  as  a  man  on  a  quest  to
understand  the  social  mechanisms  at  work  behind  social  and
political issues through an intensive engagement with participants.
Therefore, it is surprising that his show should be titled Jirga when
the format of the other talk shows is like a tribunal. Once more, this
reveals the power of hegemonic masculinity to shape everything
according to its own values.

It is also significant that there is a conflation of unmanly behavior
with  unmanly  appearances.  Men  who  are  portrayed  as  flawed
within dramas are more likely to wear bright colors, be physically
weaker than other actors in the same series, and have higher voices.
This conflation is a naturalization of the norms of masculinity, as it
implies that men who are behaviorally aligned with the hegemonic
ideal are also physically aligned with it. Also, all “manly” men in
dramas are shown as having buff arms and shoulders, but are never
shown  going  to  the  gym.  Such  bodies  are  created  through  the
disciplined performance of gendered actions such as weight lifting
and dieting. These are active attempts on the part of individuals to
bring  their  bodies  closer  to  the  hegemonic  ideal.  But  these
performances are never shown or acknowledged in dramas. Thus,
manliness  is  presented  as  an  essence  that  an  individual  either
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possesses, or does not possess; it is equally reflected in bodies and
actions, and the processes which create it are not discussed. 

Through an in-depth analysis of male bodies appearing in Pakistani
political talk shows and popular dramas emerges a complex picture
of  hegemonic  masculinity  and  the  techniques  it  employs  to
maintain  its  hegemony.  A  contradiction  within  hegemonic
masculinity is brought to light in comparing its marginalization of
the  unmanly  man  and  its  subordination  of  deviant  sexualities.
When it is a question of heterosexual men, the type of man chosen
to  legitimate  the  patriarchy  is  the  westernized  one.  When
juxtaposed to deviant sexualities, it is the traditional male who is
authorized to legitimate the patriarchy. Furthermore, the traditional,
Eastern man is demonized by hegemonic masculinity in two ways:
(a) by hyper-sexualizing him as a lustful man and (b) by feminizing
him. Not all bearded men are bad, but all bad men must be bearded.
This  falls  right  in  line  with  the  Pakistani  civil-military  nation-
state’s Otherization of the Islamic fundamentalist, the terrorist, the
enemy.  Aggression  and  violence  is  legitimized  by  hegemonic
masculinity. It is only in terms of kinship relations that violence is
taboo, with consanguinity trumping kinship by affinity. Lastly, the
knowing attitude is an integral part of hegemonic masculinity.
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Hegemonic Masculinity and its Other- The
news media and dramas

It is interesting to look at the TV genre of Pakistani dramas and
news media in juxtaposition. The news media, including political
talk shows as well as news bulletins, is popularly talked about in
gendered terms as the domain of men while Pakistani dramas are
referred to  as the  quintessential  recreational  activity for women.
This,  however,  is  in  contradiction  with  the  fact  that  watching
Pakistani  dramas  in  many  households  is  a  family  affair,  thus
highlighting the Othering of dramas as the feminine genre with the
news media being fashioned as the polar opposite masculine genre.
This  polarity  is  established  in  terms  of  the  subject  matter  and
representation within these genres.   

First and foremost, the genre of the Pakistani drama is centered on
telling  family  stories,  stories  about  love  lost  and  gained,  stories
about relationships. They are filled with content that is frequently
characterized  as  pertaining  to  the  private/domestic  domain  and
much  of  their  appeal  lies  in  how  they  cater  to  the  audience’s
emotions. This contrasts with talk shows and news bulletins which
deal predominantly with politics—a public domain—knowledge of
which  is  considered  based  on  “facts”  and consequently deemed
“rational” and “logical”. This finding is corroborated by the focus
group  interviews,  where  respondents  were  asked  what  they
watched on TV and why they watched it. While majority of male
respondents said they watched the news and sports with respect to
Pakistani media, none of the female respondents said they watched
the news. In the second focus groups with female respondents, both
respondents concurred that their fathers watched the news and they
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themselves only occasionally watched it if their father was already
watching it. Even then they watched it without much concentration.

Those male respondents who did admit to having watched a few
dramas explained their reason for doing so only because of their
mothers or sisters. For instance, one male respondent said  “haan
mainay kaafi dekhay hein…matlab jab mama waghaira dekh rahi
hoti hein to banday ka interest develop ho jata hai…novel based jo
hein” [yes, I have seen a lot, I mean when your mother or someone
is watching, you do develop an interest….because they are based
on novels]. The same respondent goes on to say that whenever he
watches a drama, he starts  it  from the middle,  and just  asks his
sister the entire story that came before it. Another respondent states
“zyada tar sports aur waisay time kam milta hai to uss mein zyada
tar sports aur talk shows…baqi dramas mein interest nahi kyunke
fazooliat  kaafi  hai…hamari  surroundings  mein  itni  nahin  hair
vulgarity jitni wahaan dikhai jaati hai” [mostly sports, and anyway
I don’t  really get  time,  so mostly sports  and talk shows….other
than that I have no interest in dramas because they show useless
stuff….there isn’t such vulgarity in our surroundings the extent of
which they show in dramas]. This is not to say that only female
respondents  openly  admitted  to  watching  dramas  or  that  only
female  respondents watched dramas,  but  to show how male  and
female youth actively distanced themselves from dramas and news,
respectively, through a polarized, gendered understanding of these
genres.  

With regards to representation, the reversal in the numbers of men
and women featuring in talk shows and news bulletins compared to
dramas is noteworthy. The Gallup and Gilani June 2017 report on
talk shows points out the underrepresentation of women, citing that
women formed only 8% of the guests on 8 talk shows that were
analyzed.  Within  the  talk  show  sample  for  this  report  the
underrepresentation of women was glaringly obvious.   In all  the
episodes included in the sample for this report, hardly any women
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were featured. In the news bulletins too, the finding was similar.
While  women  are  frequently shown in the  background of  clips,
they hardly ever appear as the direct subject of news. When they
are the direct subject of news, that segment is accorded very less
screen time.  Though women anchors are prominent  in the  news
bulletins, it is interesting that compared to their male counterparts,
who are always dressed in Western attire; female anchors always
appear  wearing shalwar kamiz  and dupatta.  Clearly women thus
represented  in  the  news  media  are  the  bearers  of  tradition.  In
concurrence with other research, this report finds that politicians
and people belonging to political families dominate as guests and
subjects  of  the  news.  The  other  most  visible  segment  of  the
population  which  featured  in  the  talk  shows and news bulletins
were  ordinary citizens.  Hence,  the  public  character  of  the  news
media  is  doubly signified with politicians  and the masses  being
represented. 

Conversely,  in  the  dramas  the  number  of  women  represented is
significant. Their numbers, at the very least, are at par with men.
More importantly, despite the balanced number of men and women
featuring in these dramas, the visibility of women is much more
than men. The scenes vary from featuring only women to a man
and several women to a man and a woman, but hardly ever is there
a scene involving only men. Choti si zindagi is the only drama that
has  several  men  only  scenes  but  they  are  limited  to  the  men’s
hostel during Urwa’s time in university.  Nonetheless, even when
men  are  visibly  absent,  they  are  often  the  subject  of  women’s
conversations.  With  this  increased  visibility  of  women  come
conversations that revolve around brothers, fathers and husbands,
and problems and tasks concerning them. 

The  spatial  dimension  too  comes  into  the  representation  aspect.
The scenes in dramas occur predominantly in houses. Only in Choti
si  zindagi  is  a  public  place  such  as  the  university  shown for  a
certain length of time. It must be kept in mind, however, that the

95



The Essence of Islam

university is a highly circumscribed public space, not open to just
about anybody and everybody. The talk shows and news bulletins,
on the other hand, are shown to take place predominantly in public
spaces,  frequently  projecting  images  of  semi-public  and  public
spaces such as universities, hospitals, law courts, Assembly house
and the roadside.  The individuals on these panels are present in
their capacity as public figures. Thus, even the media studios where
many  segments  of  these  shows  take  place  are  public  spaces,
because they are the site of contestation of truth claims wherein
different  narratives  about  issues  that  concern  all  citizens  are
examined. 

At  the  level  of  discourse,  the  two  genres  of  dramas  and  news
related television programs exemplify hegemonic masculinity but
from  different  angles.  The  news  media  presents  a  generally
uncontested ideal of hegemonic masculinity, while the dramas are
an  illustration  of  gender  relations  from a  more  female  point  of
view. The methodology of this research is not suited to an analysis
of actual power dynamics within Pakistani politics. Thus this text is
limited to an analysis only of the discourse put forth by popular
Pakistani media upon politics,  based on the topics discussed and
language  used  on  Pakistani  television.  Whether  or  not  these
representations are accurate is not something that this current report
can enter into. It is only possible here to analyse the ways in which
public actors are spoken of on TV.

Various public entities are the subject of this discourse, such as the
military,  politicians  and  judiciary.  The  army’s  actions  are
legitimized and authorized in the media.  For example,  in the 2nd

February 2017 episode of Capital Talk, clips of the Pakistan Army
rangers helping out after the blast in Lahore are shown. One of the
participants puts the onus of the security lapse on the shoulders of
the core commander, saying that even if the civil minister did not
preempt the situation, the core commander should have done so.
When  Hamid  Mir  questions  the  participant  about  military
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intervention  in  what  is  supposed  to  be  handled  by  the  civilian
government,  he  is  shut  down  by  the  participant’s  response  “
dekhain  hum  nay  jaan  bachaani  hai,  uss  ka  mataam  nahin
karna”[look,  we have to save lives, not grieve (over the dead)].
Similarly,  in  the  13th February  2017  episode  of  On  the  Front,
camera  footage  of  the  blast  site  shown is  the  one  where  Army
rangers  are  seen  to  be  administering  the  area.  The  news
correspondent on the scene circles round to let the camera get a
panoramic view of the area, simultaneously stating that the matter
could not be handled by the police, so the DG Rangers came in and
took control. The Army,  then, is portrayed on these programs as
capable  and  effective—characteristics  also  embodied  by  male
figures in dramas. Discussionss on talk shows constanty juxtapose
the military with other actors or behavioral alternatives to portray it
as active where others are passive, affecting change and exercising
control where others are unable to.

The actions of the Pakistan Army are couched in a paternalistic
discourse in the media, wherein the army is presented as the savior
of the people of Pakistan. In Shahzaib Khanzaada’s show, in the 4th

April  2017  episode  where  the  matter  being  discussed  is  the
Pakistan People’s Party (PPP) and its election campaigns, the guest
speaker refers to how the PPP has been the main beneficiary of the
Pakistan Ranger’s efforts to control violence in Karachi in that it
can now hold peaceful rallies. Thus, even when it is not directly
referred to, discourse about the Pakistan Army informs discussions
on talk shows. The military neutralizes the violent extremist threat
and  returns  stability  to  a  dangerous  and turbulent  landscape.  In
Saleem  Safi’s  show  Jirga,  the  6th May  2017  episode  takes  the
audience on a tour of a terrorist lair captured by the Pakistan Army,
followed by a bird’s eye view of a model village developed by the
Army in North Waziristan. This camera angle is one of the ways in
whicih  the  media  puts  forth  the  image  of  a  benevolent  Army
watching over and protecting civilian citizens. 
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The news mirrors this discourse. In the 1st December 2017 ARY
News bulletin, the arrival of the Army on the scene of a terrorist
attack at a university in Peshawar is referred to in the following
words: “Pak fauj kay naujawaan faurun pohanch gaye” [the youth
of the  Pakistan Army arrived immediately],  hailing the Pakistan
Army for its commendable timely response. In the same bulletin an
ordinary citizen is interviewed who states “buss jo bhi hai, humein
buss security chaiyeh” [whatever it is, we just need security], again
legitimizing  the  presence  and  actions  of  the  Pakistani  Army  as
something that is necessary. In the Express News bulletin for 2nd

December  2017,  the  Army Chief’s  visit  to  a  martyr’s  family  is
discussed where the Army chief is showed sitting, listening to the
family and later shaking hands with the father. In the 17th August
2017,  9 p.m.  bulletin on GEO news,  the Army chief’s visit  and
address  to  youth  interns  is  shown.  The  Army  chief  is  shown
shaking hands with young people and standing in the middle of a
crowd of youth and advising them. The news anchor’s voice blares
from the screen, repeating verbatim the Army Chief’s address to
the students. He states that the Pak Army is striving for a strong
Pakistan and has achieved a lot of success in making Pakistan pure
from terrorism and extremism.  The language used by the Army
Chief  and  others  while  talking  of  the  military  denotes  strength,
conviction  and  determination.  The  use  of  the  adjective  ‘pure’
signals  the  construction  of  a  moral  narrative  around  the  filthy
terrorist, therefore justifying the actions of the Pakistani Army, a
narrative that is inculcated by the news media. Indeed the Pakistani
Army is constantly referred to as the “Pak fauj”, translating literally
as the “pure army”. 

The  legitimized  Pakistan  Army  is  juxtaposed  to  the  violent
terrorist.  The  violence  of  terrorists  is  illegitimate.  They are  the
“dushman” [the  enemy]  against  whom  the  Pakistani  “awaam”
[people] are fighting a  “nafsiyaati jang” [psychological war].  In
the 2nd February 2017 episode of Capital Talk, a participant refers
to  the  “jinn  of  terrorism” [demon  of  terrorism].  The  Pakistan
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Army’s operation against the terrorists, Zarb-e-azab, is frequently
lauded as a successful operation. For instance, in the 13 th February
2017 episode of On the Front, Kamran Shahid ends the show with
the statement “Kya Karachi ki tarhana Punjab mein bhi rangers ka
operation hona chaiyeh dehshatgardun ko paak aur saaf karnay
kay liyay, yeh aik bohat baraa sawaal hai”  [Should there be an
operation carried out by the rangers in Punjab, just like in Karachi,
to  make  Punjab  pure  and to  wipe  clean  the  terrorists  harboring
there,  this  is  a big question].  Thus,  Punjab needs to be purified
from the polluting presence of the terrorists. The language utilized
with reference to terrorists and terrorism is aimed at rendering this
type of violence illicit.  The reference to the “dushman” [enemy] is
always accompanied by an aggressive tone and aggressive gestures
such as balled fists. 

The  narrative  of  the  effectiveness  of  the  Pakistan  military  is
reinforced by the simultaneous discourse on the same shows about
‘the failure of the system’ in the country. This is acknowledged in
terms of the failure of the civil leadership to handle matters of the
state. In the 6th May episode of Jirga, Saleem Saafi urges that it is
the  responsibility  of  the  civilian  government  to  focus  on   re-
building frontier areas affected by the military operations against
terroists (zarb-e-azab). He pleads this while being informed about
the  model  village  built  by  the  Army  in  North  Waziristan,
containing  housing,  electricity  and  water  supply  systems,
commercial and recreational spaces. In this way Saleem Safi affects
a binary between the unconcerned Pakistani civilian leadership and
the efficient Pakistani military as the provider for the people. In the
23rd January  2017  episode,  Shahzaib  Khanzaada  dismisses
Suleiman Sharif, Nawaz Sharif’s son, stating that the Sharif family
always  makes  lots  of  promises  but  never  does  anything  [“aap
logon nay  kuch nahin  karna”].  Again  in  the  15th March  2017
episode,  Shahzaib  Khanzaada  begins  the  show by talking  about
how the Pakistani people are being played with once more in the
following words; “phir say Pakistani awam kay saath khel khelaa
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jaa raha hai, agar kissi cheez ko dabaana ho to commission banaa
lo” [once more the Pakistani people are being played with, if you
want to suppress anything in Pakistani politics,  you just  make a
commission].   Talk  shows  focus  on  calling  politicians  as  guest
speakers and then holding them accountable. News bulletins focus
on highlighting the clashes among different political parties. This
portrayal  by the media  contributes to an overall  discourse about
corrupt, divisive politicians unable to govern the country. 

In  this  targeting  of  the  civilian  leadership  as  the  object  of
patronization,  the  police  as  an  ancillary  force  of  the  state  also
comes under fire by the media. In the 13 th February episode of On
the  Front,  participant  Salman  Ghani  concurs  with  Zulfikar  Ali
Maithu in stating that the police representative, Mobeen Sahab,’s
only reason to be present at the blast site was to regulate  traffic,
reinforcing the conception of the police as merely traffic regulators.
Likewise, the news correspondent on the ground states “yeh police
kay buss ki baat nahin” [the police is not able to handle this] when
he  talks  about  how  the  Army  rangers  have  stepped  in  to  take
control of the situation. In the 25th November 2017 Express News
bulletin,  the Faizabad protesters issue is  introduced by the news
anchor as “police chauda ghanton kay operation kay baad bhi naa-
kaam  rahi” [the  police  failed  even  after  a  14  hour  operation].
Express News on 2nd December reports on the involvement of the
Karachi police in issuing fake licenses for weapons with a clip of
the Army personnel  examining  the guns  being  sold  under  these
licenses. 

In the 13th February 2017 episode of Capital  Talk,  the  police is
lumped with the  protesters and media  personnel  as the innocent
victims, the martyrs of the blast. Indeed, pictures of the martyred
policemen are shown, and condolences expressed to their families.
In the news bulletins covering the issue of the Faizabad protests,
the ‘hakoomat’  [government]  is  criticized as  utilizing the police
force against  its  own people in the following words;  “Faizabad

100



dharnay  kay  khilaaf  hakoomat  ka  action-  shelling,  pathrao,
giraftaariyaan” and  “Faizabad kay dharnay ko khatm karaanay
kay liyay taakat kay istamaal say mulk bhar mein baychaynee phel
gaye hai” [The government’s actions against the Faizabad protest-
shelling,  throwing rocks and arresting people.  The government’s
use  of  force  to  end  Faizabad  protests  resulted  in  restlessness
throughout  the country].  This  is  followed by news of the  Army
chief’s call to the prime minister to caution both sides against the
use of violence in the interests of national cohesion. There is a clear
dichotomy  being  drawn  on  television  news  broadcasts  and  talk
shows between the civil leadership and military, where the vacuum
left by the failure of the Pakistani state has to be filled in by the
military.  Military  intervention  is  portrayed  as  an  emergency
measure and is justified as being authorized by the law. 

The  “adliyaa” [judiciary]  is  a third institution that  is  frequently
invoked in the news media.  For instance, on GEO news on 27 th

April 2017, Saad Rafique’s speech at a press conference is shown,
in which he critiqued Imran Khan, Asif Zardari and Aitezan Ahsan,
stating  that  they  had  crossed  all  limits  of  moral  behavior  by
insulting the ISI and judiciary. In the 2nd October, 2017 ARY news
bulletin, Ahsan Iqbal’s anger at being denied entry into the courts
is expressed as “ab aik Adalat ho gi, aik hakoomat ho gi, aik hee
riyasat mein do riyasatein nahin chalein geen!” [Now there will be
one law, two leaderships will not work in one republic]. 

Hence, the news media utilizes various actors such as the police,
judges and politicians to effect a separation between the civilian
government  and  military  leadership  of  Pakistan  and  to
authorize/sanction  the  actions  of  the  Pakistan  Army.  The
invocation  of  various  actors  within  Pakistan’s  political  power
structure  as  separate,  autonomous  entities  in  and of  themselves,
reifies  them as separate institutions (police,  the law, politics  i.e.
siyasat and Pakistan Army), obscuring their mutually constitutive
nature.
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In addition to this discource on public institutions, the discourse on
women  in  the  news  media  plays  an  important  part  in  the
construction  of  hegemonic  masculinity.  Women  are
underrepresented in talk shows and are rarely the direct subject of
news in news bulletins. When they are the direct subjects of news
they  are  allotted  a  short  screen  time  and  are  often  portrayed
negatively.  For  instance,  on  GEO  news  in  the  24th April  2017
bulletin, the anchors highlight the story of a woman who cunningly
stole from a jewelry shop [“khatoon nay nahayat chilaaki say set
dupaatay mein chuppa liyaa”]. Likewise,  in  a news  bulletin  on
Dunya  News  on  11th June  2017,  the  only  story  that  featured  a
woman was about a stepmother killing her stepchild, showing how
the body was found by horrified community members.  On ARY
News on 2nd March 2017 there was a story about a poor couple
getting married. The groom was praised for setting an example of
simple wedding ceremonies but his sister-in-law was made fun of
for  asking  an  exorbitant  sum (Rs.2000)  from her  brother-in-law
during the milk drinking ritual [“doodh pilai kayt doraan mushkil
pesh aye. saali nay do hazaar kharay kar liyay.”]. 

 On GEO news 24th April 2017, the actress Meera was featured, the
news segment  beginning with the female anchor commenting on
the story in the following words “Meera ji ki kabhi haan aur kabhi
naa,  kabhi  idher  kabhi  udher,  Meera kab kiss  cheez  par gaana
banaa dein, kab kiss say rishtaa badl dein, koi kuch nahin jaanta”
[Meera sometimes yes, sometimes no, sometimes here, sometimes
there,  when she  can  turn  something  into  a  song,  when  she  can
change her  relationship with someone,  no one knows anything].
This is followed by a segment on Meera with silly and funny noises
in  the  background  and  deliberately  funny visual  effects.  She  is
shown laughing in a giddy way when she is  asked about  Imran
Khan, stating  “Imran bohat good looking hein, agar who mujhay
shaadi ke liyay kahein gay to mein naa nahin karun geen” [Imran
is very good-looking, if he asks me to marry him I will not say no].
This  is  juxtaposed  to  an  earlier  clip  of  her  stating  in  a  serious
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manner  “mein unkay baray mein aisaa soch bhi nahin sakti, hum
donoo  mein  umar  ka  bohat  farq  hai,  who  meray  baap  jaisay
hein”[I cannot even think of him in such a way, there is a huge age
difference between us, he is like my father]. A clip of Meera saying
“meri age bohat complicated hai, googles mein bhi bohat zyada
ghalat information hai” [my age is very complicated, googles also
has a lot of wrong information] is played,  making a joke out of
what she says, particularly the use of the word ‘googles’. In all of
the  above  examples,  the  women  being  demeaned  belong  to  the
lower class, even Meera (hence her English is made fun of). 

Women from a better class background fare better. Indeed, the only
women who are given a voice either belong to political families
and/or participate in the political sphere, such as Maryam Nawaz,
Sherry  Rehman,  Ayesha  Gulalai,  etc.  or  are  members  of  the
Pakistani diaspora. For instance, in light of her accusations against
Imran Khan, a clip of Ayesha Gulalai wearing a turban is played
with  her  quote  appearing  on  the  tv  screen  on  GEO  news  17 th

August  2017;  “Mardun  ka  muqaabla  karnay  kay  liyay,  Razia
Sultana ki tarhana mard banna parh raha hai” [To contest men, I
have to become a man like Razia Sultana]. Similarly, on Express
News on 9th May 2017, Imdad Patafi’s verbal abuse against Nusrat
Seher  Abbasi  was  condemned  by  the  anchors  in  the  following
words;  ““zabaan hui  aisy bay lagaam,  naa apnay martabay ka
lehaaz  rakhaa,  naa  wahaan  baithi  khwateen  ki  sharm o  hayaa
rahi.” [the tongue became so foul that he did not consider his own
status  nor  the  modesty of  the  women  seated  around].  However,
even though these women’s  concerns  are  taken up by the news
media,  they  are  defined  in  the  terms  of  hegemonic  masculinity
itself. 

Notice  how  the  discourse  above  does  not  contest  but  actually
reinforces  masculinity  as  something  that  is  strong  [Ayesha
Gulalai’s case where you can only contest men if you are a man]
and prestigious [Imdad Patafi’s conduct is condemned in terms of
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his own status and the modesty of women sitting near him]. To be
sure, after Imdad Patafi apologizes to Nusrat Seher Abbas, she is
shown speaking to the press about how he apologized to her later
on, patting her on the head and covering it with a chaadar [a heavy
dupatta] in line with the Sindhi tradition of designating someone as
their sister or mother. The only women who are praised for their
achievements without any judgment in the news bulletins watched
for  this  report  were  a  Pakistani-American  astrophysicist  Nergis
Mavalvala  and  a  Pakistani-Australian  weightlifting  champion
Maryam Nasim on Express News 1st July 2017 and Dunya News
26th November 2017, respectively. A move up the global hierarchy
of nation-states then is one possible way to escape the clutches of
hegemonic masculinity. 

The discourse  on institutions,  violence,  and the otherization and
disparagement of women illustrate the news media as the foremost
site for promoting hegemonic  masculinity.  The coherence of the
discourse in the news indicates its integral role in the formation of
a  homogenous  hegemonic  masculinity.  The  fact  that  it  is  the
Pakistan Army that  is  utilized in  the  service  of  a delineation of
hegemonic  masculinity,  Connell’s  insight  that  hegemony  is
effective when there is some level of congruence between cultural
ideals and actual collective institutional power rings true here.  

The dramas,  on the other  hand,  being relegated to  the  realm of
femininity;  produce  a  much  more  contested  discourse  on
hegemonic masculinity. As elaborated in the report, the dramas are
more admitting of different types of masculinities and are centered
on  exemplifying  the  negotiations  that  take  place  within  gender
relations. This difference between the two genres is reflected in a
substantive  way  in  the  gendered  production  process.  The  talk
shows are hosted and produced by men while drama writers are
predominantly  women.  Nevertheless,  the  drama  narratives  do
succumb to the power of patriarchy in the end. One reason for this
may be that while they are written by women, the directors and
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producers of these dramas are predominantly men. This is not to
say that women do not subscribe to the patriarchal narrative and
that  somehow the personalities of  the top male  media  personnel
seep through and stain the institution of the Pakistani media, but
rather  to  point  out  the  institutionalized  gendered  nature  of  the
production process. 
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Conclusion

Utilizing  an  anthropological  and  post-colonial  framework  this
report  has  conducted  a  textual  analysis  of  gender  relations  as
portrayed in the Pakistani media. Top-rated Pakistani drama serials,
political talk show episodes that aired between January to August
2017 and news bulletins of top-rated news channels in 2017 were
chosen as the main unit of analysis. While Pakistani drama serials,
written  by  women,  came  forth  as  an  important  site  for  the
contestation and negotiation of hegemonic  masculinity,  the news
media  as  a  genre  represented  the  very  epitome  of  hegemonic
masculinity. Nevertheless, even the dramas gave way in the end to
narratives  that  legitimated  patriarchy.  This  hints  at  a  societal
conception of gender in polarized terms which constitutes and is
also constituted by, not just the discourse within Pakistani media,
but also its production and reception. 

Studying mass media has largely been undertaken in fields such as
cultural  studies,  political  economy/science  and  mass
communication.  Anthropology  is  only  starting  to  look  at  mass
media as an integral site for the production and re-production of
cultural systems of meaning within modern day societies. In this
respect,  this  report  is  an  important  intervention  in  research  on
masculinity  and  the  media,  providing  an  empirically  rich
understanding of the nuances in the construction and/or negotiation
of gender relations specific to the context of Pakistani media and
society. 

Nonetheless, it is important to acknowledge the limitations of this
report. First and foremost,  the sample of TV dramas, talk shows
and  news  bulletins  in  this  report  is  not  representative  of  all
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Pakistani  media.  The  sample  is  merely  reflective  of  what  was
popular in the country within a particular  time frame.  Secondly,
this report is predominantly a textual analysis of media discourse
and  images.   Although  media  is  today an  indispensable  tool  in
making meaning in and of society, we are aware of the dangers and
limitations  of  looking  at  the  influence  of  media  portrayals  on
people in terms of a linear message and receiver model. Therefore,
this report makes no claims to causal relationships and delineates
only congruencies between media depictions and young people’s
attitudes and conceptions of masculinities. Thirdly,  by looking at
masculinity  in  relation  to  femininity,  this  report  deconstructs
gender polarity but does not claim to further research on gender. Its
focus is pointing out how gender relations work by illustrating the
specific power dynamics in play on Pakistani media (which is a
reflection of society). Needless to say this approach does conceive
of gender as a social construct. Wherever sexuality has been talked
about,  however,  it  has  been  to  illustrate  how  the  concept  of
sexuality is taken up in the social construction of gender.  

Furthermore, this research opens up further avenues of inquiry. In
line  with  an  anthropological  ethos,  it  has  the  potential  to  delve
further  into  how audiences  interact,  perceive and interpret  these
media messages as active, not passive, agents. In other words, how
ideologies propagated by the media translate into everyday lived
experience for those who engage with it. Moreover, this research
can  also  be  supplemented  by  an  investigation  of  the
institutionalization of gender within the Pakistani media industry,
i.e. an investigation of the political economy of the Pakistani media
industry  looking  at,  among  other  things,  the  interplay  among
gendered  processes  of  production  and  gendered  modes  of
reception. 
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Appendix B: Content Watching Questionnaires

Questionnaire for Dramas

Main Plot:

Settings:

Location(s): (name of the city/village)

Urban/Rural:

List the specific places shown in the drama (in the scenes)

Are there spaces solely occupied by men?

Are there spaces solely occupied by women? 

How many rooms or parts of each house do we see as separate 
settings (the porch, garden, etc) (specify which rooms)

Characters: 

Name 

Nicknames or how is this person addressed? 

Physical description: body, clothes, hair,  

Age

Gender 
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Occupation 

Family Tree 

Sexuality:

Habits:

Smoking 

Physicals ticks –is there a physical motion that this 
character makes repeatedly 

Hobbies / Interests / leisure –what does this character like to do in 
their free time? 

Personality type

Introvert/Extrovert 

Do two women ever talk to each other about something other than 
men? (explicit reference) what about? 

Do two men ever talk to each other about something other than 
women? What about? 

Who makes decisions? about what? How do others respond to 
these decisions?

Who talks?

Does this character have to ask for permission? And from whom?

Does this character ever speak on someone else’s behalf?

Does this character ever overrule someone else’s decision?

Which characters does this person share his/her concerns or worries
with?
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Who does this person go to advice for? On what topic?

Does this person ever give unsolicited advice? On what topic?

Does this character ever interrupt anyone or talk over them?

In what spaces do we see this character?

What words do other characters use to describe this character? 

List all the other characters 

What mode of transportation does this character usually use? –car?
Motorbike?Tanga etc.

Are there any exceptions? 

Does this character travel with anyone else? 

Who drives/buys tickets/pays for transportation?

Does this character ever travel alone? 

Does this character make eye contact with other characters? With 
whom does (s)he not? 

Hierarchical organization space – space and power –

Is there a pattern of seating/standing that each character has in 
relation to other characters? What are the exceptions? Is this patter 
ever broken? When? In what context? How? 

Who shows respect to whom and how? Deference. (Bodily posture,
Bodily distance, physical contact, tone of voice, formality of 
language, aap ya tum, dupatta on head, obedience, assistance—
especially in tasks that the person can do for themselves, nichawar 
doing things for someone, 
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Posture: does this person slouch or stand up straight—spine? 
Shoulders back, or shoulders forward? Knees distance? Arms 
spread out or crossed or folded or in lap?

Is there a pattern of hand gestures associated with a character?

Flowly, soft or are they sharp; rigid or fluid—i.e. are the 
muscles tensed, are the fingers straight; straight lines or circular, 
are the gestures fast or slow 

Bodily distance

How much distance do characters maintain with each other? How 
does the other person respond to that contact?

What kind of physical contact does this character make w/ others; 
how do they respond?

How does this character carry himself? –body language 

Does someone’s body language change when they are with another 
character

Does 

Aap ya tum tree ; where and when are patterns broken? 

Who uses swear words? At whom? What is the response?

What language does this character normally speak in?

Does this character ever speak in English? With whom?

Does this character ever speak in 
Punjabi/Pashto/Sindhi/Darri/Balochi etc.? With whom?

Does this character use big, complex words or simple colloquial 
language?
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Does this ever change? When, in what context?

Pitch of voice 

Volume 

Accent

Emotional range

Does this character get angry? Why? How is this anger 
expressed? Is this feeling reflected in facial expressions? How do 
others react?

Does this character cry? Why? Where? Who witnesses it?  
How do they react?

Does this character smile? Do the teeth show? 

Does this character laugh? Why? What kind of laugh? 
Giggle, chuckle, qehqaha, --i.e. with what intensity? How loud? 
How long? Who is there? What’s the context? 

Does this character get jealous? What does (s)he do about 
the jealousy? How is it expressed? Does anyone know? How do 
they react?  What is the context?

Does this character worry? What about? What do they do 
about it? 

Does this character feel afraid? What of? How do they 
express that fear (scream, run, freeze, what?)

Does this character get excited? What about? How do they 
express it? How do the people around them react?  

Does this character feel embarrassed? What about? How do
they express it? How do others react? 
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Does this character feel hurt? What about? How do they 
express it? How do other react?

Does this character feel love?

Does this character feel lust/attraction/sexual desire?

Does this character feel hatred?

Does this character feel shocked? 

Does this character feel surprised? 

Does this character feel disdain?

Does this character feel lonely, or isolated?

Does this character feel pity, empathy or sympathy? 

Does this character feel threatened?

Does this character feel shy?

Does this character feel uncomfortable?

Does this character feel intimidated? 

Does this character feel helpless?

Self-esteem 

What does character discuss with their friends? 

Does this character speak?

Women use the authority of men to get their way –complicit 
femininities 
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Character Development: 

Conflict ; Violence

Does this character get into an argument with someone? 
What about? What are the methods of reasoning involved in the 
argument (logos, pathos, ethos)? 

Does the character resort to, or threaten violence? Who is the 
violence directed at? Describe the violence. How do the people 
around him respond to this? Who wins the altercation? What are 
the hurtful things said during an argument—insults, etc.

Is this character internally conflicted? What about? How do
they resolve that conflict?

Is there a platonic relationship in this character’s life with someone 
who is not related to him/her by blood?

Relationships

Does this character ever initiate romance? How? How does the 
object of affection respond? 

Is this character ever sexually attracted to someone? Who? How do
they express this attraction? Does (s)he act on this attraction? 
How? 

Does this character ever express affection towards his/her romantic 
partner/spouse? How?

Does this character every show concern for other characters? Who?
How? How do other react? 

Is this character possessive about his/her romantic partner/spouse? 
How does this feeling manifest?
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Is this character possessive about his/her children? How does this 
feeling manifest?

Humor

Does this character ever make a joke? What is the joke? Do people 
laugh? Who laughs, who doesn’t? Is it made at someone’s 
expense? Who or what is the butt of the joke? How does the butt 
react? 

Children

Does this character ever express affection towards a child? Who? 
How? How does the child respond?

Does this character interact with children? Who? How? How does 
the child respond?

Does this character discipline children? Who? How? How does the 
child respond?

Does this character do any work for a child or infant (changing 
diapers, feeding, teaching, helping with homework etc.)? Who? 
What?

Do children talk? What do they say? Are they heard—i.e. do they 
receive a response? What is the response?

Have we talked about group interactions?

How are men’s conversations different when women are present 
compared to when they are in a segregated setting? 

How are women’s conversations different when men are present 
compared to when they are in a segregated setting? 
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Is this character competitive? Who is (s)he competing with? What 
about? 

Does this character ever disobey someone? Who? When? Why? 
What about? 

Sexual division of labor

Who does the housework? 

Does a man ever do any housework? 

Are men ever called feminine? Are women ever called masculine? 
When? State the statement. 

Injury, weakness, sickness

Does this character ever get injured or sick? Who looks after 
him/her? How do people react to the sickness and to the caretaking 
(third person characters)? What is the character’s own response to 
his/her sickness? What is the character’s own response to being 
taken care of?

Does this character display physical strength? Where and how? 

Does this character need physical assistance—e.g. in standing up, 
sitting down, walking, carrying things, lifting things etc.? How 
does (s)he respond to receiving help?

------

Is there a strange dialogue that you did not understand?

Does this character ever successfully persuade someone/change 
their mind? Who? How? 

Consummation; sex; sexual performance 

Honor
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Is the concept of honor/izzat/ghairat mentioned?

In what context?By who?To who?

Women shown in a powerful position

Are women ever in charge of men? How do the men react to this? 

Manipulation

Does this character have secrets? What are they? Who knows and 
who doesn’t?

Does this character tell a lie? What is it and to who? Does anyone 
know the truth? Who? 
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Questionnaire for Talk Shows

Location(s): (on set or in the field or both?)

Main topic of discussion:

How does the host introduce each guest?

Characters: 

Name 

Nicknames or how is this person addressed? 

Physical description: body, clothes, hair,  

Age

Gender 

Occupation 

Sexuality:

Habits:

Physicals ticks –is there a physical motion that this 
character makes repeatedly?

Is there any discussion on anything that isn’t the guests’ primary 
occupation? Are they asked about something that is not related to 
their profession? What is the question and how does the guest 
respond? 

Do two women ever talk to each other? what about? 

Does this character ever speak on someone else’s behalf?
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Does this character ever disregard the host’s instructions/request?

Does the character’s mic ever get cut off?

Does this person ever express concern/worries about anything? 
What?

Does this person ever give someone advice? Is it solicited or 
unsolicited? About what?

Does this character ever interrupt anyone or talk over them?

What words do other characters use to describe this character? 

List all the other characters 

Does this character make eye contact with other characters? With 
whom does (s)he not? 

Hierarchical organization space – space and power –\

Is this person physically present in the studio or is on video/audio 
call? If the person is on call, where are they calling from? (other 
studio/office etc.) 

What order are the guests seated in? Where is the host?

Does anyone get out of their seat? Why?

Who shows respect to whom, how and is the person present on the 
show? Deference. (Bodily posture, Bodily distance, physical 
contact, tone of voice, formality of language, aap ya tum, dupatta 
on head, obedience, assistance—especially in tasks that the person 
can do for themselves, nichawar doing things for someone, 

How does this character carry himself? –body language 
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Posture: does this person slouch or stand up straight—spine? 
Shoulders back, or shoulders forward? Knees distance? Arms 
spread out or crossed or folded or in lap?

Does this body language change? What occasion does it change at?

Is there a pattern of hand gestures associated with a character?

Flowly, soft or are they sharp; rigid or fluid—i.e. are the 
muscles tensed, are the fingers straight; straight lines or circular, 
are the gestures fast or slow 

Bodily distance

Do two people ever make physical contact? Who initiates it? How 
does the other person respond?

How far apart are the guests seated from each other? 

How do other people react when this character is speaking?

Aap ya tum tree; where and when are patterns broken? (including 
people not present in the studio)

List the people mentioned by the guests, the ones who were not in 
the studio.

Who uses swear words? At whom? What is the response?

What languages does this character speak mostly in?

Does this character ever speak in English? With whom? What do 
they say?

Does this character ever speak in 
Punjabi/Pashto/Sindhi/Darri/Balochi etc.? With whom? What do 
they say?
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Does this character use big, complex words or simple colloquial 
language?

Does this ever change? When, in what context?

Pitch of voice 

Volume 

Accent

Emotional range

Does this character get angry? Why? How is this anger 
expressed? Is this feeling reflected in facial expressions? How do 
others react?

Does this character cry? Why? How do they react?

Does this character smile? Do the teeth show? 

Does this character laugh? Why? What kind of laugh? 
Giggle, chuckle, qehqaha, --i.e. with what intensity? How loud? 
How long? What’s the context? 

Does this character get excited? What about? How do they 
express it? How do the people around them react?  

Does this character feel embarrassed? What about? How do
they express it? How do others react? 

Does this character ever get offended? What about? How 
do they express it? How do others react?

Does this character express love? For whom?

Does sex or sexuality ever come up?

Does physical modesty ever come up?
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Does this character express hatred? Towards whom? How 
is this hatred expressed? ? Is this feeling reflected in facial 
expressions? How do others react?

Does this character express shock/surprised? Towards 
whom? How is this shock/surprise expressed? Is this feeling 
reflected in facial expressions? How do others react?

Does this character express disdain? Towards whom? How 
is this disdain expressed? Is this feeling reflected in facial 
expressions? How do others react?

Does this character express pity, empathy or sympathy? 
Towards whom? How is this expressed? Is this feeling reflected in 
facial expressions? How do others react?

Does this character ever threaten anyone?  Who? What is 
the threat?

Does this character express hesitation? 
(stuttering/stammering) When?

Does this character ever praise themselves? (Talk about their own 
achievements/talk up their own character)

complicit femininities 

Who does the character agree with? On what?

Who does the character disagree with? On what?
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Character Development: 

Conflict ; Violence

Does this character get into an argument with someone? 
What about? What are the methods of reasoning involved in the 
argument (logos, pathos, ethos-not mutually exclusive)? 

Are there any logical fallacies in people’s arguments? red herring, 
strawman etc.

Does this person ever deflect/pivot the question directed towards 
them? How do they do it?

Does the argument ever break down into people yelling at each 
other or talking over each other? Who does the yelling?

What are the hurtful things said during an argument—insults, etc.?

Does this person insult anyone (applicable to people not present on 
the show as well as those present in the show)? What is the insult? 
How do other people react?

Does this character contradict themselves? On what?

Humor

Does this character ever make a joke? What is the joke? Do people 
laugh? Who laughs, who doesn’t? Is it made at someone’s 
expense? Who or what is the butt of the joke? How does the butt 
react? 

Have we talked about group interactions?

Is this character competitive? Who is (s)he competing with? What 
about? 

129



The Essence of Islam

Does this character ever draw comparisons between themselves and
someone else? Does the person draw comparisons between their 
party and another party?

Sexual division of labor

Are men ever called feminine? Are women ever called masculine? 
When? State the statement. 

------

Is there a strange dialogue that you did not understand?

Does this character ever successfully persuade someone/change 
their mind? Who? How? 

Honor

Is the concept of honor/izzat/ghairat mentioned?

In what context?By who?To who?

Women shown in a powerful position

Are women ever in charge of men? How do the men react to this? 

Manipulation

Is this character ever accused of lying (directly /indirectly)? By 
who?
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Appendix C: Focus Group Questionnaire

Introduction Script

Asslam Alaikum,  aap  sab  ka  bohat  shukriya  keh  aap  nay  time
nikaala iss focus group interview kay liyay. Hamari study pakistani
media kay ooper aik analysis hai,  jo  dekhna chah rahi  hai  keh
media mein mardangi ka concept kaisay dekhayaa jaa raha hai aur
logon kay kya khayalaat hein uss kay baray mein. Yeh focus group
hamari study ka aik ahem hissa hai, aur hamay yaqeen hai keh aap
logon ki cooperation hamaray liyay bohat madad-gaar sabat ho
gee, inshallah. Sab say pehlay to hum aisa karein gay keh hum aap
sab ko  aik  participant  number  dein  gay,  taakay  hamaray  notes
lainay walay banday ko assani ho aur aap logon kay naam bhi
notes mein naa ayein. Hamari study ke liyay aap logon kay naam
ki zaroorat nahin hai, iss liyay aap be-jhijhak ho kar/ araam say jo
bolna chahtay hein bol saktay hein. Yeh discussion audio record ki
jaa  rahi  hai,  lekin  kyun  kay  yeh  audio  recording  hai,  video
recording  nahin,  aap  bilkul  aitmaynaan  say  khul  kay  baat  kar
saktay hein, kyunkay hamaray paas aapki pehchaan kay liyay na
aap kay naam hun gay, naa aapka chehra. Hamari poori koshish
hai keh iss focus group mein hum maximum anonymity rakhein.
Yahaan koi  sahih  yaa ghalat  ki  talaash  nahin  hai,  koi  kissi  ko
judge nahin kar rahaa, hum buss aap sab kay khayalaat jaan-na
chahtay hein. 

Es kay saath saath yay bhi hai kay jo attendance aap mark kar
rahay hain yay mehz es liye hai kay hamaray paas aik proof ho kay
hum nay aik focus group conduct kiya tha. Es par jo bhi detail aap
dain gay vo meray aur es project kay supervisor kay elawa kisi kay
paas nahin ho gi, aur na hi yeh information humaray notes kay
sath link ho sakay gi. Es liye bilkul itminaan say bila jhijhak apnay
khayalaat  ka izhaar kijiye  ga,  okay? Chalain phir  shuru kartay
hain!
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● Validate their experiences, and say how much we 
appreciate their doing this and taking the time, and how 
valuable this is for us

● Truth--that there’s no judgment here, we just genuinely as 
scientists want to know what they think 

● Anonymity
● Stress that it’s a voice recording and that we won’t be able 

to match voices to faces or names
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Focus Group

Section 1 (15 mins)

General

1.What do you watch on tv? [Aap tv par kya daikhtay hain?]

2.Why do you watch what you watch? [Aap jo daikhtay hain vo 
kyun daikhtay hain?]

3.   Ask them specifically whether they watch dramas, tv news 
and/or talk shows. [Aap dramay dahtay hain, khabrain suntay 
hain ya xyada tv dramay daikhtay hain?]

4.   If they say they do not watch any of these things, ask them 
why. [Agar in main say kuch nai daikhtay to aesa kyun hai?]

5. Have you watched these dramas? [Bay Khuddi, Choti si 
Zindagi, Khali Hath, Bulbulay, Waada.Kya aap nay Bay Khudi,
Choti si Zindagi, Khali Hath, Bulbulay ya Waada main say koi 
drama daikha hai?]

Section 2 (15 mins)

Masculinity

● [What do they think it means to be a man? Aap kay 
nazdeek mardangi kya hoti hai? --i.e. What makes men 
men? What kind of behavior, attitude, habits, actions, 
thought processes, preferences etc are “manly”? What is 
your definition of a man?] Aaj kal jo definition hai 
mardangi ki media pay, aap uss say agree kartai hain?
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Optional: Jab koi kehta hai keh flaana mard hai ya na mard 
hai to aap kay damagh main kya aata hai?

● [The patriarchal bargain?--what gives men the right to 
make decisions and stuff? What makes them superior, or 
gives them the right to be in control etc? ] Yeh jo humari 
society main rawayat hai keh final decision baap ka ya 
husband ka hona chaiay, aap iss say kiss had tak agree 
kartai hain? Kyoon? Agar admi aisai nahi kar raha, to phir
bhi uss ko decision laina ka haq hai kay nahi?

Section 3 

Fate

[How much control do you think one has over one’s life, and how 
much of it is down to fate/qismat?]

What do you think defines a successful man?[Aap kay khayal 
main hamaray muashray main aik kaamyaab mard kisay 
kehtay hain?]

What do you think it takes to be successful/achieve your dreams as 
a man? [Aap kay khayal main kaamyab honay kay liye kya 
zaroori hai?]

What does it mean to be a failure as a man?  [Aap kay khayal 
main hamaray muashray main aik mard kay fail ho janay say 
kya muraad li jati hai?]

What do you think causes men to fail? [Vo konsi wajoohaat hain 
jinki waja say mard amooman apni nibhanay main fail ho 
jatay hain?]

Does qismat play a role in this? Of what magnitude?[Kya mardon 
kay failure main qsimat ka koi kirdaar hota hai ya insaan ki 
apni choices bhi shaamil hoti hain?]
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Section 4

Sexuality

Is it important for men to only have one romantic partner, or is it 
okay to have multiple partners in life? (one at a time, multiple at a 
time) [see how they speak about multiple partners in terms of 
marriage and pre-marriage] [Aap kay khayal main kya yay 
zaroori hai kay mard aik hee aurat kay saath romantic ta’aluq 
rakhay ya aik say zyada auraton kay saath ta’aluqaat hona bhi 
theek hai?

What about sex in this context? Is celibacy important for men? [Es 
main physical/sexual taluq kay baray main aapka kya khayal 
hai? Kya mard kay liye shaadi say pehlay sexual talluq qayim 
karna important hai?]

Which option is more manly?[Aap kay khayal main aik aurat 
kay saath romantic aur physical/sexual taaluq mardaangi hai 
ya aik say xyada auraton kay saath?

What is bewafai for men? [Aap kay khayal main hamaray 
muashray main mardon ki bewafai say kya muraad li jati hai?]

Section 5 

Sex, Control and Responsibility

[consent; control over one’s sexuality--who is the onus placed on?]

Jo humaray muashray main khawateen kay husn ka liay 
mayyaar mukarrar kia gaya hai, kya aap uss sai muttafiq 
hain?
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(If they ask about the mayyaar, flip it to them: what do you think it 
is, or just give the example of fair skin and tall height and long hair
to get them going.)

For Girls: Jo humaray muashray main mardon kay liay mayyar 
mukarrar hai, ky aap uss sai mutafiq hain? 

In your opinion, is it okay for a woman to dress immodestly? What 
do you think men think about them? [Aap kay khayal main 
auraton ko aesay karpray pehannay chahiyen jo muashray 
main ghari ikhlaqi tasavvur kiye jatay hain?]

Why do you think they dress that way? [Agar vo aesay kapray 
pehanti hain, to aapko kya lagta hai vo aesa kyun karti hain?]

Often such women will complain about harassment--what do you 
think about that? [Auratain jo ghair ikhlaqi kapray pehanti hain
vo amooman harassment ki shikayaat bhi karti hain. Es kay 
baray main aapka kya khayal hai?]

How should an allegation of harassment be investigated? [Agar aik
aurat kisi par harassment ka ilzaam lagati hai, to aap kay 
khayal main aesay ilzamaat say kis tarhan nibatna chahiye?]

If a woman complains about harassment, is it fair to ask her what 
she was wearing, or why she was alone with the man? [Agar koi 
aurat kisi par harassment ka ilzaam lagati hai, to aap kay 
khayal main us say yay poochna chahiye kay us nay kaisay 
kapray pehannay thay aur vo us mard kay saath tanhayi main 
kyun the?]

For the Men’s Focus Group
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What do you think about girls who dress skimpy? 

Why do you think they dress that way? 

Often such women will complain about harassment--what do you 
think about that? 

How should an allegation of harassment be investigated?

If a woman complains about harassment, is it fair to ask her what 
she was wearing, or why she was alone with the man? 
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Appendix D: Focus Group Survey

1. Focus Group Number:

2. Participant Number:

3. Age:

4. Hometown:

5. Gender:

6. Relationship status (please check that which applies to you):

               □ single
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               □ in a relationship

               □ married

               □ separated

               □ divorced

7. Residence status (please check that which applies to you): 

□ living with parents

□ living in the hostel

□ living on your own (e.g. in a separate apartment)

8. Current status in university (please check that which applies to 
you):

□ Freshman
□ Sophomore
□ Junior
□ Senior
□ Super Senior
□ Other (please specify, e.g.transfer)

9. Favorite tv channels? ( e.g. hum, geo, ary digital, urdu 1, sports 
news, geo sports, masala tv, ptv sports, HBO, Star movies, Star 
plus, etc.)
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10. Favorite tv shows?  (They can be anything from any genre, e.g. 
from Bollywood, Pakistani dramas, Turkish dramas, 
American/British television, Japanese television, talk shows etc.)

Appendix E: Family Trees for Drama Serials

Bulbulay

Bay Khudi
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Choti si Zindagi

Khali Hath
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Waada
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