Mozaik Humaniora

Vol. 16 (2):

© Aquarini Priyatna (2016)

Negotiating Celebrity Femininity
in Three Auto/Biographies 
of Indonesian Female Celebrities

(Negosiasi Femininitas Selebritas 
dalam Tiga Auto/Biografi Selebritas Perempuan Indonesia)
Aquarini Priyatna
Faculty of Cultural Sciences, Universitas Padjadjaran
Jalan Raya Jatinangor Km. 21, Jatinangor, Sumedang
Tel.: +62 (022) 7796482
Surel: aquarini.priyatna@gmail.com


Abstrak

Melalui auto/biografinya, selebritas perempuan Indonesia Krisdayanti, Yuni Shara, dan Tiara Lestari menampilkan femininitas yang global dan lokal, dan menunjukkan negosiasi yang kompleks antara berbagai keharusan berkenaan dengan kesopanan, peran sebagai ibu, dan normalitas, serta tuntutan global yang berkenaan dengan seksualitas, selebritas dan universalitas. Femininitas ditunjukkan baik sebagai suatu hal yang bersifat normatif maupun sebagai suatu hal yang disruptif, dengan memperluas dan mengubah ruang yang mendefinisi makna menjadi seorang perempuan, dalam konteks yang saling berkaitan antara kebudayaan lokal Indonesia, budaya selebritas dan globalisasi. Artikel ini berkontribusi terhadap berbagai pemahaman atas globalisasi serta proses, efek dan dampaknya sekaitan dengan konstruksi gender melalui fenomena khusus auto/biografi selebritas Indonesia. Lebih khusus lagi, artikel ini berargumentasi bahwa auto/biografi merupakan ruang yang penting untuk memahami bagaimana media dimanfaatkan dan merupakan bagian integral dari konstruksi citra dan representasi selebritas perempuan di dalam konteks lokal tertentu dan dalam konteks yang lebih global. 

Kata kunci: selebritas, femininitas, auto/biografi, lokalitas, globalitas
Abstract

Through their auto/biographies, Indonesian female celebrities, i.e. Krisdayanti, Yuni Shara and Tiara Lestari, present femininities that are both global and local and reveal complex negotiations of local imperatives of modesty, maternity and normality and global imperatives towards sexuality, celebrity and universality. Femininity is performed both as normative and disruptive, extending and altering the space of what it means “to be a woman” within the intersecting contexts of local Indonesian culture, celebrity culture and globalization. This paper used the term auto/biography as a method to embrace a more inclusive term that include writings that fall between the category of autobiography and biography. While the standard normative idea of autobiography refers to writings about oneself as written by oneself, and the definition of biography to writings about oneself as written by others, the term auto/biography used here accommodates the complexities of authorship as well as depiction of the auto/biographical subjects. This paper contributes to understandings of globalization and its gendered processes, effects and impacts through the particular phenomenon of the auto/biographies of Indonesian female celebrities. Particularly, this paper argues that auto/biography has become an important space to understand how media is used and an integral part of the construction of female celebrity’s image and representation within a certain local and  the more global context at the same time. 
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INTRODUCTION
This paper analyses three auto/biographies by the established celebrities in their 20s and 30s, namely Tiara Lestari (born in 1980), Krisdayanti (born in 1975), and Yuni Shara (born in 1972) published in early 2000s. In contemporary media saturated societies, celebrities, especially female celebrities, have come to stand for idealized subjects/objects, and more importantly, for idealized femininities. Auto/biographies, films, advertisements, profile features and news about them somehow collectively construct their femininities as ideal as well as global. My previous study on mixed-race (Caucasian and Indonesian) female celebrities in soap advertisements and magazine profiles 
 ADDIN EN.CITE 

(Prabasmoro 2004; Priyatna 2013)
 shows that the celebrities representing the soaps signify an idealized and globalized femininity. Such femininity is particularly defined by “Western characteristics” of being “whitish”, modern, and sexually free. At the same time, these female celebrities are also portrayed as having “traditional” characteristics of being good mothers and partners. Being both subject and object of interest of the public, celebrities’ personal lives unavoidably become public matters as well. Therefore, the ways in which these women re/present themselves are important because they contribute to the construction of femininity in Indonesia through their celebrity status.

After the fall of Soeharto administration in 1998, Indonesia seemed to be in a state of euphoria, especially in terms of “media freedom”. The public showed new hunger for information supposedly restricted under the previous government. The new freedom can be detected not only in the booming of mass media, both print and electronic, but also in the variation of programs offered to the public. One of the program types that seemed to find fertile soil in the era of reform is the so-called “infotainment”. This “new genre” somehow gave birth to the era of glorified celebrity culture in Indonesia. 

According to Juliastuti (2002), in Indonesia, media focusing on celebrities emerged as early as 1929 with the publication of Doenia Film (film world). In a year this magazine extended its scope and changed its name to Doenia Film dan Sport (film and sport world). This also marked the early tendency of the inclusive nature of the “celebrification” of “public figures”. Public figures, the earlier term for celebrities, are not only those coming from film industry but also sport and other types of activities and industries. Various magazines followed this type of publication. In 1991, according to Juliastuti  ADDIN EN.CITE <EndNote><Cite ExcludeAuth="1"><Author>Juliastuti</Author><Year>2002</Year><RecNum>138</RecNum><DisplayText>(2002)</DisplayText><record><rec-number>138</rec-number><foreign-keys><key app="EN" db-id="wz5xvt9amr92z3e0xdmxsfs5fazp9tvf9ax2" timestamp="0">138</key></foreign-keys><ref-type name="Electronic Article">43</ref-type><contributors><authors><author>Nuraini Juliastuti</author></authors></contributors><titles><title>Media Selebritis di Indonesia</title><secondary-title>KUNCI</secondary-title></titles><number>11, February 2002</number><dates><year>2002</year><pub-dates><date>20 August 2006</date></pub-dates></dates><urls></urls></record></Cite><Cite><Author>Juliastuti</Author><Year>2002</Year><RecNum>138</RecNum><record><rec-number>138</rec-number><foreign-keys><key app="EN" db-id="wz5xvt9amr92z3e0xdmxsfs5fazp9tvf9ax2" timestamp="0">138</key></foreign-keys><ref-type name="Electronic Article">43</ref-type><contributors><authors><author>Nuraini Juliastuti</author></authors></contributors><titles><title>Media Selebritis di Indonesia</title><secondary-title>KUNCI</secondary-title></titles><number>11, February 2002</number><dates><year>2002</year><pub-dates><date>20 August 2006</date></pub-dates></dates><urls></urls></record></Cite></EndNote>(2002), magazines of this nature began to be replaced by tabloids, which are cheaper. This shift, I think, also marked the increasing public interest in the life of celebrities. Cheaper publication means wider audience.  
The emergence of private television stations, pioneered by RCTI in 1989 also boosted the need for information about the television programs and about the actors involved in them. After the reform, the door was opened wider for “foreign” media, including MTV, and other global cable television channels, such as E!, whose programs centred around Hollywood celebrities. Television stations compete against each other in the segment of “infotainment”. Numerous slots of time are allocated for this type of program by the existing different TV stations in a way that the public are “bound” to see the “news” at one time or another in one station or another. 

Looking at how these lives of celebrities are presented, I argue that these programs “write” not only the biographies of the different celebrities in Indonesia but also the biography of the phenomenon of celebrity itself. This competition in the publication of celebrity news is concurrent with the struggle to win the advertisement market. Advertising becomes a huge industry and in a way it has also transformed into a celebrity-making machine. 

This phenomenon was followed by the flourishing publication of foreign (mainly the US based) magazines, which enabled the faster flow of “information” especially about Hollywood celebrities. Hollywood, inevitably, became a strong centre for entertainment industry and popular culture. Hollywood fashion, Hollywood celebrities and gossip became part of our [Indonesian] daily conversation, which shows that the global influence is real and close. As Hall argues:

The new kind of globalization is not English. It is American. In cultural terms, the new kind of globalization has to do with a new form of global mass culture… Global mass culture is dominated by the modern means of culture production, dominated by the image which crosses and re-crosses linguistic frontiers much more rapidly and more easily, and which speaks across languages in a much more immediate way. It is dominated by all the ways in which the visual and graphic arts have entered directly into the reconstitution of popular life, of entertainment and of leisure. It is dominated by television and by film, and by the image, imagery, and styles of mass advertising (1998:27).
This Hollywood culture affects the people in entertainment business even more strongly. Hence, it is crucial to raise the question of global and local identities as they came into play in the discourse of the identity of Indonesian celebrities. 
As a whole, the freedom euphoria post the 1998 reformation rationalized the curiosity for other people’s life as public matters. The private life of public figures and personalities became public in a way that had never happened before. This genre of news has somehow also crossed the boundary not only what is public and private, but also the domain that was previously considered taboo. Domestic problems and issues, including harassment, violence, sexual behaviour, financial situation, betrayal, marriages and divorces are open to the public. The public are not only recipients of the wave of the information of the life of celebrities, they/we are in a way trapped in it that escape is almost impossible. As Rojek argues, 

The fact that celebrity status depends on public recognition is ironic… their private lives were already part of the public domain, part of the insistent cultural data that we use to comprehend ourselves and to navigate through the crashing waves of the cultural sphere (2001:20). 
The mounting obsession in public consumption for celebrities gives rise to a wider space for the celebrities to perform their lives both as “public personalities” and as “private persons” on the different stages where their existence seems to be happening. This space is what is understood by this paper as auto/biography. Auto/biography as the frame of this paper embraces both the actual texts written by the celebrities themselves, and other types of texts, within the inclusive poststructuralist framework, written/posed/performed by celebrities that present their life not necessarily as complete, rather as an ongoing performance. 

METHOD
Following Marcus  ADDIN EN.CITE <EndNote><Cite ExcludeAuth="1"><Author>Marcus</Author><Year>1994</Year><RecNum>61</RecNum><DisplayText>(1994)</DisplayText><record><rec-number>61</rec-number><foreign-keys><key app="EN" db-id="wz5xvt9amr92z3e0xdmxsfs5fazp9tvf9ax2" timestamp="0">61</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Laura Marcus</author></authors></contributors><titles><title>Auto/Biographical Discourses: Theory, Criticism, Practice</title></titles><dates><year>1994</year></dates><pub-location>Manchester and New York</pub-location><publisher>Manchester University Press</publisher><urls></urls></record></Cite></EndNote>(1994), I am using the term auto/biography to embrace a more inclusive term that include writings that fall between the category of autobiography and biography. While the standard normative idea of autobiography refers to writings about oneself as written by oneself, and the definition of biography to writings about oneself as written by others, the term auto/biography used here accommodates the complexities of authorship as well as depiction of the auto/biographical subjects. The auto/biographies of Krisdayanti (Endah 2004) and Yuni Shara (Geraldine and Triadi 2007) are written by others, but in both cases they are the ones that actually provide the preface and acknowledgement, which I argue to be an act of authorship claim. In the case of Krisdayanti’s auto/biography, the name of the writer does not even appear in the cover, and the writer is only given a very small space in the final page to claim her authorship in which she thanks Krisdanti for the chance given to write her life.  The auto/biography of Yuni Shara clearly mentions the names of the writer and photographers of the cover, but as I explained, it is Yuni Share who writes the lengthy acknowledgement thanking everyone who has contributed to the book. Tiara Lestari’s auto/biography is co-written by Tiara Lestari and Windy Ariestanty, and both writers are given equal space to offer their individual acknowledgement and preface. Having elaborated the varied ways in which life writing is presented, I have established how the term auto/biography represents more accurately the writings of these celebrities compared to either autobiography or biography. By paying to the different gender issues as revealed in the texts, this paper identify and map the areas in which femininities are most represented in their auto/biographies. The discussion is framed by using the feminist theory on gender and in particular, femininities, while the narrative is analysed using the various theories of auto/biographies.  
RESULT AND DISCUSSION
Of the three celebrities whose auto/biographies discussed in this paper, Krisdayanti is perhaps the most well-known. Her celebrity status is established through her success in various careers, including singing, modelling and acting. Her elder sister, Yuni Shara is a singer. Tiara Lestari is a model and is best known for the controversy she generated when she posed in the Spain edition of Playboy magazine in August 2005. Though she has not called herself a singer, Tiara Lestari has recorded a song on an album produced by Baron, a prominent Indonesian guitar player (Lestari and Ariestanty 2007). 

The auto/biographies in this paper are characterized in a number of ways. First, they are about lives that are in progress, compared to the relatively complete lives of the celebrities portrayed in conventional and narrative auto/biographies. Everyday events and recent situations or controversies dominate the three auto/biographies. Also, rather than describing the whole life of the celebrity, the auto/biographies present slices of life emphasizing what is important to the construction of their celebrity femininity and status. 

Second, the three celebrities whose auto/biographies are discussed in this paper, Krisdayanti, Yuni Shara and Tiara Lestari, belong to a generation where their celebrity status and femininity cannot be contained within the local context. Krisdayanti’s and Tiara Lestari’s careers transcend national borders. They are famous not only in Indonesia but also in other countries. Even more significantly, both the careers of Krisdayanti and Tiara Lestari were triggered by what can be considered regional/global events. Krisdayanti’s rise to her diva status began with her participation and victory in the Asia Bagus Grand Championship in Japan in 1992. Asia Bagus is a regional singing contest involving a number of Asian countries. As she commented (Endah 2004:19), “It was a huge leap for me. The victory that undoubtedly made my name a hot topic in Indonesia. I became more confident that the road to success had already been opened.”

Tiara Lestari had an even more global platform in the beginning of her career journey. She was first invited to model in FHM Singapore in 2004. In her debut in the magazine she shot very sexual poses and was labelled “Java’s hottest export”, which I will elaborate further later in this paper. Her modelling career expanded to other publications in different countries, such as FHM Germany, Penthouse (Thailand, Netherlands and Australia) and, the most controversial, Playboy (Spain) (Lestari and Ariestanty 2007).  

Compared to these two other celebrities, Yuni Shara is perhaps the more local in terms of her career. Nevertheless, her narrative of femininity is very much in dialogue with the global. Her associations with and consumption of global brands, for example as represented in the auto/biography, are signified as a distinct marker of her femininity and celebrity status. 

Third, unlike most auto/biographies of the ageing and the more established celebrities, the auto/biographies of these 20-30 year olds are published to sustain the fame and the celebrity status of the auto/biographers or to “fulfil” the fans’ wishes to know more about the celebrities, or even to know “the real self” of the celebrities. As Krisdayanti expresses in the introduction to her auto/biography, she wants “[a] book that will satisfy my fans. Through the book I will tell a lot about my career and my life. A book that will reveal who I truly am that people know nothing about. A book that will reveal the Krisdayanti who is not only an artist, but also a wife, a daughter and a mother. I realize that after I have achieved so much in my career as now, I need to share…” (Endah 2004:5). 
These ‘honest’ auto/biographies are expected to function as providing the fans with some glimpse of what the celebrities “really are” compared to their more public selves as celebrities. Thus quite expectedly, the auto/biography provides some space of revelation of intimate details about their lives, which are often depicted as their truer selves. 

Although the auto/biography of Yuni Shara does not explicitly outline her intentions in publishing her auto/biography, Yuni Shara does make references to her present professional circle and activities. Thus, the publication can still be considered an act of sustaining her celebrity status. It enacts as a reminder of her existence in show business. Her auto/biography is published to commemorate her 35th birthday and is entitled Yuni Shara: 35 Cups of Coffee. 
Tiara Lestari’s auto/biography is an exception in this regard because unlike Yuni Shara and Krisdayanti who established careers and status more gradually, Tiara Lestari’s celebrity status only rose following the her nude images in Spain’s edition version of Playboy Magazines. The “discovery” of these nude images created a twirl of controversy and propelled Tiara Lestari to fame and celebrity status. While the newly-claimed celebrity status itself can be regarded as an asset or an achievement, her new fame seemed to require moral justification. The publication of the auto/biography serves this purpose well. She writes in the preface: “Last and most important for me; I would like to express a million gratitude to all of you who live in Indonesia that I understand that I have the right to make a decision that is not popular and – even when you don’t agree – you still respect my personal choice” (Lestari and Ariestanty 2007:x).
It was only after the waves of controversy following her nude pose in the Spain edition of Playboy that she decided to return to Indonesia. As she narrates “I went home because of my mother. She was really disappointed with what I had done. That was a lesson for me. All that a Tiara Lestari has obtained is not comparable if my mother does not give her blessing. Because I really love my mother. I finally declined.the offer to become the cover of Playboy in five countries. I’m coming home because of my mother (Lestari and Ariestanty 2007:130).
In other words, she returned home to repent of her mistakes and to live a “normal” life. Her return to Indonesia can be signified as an attempt for self-transformation from a “wild” woman to a “good” woman, from a “public” to a domestic woman. I will return to this issue later in this paper. Her final reference to her appearance in Playboy suggests that it is important for her to justify her decision to pose naked for the magazine, but at the same time, as the increasingly apologetic tone suggests, the auto/biography functions as a form of image crisis management. Similar functions of image crisis management can be observed in Krisdayanti’s auto/biography. At the time of her publication of the book (November 2003), she needed to manage her image after rumours about her affair with an Indonesian prominent guitar player, Tohpati, surfaced in April 2003 (Ati 2003; "Krisdayanti Digosipin Pacaran Dengan Tohpati" 2003). 

Looking into the narratives and portrayal of the different women’s lives in the three auto/biographies, auto/biographies also function as the potential site of struggles of different values. Celebrity auto/biography embraces and provides a space wherein images transcend the containment of locality as well as the boundaries among the different of forms of media in the context of popular culture and the everyday life. Auto/biography is both a form of artistic and mundane products, both literary and popular works, and at the same time neither artistic nor mundane, neither literary nor popular using both local and global languages spoken as if they were one. Albeit the ambivalent position, celebrity auto/biographies enable a position from which even contradicting values can be negotiated and be put in dialogue. 

Various scholars have worked on the notion of femininity. Bartky argues that the construct of femininity includes the notion of heterosexuality as a spectacle of heterosexuality with the body as the initial marker (Bartky 1997). Focusing on the body, scholars have identified that the body is signified as performance, as battleground and as playground 
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(Bordo 1995; Kuhn 1997; Butler 2004)
. Not really believing in the fixed construct of femininity, Ussher  ADDIN EN.CITE <EndNote><Cite ExcludeAuth="1"><Author>Ussher</Author><Year>1997</Year><RecNum>320</RecNum><DisplayText>(1997)</DisplayText><record><rec-number>320</rec-number><foreign-keys><key app="EN" db-id="wz5xvt9amr92z3e0xdmxsfs5fazp9tvf9ax2" timestamp="0">320</key></foreign-keys><ref-type name="Book">6</ref-type><contributors><authors><author>Jane M. Ussher</author></authors></contributors><titles><title>Fantasies of Femininity: Reframing the Boundaries of Sex</title></titles><dates><year>1997</year></dates><pub-location>London</pub-location><publisher>Penguin Books.</publisher><urls></urls></record></Cite></EndNote>(1997) argues that a woman can work around the construct of femininity by “being, doing, resisting and subverting girl.” By analyzing the three auto/biographies of Indonesian female celebrities, it can be argued that celebrity femininity is a doubly staged performance intended for desired/desirable effects. The three auto/biographies present portrayals of femininity focusing on relationships, beauty, body and sexuality which are consistently present in the three auto/biographies and will be discussed in two parts in this paper. 
The topics of career, beauty, fashion, family and the celebrities themselves are recurring in the auto/biographies of female celebrities. This suggests the need to explore to what extent and in which way these different domains contribute to the construction of their femininity as celebrities. Thus, a need to look into the means in which these different elements of their celebrity selves are mediated by the auto/biographies, which are part of global mass culture. As outlined by Hall (1998: 27), global mass culture is
 
the modern means of culture production, dominated by the image which crosses and re-crosses linguistic frontiers much more rapidly and more easily, and which speaks across languages in a much more immediate way. It is dominated by all the ways in which the visual and graphic arts have entered directly into the reconstitution of popular life, of entertainment and of leisure. It is dominated by television and by film, and by the image, imagery, and styles of mass advertising.

The auto/biographies of celebrities in this research embody these qualities of global mass culture, as they criss-cross different languages, are heavily illustrated by images and different forms of graphic arts and strongly connected to television, films and advertising. In short, celebrity auto/biographies serve as a very interesting and important cultural, albeit ephemeral, artefact into which ideal construct of femininity within the context of celebrity culture is projected.  

Romantic [Heterosexual] Relationships 
As I have outlined, the analysis of the portrayal of celebrity femininity will be discussed in two parts, namely relationship in one part, and body, beauty and sexuality in the other. This part dwells on how [intimate] relationships of the three celebrities are portrayed as the key factors of the construct of femininity. It is clear from these auto/biographies that all forms of femininity are heavily constructed around their romantic relationships, namely heterosexual relationships, with their partners.
The chapter, “Me and My Family” in Krisdayanti’s auto/biography opens with her reflections about the difficulty of not having a conventional family type where the husband is the primary provider. She complains, “it’s not easy to be a woman who earns most of the family income. But the most difficult thing is to ensure people around her that it is not wrong at all…” (Endah 2004:148-150). The narrative shows the normative idea of division of labour where the husband is public while the wife is domestic. Men are the bread-winners in the family and women are the housewives. The reference to the idea that “ordinary” women are not the breadwinners of the families implies that those who do transgress the boundary of “normality”. As the auto/biographical subject complains, it is even often regarded as “wrong” for wives to be the breadwinners of the family. The assumption underlying this idea is the anxiety that women who earn more than their husbands threaten the power balance in the family. Breadwinning wives are independent and money implies power. Women with money and independence can be frowned upon mostly because of the assumption that with their money they will not submit themselves to the normative idea of family where the husbands are the leaders and the wives are subjected to their husbands’ wishes and commands.

Since her circumstances are very different, considering the income that she brings in to the family, Krisdayanti is required to manage the role of an ordinary wife. She has to show a more conventional femininity as expected in the local cultural context. She states in the auto/biography that she has always been an ordinary wife, which reflects the attempt to counter the existing assumption that she is not like other “normal wives”. Furthermore, the statement highlights another local aspect of femininity which adheres to the conventional Islamic values that demands a wife to seek her husband’s approval and consent in everything she does. She writes: (Endah 2004:150)

It is difficult to convince people that my life as a wife and mother is just like other people in general. Despite the fact that I earn more than Anang, I am an obedient wife, and I always obtain his consent before I do anything.

The quotation above shows the complications in the portrayal of her femininity. While on one hand, Krisdayanti is pictured as a modern highly successful woman, on the other hand, her success demands a careful image management the ways in which she is to be shown to conform to the local values where the husband is the person in charge of her every movement. The same case is applicable to the other two auto/biographies discussed in this paper. 

In their respective auto/biography, the three celebrities are portrayed as equal to their male partners, yet they all show the apparent need for acknowledgement for being a good wife as framed in the normative Indonesian/Muslim culture, namely being to an extent submissive to their respective husband. Nevertheless, it is also shown in the auto/biographies that compliance to normative femininity does not always mean complete compliance to idealized femininity.  In the case of Krisdayanti, for example, though she maintains her role as a [good] wife and mother, she cannot avoid being seen as superior to her husband, Anang Hermansyah. As the bigger star, Krisdayanti is known to earn more and has more influence in popular culture than her husband and this is a condition that needs managing. The auto/biography serves to balance the power structure by providing a more idealised domestic portrayal where Krisdayanti is described as a submissive wife who enjoys taking care of as well as being taken care of by her husband. She states: 
Maybe many people will not believe it that I am a woman who enjoys the limits set by Anang. I also enjoy my submission to him. I feel it pleasurable to prepare the dinner for him, even though I just arrive home from a shooting and I am really tired. I feel really protected when with his loud and decisive voice, Anang forbids me from doing something. I feel grateful for such feelings. The submissive feeling towards my husband. Because in that way, I feel I have become a true wife  (Endah 2004:155).  

Her display of her role and identity as a wife and mother before anything else, namely her profession as a singer and model, invokes Bartky’s 
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(1997) argument regarding how femininity is performed in public. Before her shocking divorce in October 2009, Krisdayanti was almost always accompanied by her husband and/or children in her public appearances. She claims: “My children are the source of my energy” (Endah 2004:167), thus the perpetual big entourage consisting of her mother, her husband, her two children and the baby sitters on her tours (Endah 2004). This display can be read as an effort to perform a traditional family life in exceptional circumstances where her heterosexuality, her being a wife and a mother are not revealed as something extraordinary, rather a natural rite of passage to womanhood. Ironically the constant and repetitive, and occassionally excessive displays show otherwise. Instead of performing the domestic ‘natural’ roles as ordinary, it ends up being shown as extraordinary, as unnatural instead of natural.
In Yuni Shara’s auto/biography, she is portrayed as a Javanese woman with a certain view of marriage and relationship with her husband. This auto/biography consists of thematic chapters using different points of views and narrative techniques. Her auto/biography is perhaps the most interesting in terms of narrative techniques compared to the other two discussed in this paper. One particular element that I find appealing is the inclusion of tips about relationship where she discusses the role of a wife as a housekeeper and a loving companion, also her acknowledgement of the function of the husband as the head of the family (Geraldine and Triadi 2007). These tips are embedded with local values and are somewhat tinted with postfeminist spirit of playful feminine power. 

It is clear that these tips reflect Yuni Shara’s own view and ways of living her own relationship. In this auto/biography, the role of a wife is significant in the narrative of her auto/biography. This role is performed in a manner of acceptance as well as celebration, as reflected in the following utterance, “As a puppet, a pawn, or other metaphors, I exist in accordance with the portion having been assigned to me” (Geraldine and Triadi 2007:7). While she seems to be a proponent of normative femininity which locates wives as primarily and ideally governed by cultural and religious values, she is also critical of herself for having sacrificed unreservedly, especially in the context of her first marriage (in the chapter Broken Marriage). As she narrates, “Sometimes I have to put aside my feelings and try to understand because I have unavoidably become a part of so many positions. There are too many hearts to take care of and to understand that I no longer have the space to be Yuni, to be myself” (Geraldine and Triadi 2007:3).
This contrast suggests that fragmentation is a natural consequence of taking up the various roles as a woman, a wife, a daughter, and a subject of her own right. In her second marriage this submission has somehow changed into a more self-aware positioning. She does not sacrifice blindly, though she still thinks giving in to her husband is a way to establish a happy husband-and-wife relationship. Acts of submission can actually be interpreted as an assertion of power too. The tip she gives about the struggle for remote control below, for example, suggests a more relaxed attitude to the power relations between husband and wife. She even makes gentle fun of the whole struggle, “Let him hold the remote control and change the channel every fifteen seconds” (Geraldine and Triadi 2007:86). This “advice” gently positions men as irrational and impulsive (changing every fifteen seconds), attributes usually assigned to women. In this case, instead of being presented as a submissive wife, she appears as a woman of logic and in control.

The desire to represent herself as being guided by normative femininity is also indicated in the auto/biography of Tiara Lestari. In this auto/biography Tiara describes how she decided to put her international career on hold at her career peaki in 2005 (Lestari and Ariestanty 2007) as she felt she had other feminine desires to pursue, namely to become a wife and mother. She refers to this urge as “choice” and “commitment”. She contends that she would never have been able to be an international model and a good mother at the same time, saying, “it’s just a matter of choice” (Lestari and Ariestanty 2007:25). She further elaborates this desire:
… I can’t wait for the moment when I say, “Yes, I do” to the man that will spend his time with me till time does us apart…. This is my commitment as a woman. To become a wife and mother. This is my choice. I will become the beloved wife to my man. I will be a good wife to my children. I want them to be proud of me. I am sure, my husband and my children will be proud of me (Lestari and Ariestanty 2007:26).
Across these three auto/biographies, there is a tendency for glorification of the roles of wifing and mothering as the manifestation of ultimate femininity. In her auto/biography, Tiara Lestari claims that a career is nothing compared to playing the roles of a good wife and mother (Lestari and Ariestanty 2007:120). Upon her friend’s withdrawal from her modelling career, she writes 
One day, she sent me an email telling me that she had found the man of her dream. She told me how much she loves this man and that man is the dream comes true… … “I decided to leave modelling and live in Croatia. I want [sic] being a wife and mother,”… I can understand her decision. It is obvious, what does career mean compared to finding the man to spend your life with? (Lestari and Ariestanty 2007:47)
Her description of the incident suggests her glorified view of wifing and mothering or other domestic attributions. In her auto/biography, Tiara Lestari contextualizes her decision to marry her husband by putting her religion into the frame. As narrated, she was dating an American man when she was also having a close relationship with an Indonesian man who was to become her husband. She chose to leave the American not because she did not love him, but as she argues (Lestari and Ariestanty 2007:78): “… I have always wanted to marry a man of the same faith. It is impossible for Dave to become a Muslim. I want my husband to be able to guide me in my religion. I want to be a better person…. Besides, my mother also saw that Andy would be more capable to guide me in the religious aspect.”

Here Tiara Lestari the auto/biographical subject undertakes a key element of the femininity expected from a Muslim woman, namely to marry a Muslim man and to find a man that can be her guide. Because in Islam, and also reflected in Indonesian/Javanese/Sundanese values, the leader in a marriage is the husband. The same notion is explicitly stated by Krisdayanti, “Anang, My ship’s captain” (Endah 2004:150). These portrayals of observing Islamic values are necessary to create a good woman image, which in the context of Indonesian popular culture seems to be increasingly important. This observance also implies a specific form of femininity that Indonesian female celebrities are subjected to, where celebrities need to negotiate the various forms of femininity, the local, the global, the religious, the domestic and the public.   

CONCLUSION
Having described the various forms of femininity performed by the three celebrities, I have delineated a complex scenario of adherence to and negotiations with both local and global values. I argue that the three auto/biographical subjects are portrayed as negotiating normative and conventional femininity and their own aspirations for freedom and independence. This negotiation entails intricate strategies which can be considered as part of a paradoxical display of submission to, and assertion of, power, and is particularly evident in regards to the auto/biographical subject in Yuni Shara’s auto/biography. This intricate display also includes the invocation of Islamic teachings, as frequently referred to in the auto/biographies of Krisdayanti and Tiara Lestari, which locate husbands as the leaders of the family. While it seems that positioning the husbands as leaders will entail the position of the wives as the followers, I argue that it is precisely this positioning that enables the wives to obtain their freedom and independence as negotiations with husbands are seen to be much more feasible. In the structure where husbands have great authority over their wives, having the husbands’ support will not only ensure the aspiration of the wives but also shield them from outsiders’ criticism. It is through this consent that these auto/biographical subjects can thus portray themselves as achievers because if the husbands are depicted as having given their consent, then the wives are their husbands’ responsibility, which to some extent frees the wives from being solely responsible for their acts. 
In short, all three auto/biographical subjects perform different complicated forms of femininity that provide them with a space for flexibility and negotiation. While they acknowledge the role of a husband in a marriage, they also suggest that their career and self-projects are important. Likewise, while the three celebrities discussed acknowledge their interest in their bodies and sexuality, they tend to firmly locate these issues in the safe environment of the private relationships, the only domain where such expressions are accepted and acknowledged. However, being celebrities, they cannot easily escape from not discussing such issues in public through their respective auto/biography. 
These ironies and intricacies in the narratives of celebrity lives make studies on celebrities significant to the understanding of our contemporary society. As Marshall writes, “[s]tudying the celebrity offers the reader of culture a privileged view of the representative forms of modern subjectivity that pass through the celebrity as discourses” (2001:xi). Following Marshall, I am arguing that female celebrities in Indonesia offer a critical opportunity to examine gendered politics of subjectivity in a society where gender still acts as a critical barrier to advancement or voice. The location allows for a critical evaluation of new forms of globalization through consumption. The time chosen offers a unique opportunity to examine the expansion of the free media in Indonesia and link that to the rise of celebrity culture across the world. 
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