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“I feel like young girls are told that they
have to be a princess and fragile. It’s
bullsh*t. I identify much more with being
a warrior—a fighter. If I was going to
be a princess, I’d be a warrior princess.
Definitely.”

IMAGE
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Dear Reader,
I am pleased to present to you Volume 4 of AWE: A Woman’s Experience.
It has been wonderful to work with such amazing authors, editors, artists, and designers. This volume of AWE was a group effort that brought
a lot more scholarship and writing to the field of women’s studies.
I find it a touch ironic to be writing the editor’s note. Here I am, a cisgender
male, and I am the editor-in-chief of an undergraduate journal that is named
“a woman’s experience.” I’ve never experienced anything close to a woman’s
experience, but I’m the person who ensured that this volume came together.
The irony is not lost on me.
This irony was brought specifically to my attention in a conversation with a
friend. During the early days of being editor-in-chief, I was speaking to a friend
who is also a feminist. He couldn’t understand why a man was running the
undergraduate women’s studies journal. He felt like I, as a feminist, should
have given this opportunity up to a woman. He felt that feminism required my
giving up my position. He was very adamant about that, and, luckily, we let the
conversation drop or else things would’ve gotten more heated.
Happy reading,
Adam McLain
Editor-in-Chief
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Redefining Representations
of Black Female Subjectivity
Through the Erotic
Sylvia Cutler is a senior pursuing a double major in English and French with
a minor in women’s studies. Her research interests include female subjectivity
and the erotic, as well as transatlantic Romantic female authorship. She
will attend graduate school at Brigham Young University this coming fall.

On August 24, 2014, the word feminist glared across the television
screens of millions of unsuspecting Americans. At the helm of the
battle cry: Beyoncé. The previous year, without any prior promotion
or announcement, singer-songwriter Beyoncé Knowles released her
fifth studio album, Beyoncé—an album exploring sex positivity,
motherhood, and, yes, feminism. Indeed, in her song “***Flawless,”
Beyoncé quotes Nigerian novelist Chimamanda Ngozi Adichie’s 2012
TEDxEuston speech, “We Should All Be Feminists,” branding herself,
her album, and her message as feminist.
As defined by Adichie’s speech, a feminist is “a person who
believes in the social, political, and economic equality of the sexes.”1
Beyoncé’s branding of herself as a feminist sent shockwaves through
the feminist community with reactions spanning from those of fullfledged support to deep concern about a highly sexualized, bodycommoditized message becoming tied to the concept of feminism.
Though Beyoncé certainly has the same right as any other individual
to advocate for feminism on her own terms, such feminist advocacy
becomes complicated when attached to her commoditized identity
as an artist. Beyoncé’s association of her sexually explicit album with
Adichie’s talk ushers in an important question for conversations
about black feminist thought: Does Beyoncé’s brand of sex positive
feminism create a space that promotes black female subjectivity, or
is her message one that becomes flawed or non-committal by its
association with her own identity as a black female artist in a capi
talist music industry?
To understand many theorist’s problematic perception of
Beyoncé’s sex positive approach to feminism, her artwork, and by
1

Chimamanda Ngozi Adichie, “We Should All Be Feminists” (presentation at
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With the release of
singer-song writer
Beyoncé Knowles’s
self-titled album
in 2013 and her
subsequent branding
of herself as a feminist,
many feminist critics
questioned the
validity of Beyoncé’s
sex positive feminism
in the context of
the longstanding
sexualization and
objectification of black
women. This article
seeks to reconcile
Beyoncé’s brand of sex
positive feminism with
black feminist theorists
and re-appropriating
the erotic for black
women. Analyzing the
2013 album Beyoncé
and examining the
history of black female
entertainment, this
article argues that
Beyoncé’s brand of
sex positive feminism
is a necessary step
in reclaiming and
redefining black
women’s expression of
erotic subjectivity in
the music industry.

ABSTRACT

Sylivia Cutler

extension the perpetuation of the image of the sexually wanton black woman,
we must begin by identifying and understanding the historical representations
of black women as female sex objects and how such representations have evolved
over time. Acknowledging the history of black female objectification and sexuality
from slavery to colonialism to the present day, my greater project is to use
Beyoncé’s artwork as a case study demonstrating the evolution of black female
subjectivity against this complicated historical backdrop. I will particularly use
her 2013 album to argue that her work endorses contemporary feminist advocacy
through a framework defined by Adichie and other black feminist theorists. It
is in this light that Beyoncé demonstrates an evolving awareness of black sexual
subjectivity, indeed a subjectivity that both defies and subverts a history of black
female sexualization.
A brief examination of the history of black female sexuality is necessary to
determine how Beyoncé both subverts and, at times, skirts the delicate line between
black female sexual liberation and the problematic history of black women’s
sexual exploitation. In her book Black Sexual Politics, Patricia Collins suggests that
institutionalized rape during slavery created an image of black female subjects as
“wanton black women” or “Jezebels.” She writes:
This representation redefined Black women’s bodies as sites of wild,
unrestrained sexuality that could be tamed but never completely subdued.
The image of the breeder woman emerged to defend the reproductive
policies of slavery that encouraged enslaved Black women to have many
children. Sexuality and fertility were neither designed for Black women’s
pleasure nor subject to their control. The system was designed to stamp
out agency and annex Black women’s bodies to a system for profit.2
Given the history as described by Collins above, questions like agency become
important when addressing the evolution of representations of black female
sexuality over time. Furthermore, what does the question of sexual autonomy in
the context of such a corrupt system and history mean for black female entertainers
who experience their sexuality within a system that inherently exploits their bodies
for profit?
An early example of the sexual history of black female entertainment occurred
during England’s colonial period. Images of black women as the Hottentot—a
derogatory term for Khoisans—or Black Venus became popular forms of
entertainment for the masses. One example of a black female entertainer from
the early nineteenth century is Sarah Baartman, a South African Khoi woman
who was exhibited in Paris and London as feral and caged. Because of her large
buttocks, spectators were encouraged to poke and prod her body, and critics like
Yvette Abrahams argue that after the exhibition of Sarah Baartman, sexual analyses
of black people increased, and “ideas about the essentially deviant sexual nature
of the Khoisan spread to include all Africans.”3 In American Anatomies: Theorizing
2
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Race and Gender, Robyn Wiegman suggests that the Hottentot also stood as an
object of examination in questions regarding the interspecies sexuality between
African and ape. He explains that in Edward Long’s History of Jamaica, Long
“affirmed the sexual primitivity of the Hottentot, linking such physical features as
the eyes, lips, and nipples to low intelligence, immorality, and laziness.”4 Wiegman
also suggests that Long’s unscientific comparisons succeeded in establishing the
“bestial” nature of black women, “the ideological means for defining the African
as the intermediary creature between man and beast.”5 To make matters worse,
Europeans took scientifically unfounded beliefs presented by Long about the
Hottentot’s speculated “interspecies sexuality” one step further. In an attempt
to cover up their own responsibility for interracial sexual exploitation of African
women, Long’s analysis allowed them to place the blame on black woman’s
“degenerate desires” for their perceived “wanton sexuality.”6
General perceptions of black women that spring from a history of animalization
and figures such as the Hottentot Venus or wanton Jezebel contribute to a hypersexualized representation of black women today, one which continues to play off
as exploitation and commodification rather than an empowering representation
of sexual agency, subjectivity, or autonomy. According to Collins,
Seemingly unaware of this history, or perhaps exploiting it, some African
American artists capitalize on a situation in which everyone knows on
some level what gives ideas about Black sexuality their meaning but no
one is ultimately responsible. It’s one thing if Jennifer Lopez and Beyoncé
Knowles from Destiny’s Child profit from their own images and present
themselves in performances as “bootylicious.” It’s entirely another if
adolescent girls tap into this message of female power and head off to their
eighth grade classrooms decked in the same “bootylicious” apparel. . . .
The theme here is not censorship of Black girls, but rather to question
whether they can “handle it” if they are woefully uninformed about the
legacy of Sarah Bartmann.7
Though all women, regardless of race, experience the threat of sexual objectification
on some level, expressions of sexuality are much more fraught for black women,
given, of course, the historical context behind the violent exploitation of their
bodies. When Collins offers a critique such as the one above, it is perhaps difficult
to see how any black female artist might achieve a more positive and autonomous
representation of their own individual sexuality. There is also a looming threat
that black young women might interpret overt expressions of sexuality in harmful
ways, regardless of the sexual autonomy of the black woman representing the erotic

4
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teenth-Century Britain,” in Nation, Empire, Colony: Historicizing Gender and Race, edited
by Ruth Roach Pierson and Nupur Chaudhuri (Bloomington, IN: Indiana Univeristy Press,
1998): 224.
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(Durham: Duke University Press, 1995): 57.
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Ibid.
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in her artwork. This is perhaps why feminists find representations of Beyoncé’s
sexual liberation and proclaimed feminism problematic. For example, critic
Sika Dagbovie-Mullins points out in “Pigtails, Ponytails, and Getting Tail: The
Infantilization and Hyper-Sexualization of African American Females in Popular
Culture” that representations of black womanhood in the media place young
women at risk of blame when it comes to sexuality, perpetuating the notion that
black young women are somehow more sexually responsible or sexually avaricious.
She writes:
Representations of black girlhood in the media and popular culture suggest
that black girls face a different set of rules when it comes to sex, innocence,
and blame. . . . The explanation for the sexual exploitation of black girls
is always, already at hand: that they are “whores” who want it, repeating
a familiar—from slavery times to the present—damaging narrative in the
American consciousness.8
Dagbovie-Mullins points out a valid concern among feminist scholars about
the downside of sex positive feminism, particularly when embraced by artists
and role models, such as Beyoncé, to young women. How might young black
women read sexuality as presented by black female artists? And does the capitalist
and patriarchal gaze really discriminate between sexual autonomy versus sexual
objectification in representations of the erotic? Questions like these are never
easily answered, but in the crux of arguments surrounding the objectification
and sexualization of women, one paradoxical question seems to stand out quite
clearly: Should black female entertainers like Beyoncé forego the expression of
sexual subjectivity altogether simply because of objectification and the existence of
this perilous history of black female sexuality? It could also be said that to forego
the expression of the erotic altogether because of the presence of a violent history
of the black female body and the continued presence of the male gaze is in many
ways equally oppressive to black women.
In this context, Beyoncé’s evolution as an artist serves as a compelling example
and even possible antidote to negative perceptions of black female sexuality and the
disempowerment of black women through negative sexual stereotypes. Although
Beyoncé herself has played off of negative representations of the black female body
and perhaps perpetuated a lack of sexual autonomy in her earlier albums, her recent
2013 album Beyoncé and her activism in the Black Lives Matter movement suggest
an evolution that arises from her own formation in embracing the empowering
aspects of erotic expression.
Beyoncé’s album may seem non-committal when it comes down to a more
general definition of feminism posited by Adichie—one that aims to promote the
universal social, political, and economic equality of the sexes—and her evolution
as an artist has exhibited a dependency on harmful representations of the fraught
sexual past and present situation of black women. However, it could be argued
8

Sika A. Dagbovie-Mullins, “Pigtails, Ponytails, and Getting Tail: The Infantilization and Hyper-Sexualization of African American Female in Popular Culture,” Journal of Popular Culture
46, no. 4 (2013): 764.

that the album has the potential to be used as a tool to redefine socially prescribed
representations of black femininity and female sexual autonomy. Beyoncé is
sometimes perceived as a problematic figure for black and white feminists alike
because her earlier work in many ways did exploit her sexuality in ways that were
more reflective of this lack of sexual autonomy.
Beyoncé’s earlier work with Destiny’s Child exhibits this exploitative attitude
toward sexuality. In their 2004 hit “Cater 2 U,” Beyoncé, Kelly Rowland, and
Michelle Williams are featured in a naked, submissive huddle at the onset of
the song’s music video, and the lyrics are no less problematic in terms of female
sexual autonomy and sexual subjectivity. The artists sing of catering to their men,
lyrics including refrains such as, “My life would be purposeless without you,” and
“What do you want to eat, boo? Let me feed you. Let me run your bathwater.”9
In this early expression of Beyoncé’s sexual experience, her autonomy seems to
be usurped by a cultural imperative to serve the needs of her man, whether by
giving him his dessert, his slippers, or “so much more.”10 The camera pans back
and forth between the exposed bodies of Beyoncé, Rowland, and Williams to three
fully clothed men sitting and watching with pleasure; it is clear their performance
of the erotic is catered to these men. One of the most troubling lyrics, however,
relates their recognition of what will happen if they cannot live up to the sexual
expectations of their men: “I know whatever I’m not fulfilling / Another woman is
willing / . . . When you come home late / Tap me on my shoulder, I’ll roll over.”11
It appears that there is a desire to express sexuality and to be desired erotically in
this video. Although this may not seem inherently wrong or shameful, the work
becomes problematic because it appears to lack sexual autonomy: Beyoncé and
her fellow singers are not expressing the erotic for their own delight but rather to
fulfill the expectations of the male gaze and the capitalist music industry.
And yet it is important to account for a concept regarding female sexuality
that Adichie addresses in “We Should All Be Feminists,” which suggests that one
of the issues women face in the battle of sexual equality is a lack of recognition
of the so-called “appropriateness” of their own sexual experiences. Adichie says:
We teach girls that they cannot be sexual beings in the way boys are. . . .
We teach girls shame. Close your legs. Cover yourself. We make them feel as
though by being born female, they are already guilty of something. And so
girls grow up to be women who cannot say they have desire. Who silence
themselves. Who cannot say what they truly think.12
The concept behind Adichie’s speech is to challenge ideas about gender that are
taught in order to further equality, and often what is taught is fear and policing
of the sexual self. Adichie says that women are admonished to police their own
bodies, and perhaps Beyoncé’s response seeks to challenge the monitoring of female
9
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sexual experience with erotic dance moves performed in her famous leg-bearing
leotards. Adichie also says girls grow up to be women who are objects of desire
but cannot have desire, and thus, must self silence in order to be accepted by
society. In a promotional video for the music videos produced in conjunction
with the 2013 album Beyoncé, Beyoncé admitted her reservations about being so
open about her sexual experiences in her album, saying that originally she would
have been “too afraid of what people thought,” yet with pride concludes, “I . . .
dropped that fourth wall, and I did it.”13 In this context, Beyoncé’s evolution as
an artist to the production of her 2013 album Beyoncé—a representation of the
erotic that glorifies her sexual autonomy and experiences as a woman—works in
its own right to teach women to accept their sexual desires through a sex positive
feminist message, a message of female empowerment that cannot go unnoticed.
It could easily be argued that an artist’s exploration of sexuality in a visual
album like Beyoncé’s is degrading or shameful, shame being a concept that Adichie
says society uses to teach that women are inherently guilty of something by virtue
of being female. Beyoncé’s display of sexuality is also complicated because she
bears more scrutiny than the average woman as an icon of popular culture. She
is thus inevitably more subject to the male gaze as a black female artist in the
music industry, undeniably putting her at risk of becoming a sexual object in the
eyes of the public. In “Representations of Black Female Sexuality in the Cultural
Marketplace,” black feminist theorist and social activist bell hooks addresses
problematic representations of black women in popular culture, suggesting that
such representations usually do little work to critique images of a black female
sexuality that made up the cultural framework of nineteenth-century racism—an
image that said black females were animalistic or promiscuous.14 Arguing that
the black female body has served as an icon for black sexuality in general, hooks
calls for new representations of black female sexuality that posit sexual autonomy
and personal recognition of erotic desire and beauty. Citing the example of a film
produced by the British black film collective entitled Passion of Remembrance,
hooks praises the film’s ability to produce a representation of black females
“exulting in their black female bodies.”15 She writes:
They shake to a song that repeats the refrain “let’s get loose” without
conjuring images of a rotgut colonized sexuality on display for the
racist/sexist imagination. Their pleasure, the film suggests, emerges in
a decolonized erotic context rooted in commitments to feminist and
anti-racist politics. When they look in the mirror . . . the gaze is one of
recognition. We see their pleasure and delight in themselves.”16
13
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Here hooks posits an image of black female subjectivity and sexual experience that
refuses to conjure what she says are images that have emerged from a colonized
subversion of black female sexuality. In relation to Beyoncé’s own representations
of sexuality in her music, music videos, and public performances, it could be
argued that such sexual representations are iterations of what a capitalist music
industry would use to objectify black female bodies, similar to the way a “rotgut
colonized sexuality” would sexually objectify black women, as hooks argues.
Yet how Beyoncé is redefining representations of her sexual experiences under
the spotlight and pressure of artist commodification in a capitalist music industry
is worth noting—especially in comparison with some of her contemporary female
artists. The fact that Beyoncé defines herself as a feminist alone suggests that her
erotic recognition might stem from feminist and anti-racist politics, as noted
by hooks. Though perhaps Beyoncé’s past albums have not always appeared as
committing to black female sexual autonomy, the very battle cry of the 2013 album
is in large part an exploration of the individuality of her sexual experience and
growth as an artist, indeed an autonomy that she defines in terms that are often
nonexistent in the work of contemporary black female artists such as Rihanna
or Nicki Minaj. Comparing Beyoncé’s 2013 hit “Rocket,” for example, to the
commoditized and arguably objectified sexuality displayed in Minaj’s 2014 hit
“Anaconda” is indicative of Beyoncé’s redefinition of identity. Though Minaj
and Beyoncé are undoubtedly both aware of their inherent subjection to the
male gaze as female artists, “Anaconda” seems to embrace female objectification,
whereas “Rocket” subverts it. A large portion of the lyrics in “Anaconda” express
awareness of the gaze quite clearly. The lyric “Oh my gosh, look at her b utt”—a
lyric sampling from Sir Mix-a-Lot’s highly objectifying song, “Baby Got Back”—is
repeated eighteen times, along with the famous line, “My anaconda don’t want
none unless you got buns, hun.”17 The music video features rapper Drake sitting
in a chair, looking at and touching Minaj’s body at whim, almost in boredom,
even as she goes to great lengths to get his attention. In a telling MTV article,
Minaj says that after the video shoot Drake told her, “Yo, do you understand like
I’m the man after this video come out?”18 therein cementing that a black female
artist’s performance and representation of her sexual experience is to play to the
machismo of the man, not her own sexual empowerment.
Beyoncé’s album hit “Rocket,” however, offers a different image of black female
sexuality altogether—one that is much more closely related to a self-defined
and actualized female sexuality as posited by hooks. Lyrically, “Rocket” depicts
a scene of sexual intercourse taking place between Beyoncé and her husband,
rapper Jay-Z. Yet it is not Beyoncé who is the sexual object in this scene. On
the contrary, Beyoncé is a sexual subject in control of her own self, demanding
to be looked at and touched. It is worth noting that the majority of the lyrics
17
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are written in the form of commands, like “Let me show you how I feel,” and
“You can touch me.”19 Beyoncé’s use of the command form rejects the male gaze
in that she is the one instructing her man what she wants. She is talking about
her body, yes, and her audience is given their own objective description of her
body, yet here she establishes the terms. Instead of being an object defined, she
is a subject and the definer.
The music video for “Rocket” also serves to redefine sexual autonomy in a
unique way: the song becomes a means for taking back the gaze. Though subjection
to the gaze is inevitable for Beyoncé as a black female entertainer, she does not
permit it to either delimit or denigrate her expression of sexual autonomy and
female desire. Although lyrics for “Rocket” might describe a scene in which
two sexual partners are present, the music video is near void of the presence of
anyone but Beyoncé. In the privacy of her own home, Beyoncé undresses herself,
skims her fingers erotically across her own skin, and glorifies her body on her
own terms. She turns lyrics that suggest reliance on her male sexual partner to
a video in which she, in her solitude, looks back at the camera with confidence
and resolve. She is ultimately alone in this experience, c reating a message that a
woman does not need to be defined sexually by the gaze of another. In this way
Beyoncé creates the image of a black female artist who does not let the dictates
of a capitalist music industry define her sexual image. Like the women in the
film bell hooks describes, when Beyoncé looks at or touches her body, her gaze
is also “one of recognition,” one in which she pleasures and delights in herself.20
Looking at Beyoncé’s sexual empowerment of women and subversion of
the male gaze through the framework of black feminist theory shows that her
reclamation of voice and autonomy are in fact committed to feminist ideals and
do not complicate them. In “Uses of the Erotic: The Erotic as Power,” black
feminist theorist Audre Lorde argues that the healthy recognition of the erotic
as an integral part of experience forces women to scrutinize the meaning of
existence in empowering ways. This contrasts well with statements made by
Beyoncé on the topic of sexuality. In her promotional video for the music videos
accompanying the album Beyoncé, she reflects this view of her female experience,
saying, “I don’t . . . have any shame about being sexual, and I’m not embarrassed
about it and I don’t feel like I have to protect that side of me because I do believe
that sexuality is a power that we all have.”21 Beyoncé’s refusal to feel shame about
being sexual in large part reflects what Adichie posits is necessary for women to
combat gender inequality. That Beyoncé would declare this unapologetically about
her videos also reveals that her relationship to the erotic is personally valuable
to her sense of identity. Her ownership of this essential part of her subjectivity
shows that her interpretation of the erotic comes from a place of self-actualization
19
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and empowerment rather than a need to conform to simply “selling sex” for the
music industry.
Lorde also argues that such sexual empowerment and erotic identity provides
black women with both meaning and purpose to commit to social change. She
writes that “recognizing the power of the erotic within our lives can give us the
energy to pursue genuine change within our world, rather than merely settling
for a shift of characters in the same weary drama. For not only do we touch our
most profoundly creative source, but we do that which is female and self-affirming
in the face of a racist, patriarchal, and anti-erotic society.”22 This self-affirmation
encompassed in the creative power of the erotic is critical to breaking down
barriers formed by socially inflicted stereotypes of gender and race. Whether
or not a woman is an artist or pop culture icon becomes irrelevant; instead, a
woman’s choice to be erotic for self-actualization and empowerment should not
bear censorship and relentless scrutiny but rather be valued for its ability to allow
women to transcend cultural barriers.
In her promotional video for the album, Beyoncé says she shares her own
experiences with the erotic in part to enable women to recognize the energy and
self-definition of sensuality within themselves, as well as the power that comes from
reclaiming one’s own body. For example, when sharing her personal experience
with working to feel comfortable in her body again after having her baby, she
says, “I know finding my sensuality, getting back into my body, being proud of
growing up was important. It was important to me that I expressed that in this
music because I know that there are so many women that feel the same thing
after they give birth.”23 Beyoncé recognizes the problems many women face in
discovering subjectivity, in feeling whole in relation to being in bodies that often
bear scrutiny from a societal demand for female perfection. In Black Feminist
Thought: Knowledge, Consciousness and the Politics of Empowerment, Patricia
Collins insists on the collective need for black women’s self-definition to reject
institutionalized oppression and racism: “When Black women define ourselves, we
clearly reject the assumption that those in positions granting them the authority
to interpret our reality are entitled to do so. . . . The act of insisting on Black
female self-definition validates Black women’s power as human subjects.”24 This
is perhaps why the act of self-definition through e mbracing the personal nature
of the erotic for the experience of subjectivity is crucial, and Beyoncé’s brand
of sex positive feminism offers a perfect example of this action. Beyoncé shows
that when she defines her sexual experience (e.g., in her subversion of the male
gaze in the music video “Rocket”), she is demonstrating her own rejection of
institutionalized racism and societal prescription of black femininity. In owning
her body in an industry that some could argue owns her, she is validating a greater
need and recognition of black woman’s power gained through self-definition to
22
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become human subjects.
The most striking moment in Beyoncé’s evolution as an artist aware of her
sexual autonomy and empowered identity is reflected in her controversial Half
Time performance at the 2016 Super Bowl. So much larger than the bold, bright
letters spelling out “Feminist” in her 2014 performance at the VMAs, “Formation”
became her new battle cry. It was in her performance of “Formation” and the
release of the music video the night before that Beyoncé used her empowered,
influential presence as an artist to commit to social change. There is no overt
expression of the erotic in this music video, but it could be argued that her
commitment to celebrate black identity and speak out against police brutality
for the Black Lives Matter movement in “Formation” ultimately evolves from
what Lorde and Collins argue the power of the erotic enables: the creation of a
necessary, female self-affirmation in “the face of a racist, patriarchal . . . society.”25
In conclusion, though Beyoncé’s position as a female artist in a capitalist music
industry does threaten to distort the interpretation of her use of the erotic in her
artwork, her self-actualized sense of female subjectivity in relation to her sexual
experience ultimately works to enable her to redefine rather than to be defined.
Beyoncé shows through sex positivity that there is female empowerment that comes
through embracing the sexual self, and, perhaps, her unapologetic willingness to
share her personal experiences with this erotic self in the album Beyoncé gives her
the power to create and celebrate this identity, even under the watchful eye of
a capitalist music industry. She blends political advocacy and art to further her
cause and to reject the violent and objectified representations of black womanhood
that arise from a fraught history of v iolence toward the black female body. Just as
Adichie posits that we should all be feminists, Beyoncé’s own brand of feminism
shows how vital it is to understand that empowerment is a personal matter, and
it is ultimately in this recognition of unfettered autonomy and difference within
feminist perspectives and experiences that women and men will come together to
break the bonds of institutionalized sexism.

25
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DRAGONFLIES

waste their salt-sized brains on sight.
I eye them, defending their spot of lake,
a keep of moss
		

and a forgotten kite.

Plastic wings shimmer
as two begin to fly as one. Vulgar, familar—
I wince for her, and have to go.

She does not want:
Wartime rape in goya’s
desastres de la guerra
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She does not want. This is the message gleaned from the titles of three
prints depicting rape in Goya’s Los Desastres de la Guerra (Disasters
of War): No quieren, Tampoco, Ni por ésas—They don’t want it, Nor
do these, Nor those (Fig. 1–3). Deviating from contemporaneous
representations of sexual violence, the difficult subject of plates 9–11
from the Disasters of War (1808–1815) is often glossed over in favor
of analyses which highlight Goya’s innovations in print media. Rather,
we must confront images of sexual violence as they are, assessing not
only our discomfort but also the critical implications of how rape is
visually represented. Remarkable in both subject and execution, the
series offers a blistering condemnation of the French occupation of
Spain during the Peninsular War, and attention must be paid to the
complexities of Goya’s insightful although problematic commentary
on wartime sexual violence.
Transformed into abetting witnesses of the gruesome scenes,
both viewer and artist are implicated as detached, though unwitting,
participants in the sexual violence enacted against these women-- the
artist in his creation and the viewer in his reception of the images.
While art historians and critics have addressed the aesthetic and
critical success of the prints’ acerbic criticism of warfare, there has
been little focus on the plates which depict violence against women.
Although They don’t want it, Nor do these, Nor those promotes
a sympathetic criticism of wartime rape, Goya remains unable to
prioritize the trauma experienced by female victims over his political
indictment of French aggressors. I will demonstrate this by comparing
the prints to Goya’s Bandit Series and other portrayals of rape by
nineteenth-century artists, considering critical reception at the release
of the Disasters of War, nineteenth-century perceptions of rape, and
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traditional representations of sexual violence in the history of art.1
Diverging from typical propagandistic representations of warfare in the
Disasters of War, Goya must have been familiar with Jacques Callot’s The
Large Miseries of War (1633), resembling the series in title and subject matter,
though differing in execution. Prior to Callot’s engravings, the bleak realities
of contemporary warfare had not yet been represented, artists instead chose to
represent heroism, conquest, and allegory. Focusing on two of the five prints where
Callot chose to represent the effects of war on civilian population, A Convent:
Looting, Arson, and Rape (Fig. 4), and Pillaging a Country House (Fig. 5),
reveals a detailed narrative representation of the looting that occurred regularly
throughout the Thirty Years War. It is clear that for women, pillage inevitably led
to rape. Both the images of the convent and the country house are wide-angled
scenes filled with painstaking details that work together to form a narrative image
which appears almost journalistic in intent. Compared to Callot’s Miseries of War,
Goya’s Disasters of War varies greatly in style and scope, taking on the qualities
of a sketch, removed from any recognizable setting while focusing on rape rather
than general looting as the subject. Characterized by exaggerated tonal contrasts,
forceful diagonals, and violent emotion, rape is the indisputable subject of They
don’t want it, Nor do these, Nor those, and it is impossible for the viewer to ignore.
Until Goya’s Disasters of War, nowhere before had sexual violence been
represented so graphically; candid in its brutality. This is a striking juxtaposition
to Goya’s French contemporaries’ idealized portraits of Napoleon’s glorious
exploits. One of Napoleon’s favorite propaganda painters, Antoine-Jean Gros’,
Capitulation of Madrid, 4 December 1808 (1810) fabricates a likely fictional
encounter between Napoleon and the Spanish wherein Napoleon receives the
deference befitting a holy figure, molding the paint to embellish events through
the medium’s verisimilitude and the composition’s neoclassical and romantic style
(Fig. 6). Goya’s prints offer honesty and urgency through stark colors and harried
brushstrokes which imply the immediacy of a quickly executed sketch. The rape
scenes shown in plates 9–11 of the Disasters of War, though masquerading as an
artistic account mirroring journalistic truth is actually carefully composed and
precisely etched, the medium deceptive in its implied veracity.
Although They don’t want it, Nor do these, Nor those may appear to be
straightforward representations of real events, they remain fabricated scenes, likely
created from written and oral accounts of the Peninsular War. Indeed, Goya in
his sixties, deaf and afflicted by illness, did not venture to the battlefront to view
and relay the horrors happening there, nor could he have survived many of the
scenes which he illustrates in his prints. Carefully staged, the prints detail subjects
composed by Goya, though some of his scenes detailing corpses, amputees, and
the ravages of war may be based on truths either seen or heard during the war.
An account of the French occupation describes,
Whenever the French come here. . . they commit the greatest atrocities that
1
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Your Excellency can imagine. . . If I was to mention all the atrocities which
they commit in the course of their comings and goings, Your Excellency would
be astonished, for there is not a statue which they do not burn, nor a woman
whom they do not molest. Indeed, at times they kill the woman, as they do
any man who does not give them what they demand.
This account reflects the reality of French rule, mired in barbaric conduct involving
massacres, executions, pillages, and rapes.
While the above report coincides with the scenes of sexual violence depicted
in They don’t want it, Nor do these, Nor those, we must be wary of ascribing a
fixed narrative to the Peninsular War. For every account detailing French cruelty,
there is also an account describing torture and rape committed by Spanish soldiers
and guerilla fighters. One account states, “As soon as the fighting began to wax
faint, the horrors of plunder and rapine succeeded. Fortunately, there were few
females in the place, but of the fate of the few which were there I cannot even
now think without a shudder.” Looking at the images of wartime sexual violence
produced by Goya, we must remain cognizant that though only French soldiers
are shown as rapists, men on both sides of the conflict were responsible for the
endemic sexual violence that befell Spanish women during the Peninsular War.
While today scholars consider the Disasters of War a blatant critique of
the Peninsular War through its nondiscriminatory portrayal of violent horrors
committed by both French and Spanish soldiers, at the time of its release in
1863, critics perceived the series quite differently. The release of the Disasters of
War by the Royal Academy of Noble Arts of San Fernando aroused widespread
interest among both the public and art critics alike, resulting in a series of articles
published in widely circulated magazines that both lauded and admonished Goya
for his depiction of the war, now fifty years in the past. Criticized for his status
as an ilustrado, Goya favored the liberal and secular ideologies of France over
the pervasive conservatism that characterized Spanish bureaucracy and clergy.
Like many of his contemporaries, Goya coexisted with and accepted the French
invaders, even painting for Joseph Bonaparte, a deed which was not forgotten by
those who resisted the Bonaparte occupation.
In an article published in El Arte de España, painter and critic, Enrique Mélida
published a series of articles on the Disasters of War, presenting an analysis of each
print where he both esteems and rebukes Goya. Addressing unease surrounding
Goya’s political loyalties in the face of Spanish suffering during the Napoleonic
occupation, Mélida claims the series to be the purest ruminations of Goya’s
soul, while also pointing out that through his caricatures of the Spanish people
he unjustly doubts their heroism. Mélida’s contradictory assessment of Goya’s
sentiments reflects an inability to overcome his biased belief in a universal narrative
of Spanish struggle against French aggression, not understanding the nuance of
Goya’s actual experiences during the Bonaparte regime. Although Mélida was right
to recognize that Goya did not recognize the nobility of the Spanish people, he
failed to grasp Goya’s intentions. The Disasters of War is a clear condemnation
of war; Goya indicts not only the French but all participants of the Peninsular

War who committed violent atrocities, revealing war for the true horror that it is.
Stark in both execution and subject, They don’t want it, Nor do these, Nor
those graphically represent the rape of women by French soldiers, offering a callous
view of the supposed inevitable consequences which war and looting wages on
women. In They don’t want it, a woman braces herself against the attack of a
French soldier, struggling against his arms as more soldiers attempt to encircle
her, turning her face away as she scratches at her attacker. She is unaware of the
elderly woman behind her who has come to her aid, knife raised, ready to sink
it into the soldier’s back. Their resistance is highlighted by the lighter tones of
the struggling woman and the forceful lines which direct the viewer’s gaze to the
armed elderly woman.
Comparatively, Nor do these is populated by a messy entanglement of figures;
three soldiers and their victims are set against a dark background composed of
short strokes, adding to the incomprehensibility of the scene. A male corpse and
the soldier’s sabers, discarded and foreboding, lie at the extreme left and right of
the composition. The phallic sabers used to kill the man have been cast aside in
favor of a different but symbolically related weapon, the soldiers’ penises. The
narrative of sexual violence is visually reinforced by the resemblance of the X’s
formed by the soldiers’ uniforms to the pile of discarded sabers. In the mass of
nearly indistinguishable figures, the soldier and the woman to the bottom right of
the composition are clearest. As the woman to the bottom right cries out, twisting
against her attacker, her posture resembles that of the dead man, suggesting her
likely fate and that of the other women. A review of the same plate by Enrique
Mélida describes,
[it] has the same subject as the previous [one], but interpreted very fortunately/
pleasingly. It is a scene of barbarous lust that runs over everything, and the
invading army gave so many and such sad examples of the knowledge and
consent of their leaders. This composition breathes life itself, what frankness
and spontaneity he recorded.
Yet, how can this image be more “pleasing” than the previous? Likely conveying
his pleasure with the image’s composition and its execution, Mélida’s description
of the scene as “muy felizemente” meaning very pleasingly or happily, when
compared to the previous image where there is at least a hope of survival, reflects
dire views of rape in the nineteenth century.
Although Mélida’s criticism appears crude today, contemporary critics of the
Disasters of War have made similar comments,
Goya’s rendering of even the most vile and chaotic events can nonetheless yield
beauty, structure, and insight. In What a Great Deed! With Corpses! another
print from the Disasters of War, dead bodies and body parts—artfully adorn
a tree, in a display of death more grisly than any crucifixion. Who deserves
credit for artistry: a French soldier, a Spanish guerilla, or Goya himself?
Indeed, who deserves the blame for the sexual violence committed against
the women? Is it the soldiers who systematically raped women during the
Napoleonic occupation, the fictional soldiers in the prints who commit the acts

of violence, or the artist who formulates the scene in his mind? Although past and
contemporary art historians and critics consider the aesthetic and political value
of the composition and subject of the series overall, should scenes that portray
violence against women, such as in the Disasters of War, be considered beautiful?
Evaluating the aesthetic qualities of an artwork, without addressing the critical
subject in cases where sexual violence is depicted is indicative of a larger issue,
discomfort with and an unwillingness to confront these scenes for what they are
and what they imply.
In Nor those, Goya returns to the stark clarity of They don’t want it. Stretching
across the breadth of the composition, a soldier violently yanks at a woman whose
child, wrenched from her grasp, has been cast aside. Highlighted by the difference
in tone, rendered in white while the other figures are modeled in black, the active
violence in the scene leaves no doubt as to what is about to come to pass. The
expressions of the women in this scene convey inescapable terror, and though
they battle their attackers, the viewer recognizes the hopeless outcome. Once
again, Goya visually reinforces their impending rape through his representations
of the sword as phallic, forcefully angled and clearly delineating sexual violence.
Mélida’s description, “The debauchery continues. Now the women do not defend
themselves, [but] beg. Nevertheless, lasciviousness does not hear their pleas to
the enemies, nor were they moved to compassion by the crying of the children
of those who they violate,” typifies contemporaneous belief that rape was a crime
resulting from men’s insatiable lust.
The context of Goya’s work deserves further attention if we are to appreciate
what he achieved, as well as what he did not manage to master. In the nineteenth
century, the definition of rape was largely left up to interpretation and often hinged
on the question of how much resistance was necessary on the part of the woman.
Law codes varied in their characterization of rape, typically recognizing it as the
forced carnal knowledge of a woman against her will. The basis for nineteenthcentury Spanish family law, Las Siete Partidas states, “Where a man has sexual
intercourse with a married woman by force, taking her by surprise so that she
cannot protect herself from him, if the act is performed in this manner, she does
not commit adultery, and cannot be accused of it.” A number of manuals widely
circulated at the time, such as Nicolas de Venette’s Tableau de l’amour conjugal
(Conjugal Love), commonly acknowledged that should a woman become pregnant
from forced sexual intercourse, it could not be rape for it was believed that it was
impossible for a woman to get pregnant without experiencing an orgasm. Thus, if
a woman had “enjoyed” sex with her attacker, no force must have been involved.
In Madrid of the 1870s, shortly after the Disasters of War was released, the
burden on proper interactions between men and women was reflected by the
exchange or non-exchange of glances between the sexes in the streetscape. Women
were expected to behave silently, indifferent to the gaze of men, which was only
improper if she reciprocated or if the woman was of a “respectable” class and
disposition. Symptomatic of widespread beliefs surrounding women’s purity as
necessary for accusations of sexual assault to be considered legitimate, Goya ensures

the images of rape in the Disasters of War meet the burden of proof and the quota
of resistance required of women for rape to be considered non-consensual. There
is no doubt that the fault for the sexual violence manifested in They don’t want
it, Nor do these, Nor those lays exclusively on the soldiers committing the act.
The Disasters of War underscores the behavior of the soldiers who raped helpless
civilians as barbaric, an abrupt departure from widely accepted Enlightenment
ideals that reviled pillage, and thus rape, as an uncivilized affront to private
property, civilization, and progress. It is an unfortunate irony that Goya was one
of the many ilustrados who initially accepted the French, believing progress under
Napoleon was imminent. However, faith in Napoleon was grossly misplaced.
Instead of discouraging rape as a barbaric practice, he encouraged systematic
sexual violence as an expression of coercive power over the Spanish and others
they sought to intimidate, which demoralized any opposition. Unfortunately, any
backlash against the acts of sexual violence committed by the French was a result
of general belief that rape was more a violation of male property rights driven by
unmanageable sexual impulses than a violent crime against a woman. The accepted
inescapability of rape during wartime is underscored by the original title of Goya’s
prints which alludes to the prints as manifestations of the fatal consequences of
war, implying that rape is a natural, though regrettable, result of war.
At this time, rape was understood from an exclusively male frame of reference
and Goya’s depictions of rape were likely intended to underscore not only violence
against women but the offenses committed against Spanish men through the
sexual violation of their women. As an overt manifestation of savagery, popular
evolutionary theory posited rape as barbarous and the man who raped as
degenerate, aiding the narratives propagated by the Spanish that incriminated
the French. In this regard, perhaps Goya was more patriotic than Mélida gave
him credit. There is no doubt that the fault for the sexual violence manifested
in They don’t want it, Nor do these, and Nor those rests exclusively with the
soldiers committing the act. Goya’s political motivations are apparent, for these
prints advance a narrative of French aggression, indicting Napoleonic soldiers
for their crimes while ignoring comparable rape crimes executed by the Spanish
and their allies.
While it is evident that wartime sexual violence has been experienced by
both men and women in written records, it is always women who are shown as
the victims of these crimes in the artistic tradition. Janis Tomlinson asserts in
the exhibit, Goya—Disorder and War that war fails to discriminate against men
and women “as women gain equality—as victims of atrocity.” Goya’s images of
rape clearly demonstrate that women do not gain equality in war. Instead their
inequality is even more perverse, for in war it is not commonly men who are
raped, but women. Differentiated from familiar depictions of rape in the history
of art, They don’t want it, Nor do these, Nor those eschewed portrayals of rape
as heroic and romantic, favoring comparatively explicit manifestations of the
victim’s unwillingness in the face of sexual violence.
Many of the images of rape lauded in the Western artistic canon are

visualizations of Greek myths and Roman history celebrating the myth of the
heroic rapist who conquers the rapable woman, reinforcing male virility through
action and violence. Advancing the notion of heroic rape, Jacques Louis David’s
Intervention of the Sabine Women (1799) sanitizes the kidnapping and rape of
the Sabine women that led to the establishment of Rome (Fig. 8). Ignoring the
implications of rape, David chooses not to represent the moments preceding the
rape but to present the effects years after--the women have borne their rapist’s
children, throwing themselves in between their noble “husbands”, fathers, and
brothers in an act of dramatic pathos. Compassion for the victims of rape is
nonexistent and the violence of their rape has become a non-issue. Women’s
sexual violation has become a plot device secondary to the artist’s aesthetic drama
which is motivated by a broader political agenda, created by and for men without
consideration of the female viewer and subject.
Goya’s representations of rape are antithetical to heroic depictions of rape
wherein sexual violence is often beside the point. He departs from his Romanticist
contemporaries’ blatant disregard for the realities of sexual violence, manifested
in their eroticized portrayals of rape victims. Johann Heinrich Fuseli’s Incubus
Leaving Two Girls (1794) (Fig. 8) is emblematic of the emphasis on sublime
terror that occurred in the wake of disillusionment with the enlightenment at
the start of the nineteenth century, a reaction to the suffering experienced by
widespread warfare.
Turning away from the immaculate neoclassical works of David, Fuseli’s
painting demonstrates a fascination with the perverse and the disturbing scene is
marked by expressions of anguish in the wake of an Incubus’s lecherous assault--we
are shown the aftermath. The women’s despair is palpable, echoed in the bowed
head of the woman to the left and the torment apparent in her companion’s
expression. Her misery clearly intimates sexual violence, yet the artist displays
her body for the male viewer’s voyeuristic consumption presenting her porcelain
skin, rounded breasts, and supple torso hardly covered by her gossamer garment.
These two women, or girls, as termed by Fuseli, are typical of the transformation of
rape victim to erotic object by Romantic artists who aestheticized sexual violence.
Their plight invokes the viewer’s sympathy, yet their objectification renders them
complicit sexual objects whose fate is inevitable.
While some have claimed Bandits’ Attack II: Bandits Stripping and Raping
Two Women (Fig. 9) and Bandits’ Attack III: Bandits Murdering a Woman (Fig.
10) are indictments of the Bourbons, a denunciation of the kidnapping, rape, and
murder of women that was ignored by the Spanish government, others characterize
the series as an exploration of rape as a variation of the sublime. This is similar
to Fuseli’s Incubus Leaving Two Girls, which emphasizes terror through the
subject’s coerced nudity. Where David and Fuseli’s portrayals of sexual violence
typify artistic and cultural rape discourse of the early nineteenth century, Goya’s
rendering of rape in the Bandits’ Attack series elucidates horror from the viewer,
countering the narrative of heroic rape by replacing the virile hero with the
degenerate criminal. Unfortunately, he remained unable to transcend the inherent

flaws of sublime representations of sexual violence, a freedom necessary in order to
accomplish a truly sympathetic portrait of female experience. In Bandits’ Attack
II and III, the victims’ degradation is literally illuminated, not only by the light
pouring into the darkened caves where lawlessness reigns, but by the translucent
brushwork, the luster of their painfully naked bodies demanding the attention
of the viewer. Their breasts are erotically modeled, their nipples erect and their
skin seemingly unblemished, the focus on their bodies emphasizes their aesthetic
vulnerability. Faceless except for a scream, the bodies of the victims are reduced
to their erotic elements, emphasizing rape as a lustful crime incited by the sensual
female body. Although Goya certainly disrupts any romantic or heroic notion of
rape, the Bandits Series remains sensational and a compassionate understanding
is only accomplished when women’s bodies are no longer framed as rapable sexual
objects, a feat Goya comes closer to realizing in the Disasters of War, which was
produced after the Bandits and reflects the violence Goya witnessed during the
Peninsular War.
They don’t want it, Nor do these, Nor those reinforces the barbarity of the
French soldiers and men who rape, successfully elucidating sympathy for the
female victim by avoiding the eroticization of their bodies, firmly asserting male
culpability. In comparison to Eugene Delacroix’s, Scenes from the Massacres
at Chios (1824) (Fig. 11), which is compositionally and stylistically designed
to arouse the viewer’s outrage and sympathy on behalf of the Greeks, Goya’s
depictions of rape in the Disasters of War are for more explicit yet remain less
sensational. Also situated in contemporary events, Scenes from the Massacres at
Chios is imbued with Delacroix’s Orientalist style which feminizes and eroticizes
both male and female nudity in the composition to imply the rape of Greek
culture, sensationalizing the implied rape and violence and shocking the viewer
through vulgarity, a technique that Goya sought to avoid. Additionally, Delacroix’s
figuration of rape, a woman violently carried off by a Turk on his horse, remains
subordinate to a larger narrative of war similar to Callot’s A Convent: Looting,
Arson, and Rape.
By making sexual violence the sole subject of several of the prints from the
Disasters of War, Goya assumes that these rape scenes are in and of themselves
deserving of our consideration. Firmly asserting male culpability due to the
strict thematic framework in which they were created, the prints avoid the
aestheticizing of female bodies as rapable where Bandits’ Attack II and III does
not. By representing rape as a violent event motivated by power, not lust, Goya
disrupts fixed narratives of rape as a natural consequence of women’s bodies in
They don’t want it, Nor do these, Nor those, pushing the boundaries of artistic
representations of rape.
Nevertheless, Goya’s portrayals of sexual violence, like those of his male
contemporaries, remain firmly androcentric--for they depict rape from an
external view that emphasizes the dramatic physical action, reinforcing gendered
associations of sex and violence. His depictions associate action with men,
undermining the resistance and agency of the women depicted by portraying

their rape as inevitable. Despite the accomplishment of Goya’s intended political
agenda through the active violation of chaste female bodies, these women retain
the potential for strength, particularly in They don’t want it, though they remain
helpless in Nor do these, and Nor those. Widening the range of typical rape
imagery to include the possibility of increased complex representations of women,
later artistic representations of the subject are indebted to the Disasters of War.
However, the adverse construction of woman as victim is essential to the series and
these images display the rape of women to an end in which the lives and suffering
of rape victims, fictional or real, are periphery to what acts of sexual violence say
about the men who wage war. Although Goya refuses to exploit women’s bodies
in the Disasters of War, he had not yet achieved the more mature and independent
feat of representing the complexity of experience of the noncombatant female in
war—as both agent and victim. Rather, he yields to the culture’s fixation on the
inhumanity of the male aggressor, leaving the potential for more sophisticated
renderings to languish until later works—such as Kathe Kollwitz’s psychological
representations of the subject—took up that potential in the following century
and gave them form.
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Kevin.
I never felt safe with him. He always wore button-up shirts, but they were
wrinkly. His hair was gelled, but it was too crunchy. His eyes always watching, paying attention, but it didn’t make me feel like I was being listened to.
It made me feel like I was being watched.
He was just supposed to drive me home, drop me off. I could have walked
if he had let me. He opens my car door the way a good southern boy
should, but he is no gentleman. He asks, “my place or yours?” I’m confused.
It’s late, I only wanted a ride home. I think of a polite way I can say “my
place, just me” without offending him. Before I have time to answer, he
reaches into his cupholder and hands me a quarter that’s too shiny. “Tails
is left and heads is right. Let’s see where we end up.” I have never heard
of this game, but this quarter is my steering wheel. I begin flipping it and
giving him directions before he can see what side it lands on, hoping to get
myself home and make it seem like a crazy coincidence.
He misses a turn. We were supposed to go left. I said left. But he keeps
driving. I’ve never seen this part of town before. I tell him that. “It’s kind of
creepy out here,” I stutter as we go over railroad tracks. We’re on a dirt road
now, only railroad tracks and trees in view. I’m shaking now, trying to act
nonchalant as I continue with the comments, “It’s a little scary over here,
we haven’t seen any other cars or anything for a while.” He does not look
at me. When he does, he doesn’t say anything. Just looks. Finally, the highway comes into view.
“Oh, good! Here’s the highway!” I say as we approach a turn. If we turn
left, we can get on the highway. Ahead of us is a little turnoff, vacant of the
usual semi-trucks and parked cars with prices painted on the windows. Ignoring my audible relief in finding a way onto the highway, he goes straight
and, without a word, parks in the turnoff. I’ve seen this scene in movies. My
heart racing, now it is pounding. I try to “be chill.”
“What are you doing?” I ask.
“You can see the stars really good out here,” he answers. I’ve heard that in
movies, too.

I press my head against the window that he won’t roll down. I let a little
attitude and suspiciousness slip out when I report that I can’t see any stars.
I turn to let him see my look, that I’m not oblivious and aloof, as I say this.
He tries to kiss me before I turn all the way around. My reflex is to flinch,
lean back towards the window, and turn away. I am horrified, but my anger
gives me confidence. I want him to see the disgust in my face, so I give
him a second to back away and turn my head back around, starting to ask
a second time, “What are you doing?” He cuts me off again, and I am too
slow. He gets me on the lips this time. I freeze, petrified. I’m shaking and
it’s not from excited or even nervous butterflies. It is in paralyzing fear. He
obviously has no problem touching me without asking and doing things to
me against my will. What else would he do without my consent?
Those movie scenes come back into my head. I look at the door, I want to
jump out and run, but I’m stuck. My seatbelt is still on. He is stronger than
me, faster than me; it would be a feeble and useless attempt. I sit rigidly,
too upright, staring straight ahead. I try to control my quivering upper lip
and flaring nostrils that are doing all they can to hold back my tears. The
harder I try, the harder it is to breathe, and the harder I shake. I feel his eyes
on me, always on me.
“Do you want me to take you home?”
That is all I ever wanted, I think, but can’t get any words out. I give a little
nod, it’s all I can manage. He starts the car, and I try to loosen up. He starts
talking to me about animal shows he watches on National Geographic.
You’re the animal, I think, but keep up my rigid nodding. I’m still mute.
When we get to my apartment, I try to get out as fast as I can, hoping he
will just drive off. But he gets out and follows me to my door. I mumble
something like, “Thanks for taking me home.” He wraps his arms around
me. I stand there, frozen again. He releases my still body awkwardly. I open
the door and lock it behind me. Shaking still, I find myself on the floor in
the other room, my roommates asking if I got kissed. I know I’m lucky. I’m
shaking because I am seeing myself in those movie scenes now. I was in
the right setting for any of those scenes to play out. How did they play out
in his head? How did the one that actually happened play out in his head?
A week later he would send me a text, asking why I haven’t answered his
calls or texts when things started out so well with us?
*

Fernando.
This wasn’t a blind date, we used to be friends. I had rejected him before
because things didn’t feel right. For him, that wasn’t a real reason. For me, it
was the only one I needed.
I agree to meet up with him because it has been over a year. A dinner on a
busy street sounds perfect. We get out of the car and start walking towards
a restaurant. I slip my phone into my pocket and once empty, my hand is
grabbed by his. It’s a tight grip, my fingers forced between his. If I wiggle
my fingers, would he release them? Would he squeeze tighter? Would he
get upset? I act like nothing has happened and walk a little faster across the
street. We eat, I laugh nervously through small talk and avoid his attempts
at intimate eye contact. On the walk back to his car, I make a comment
about how cold it is and bury my hands securely into my coat pockets. We
both have early mornings, so I figure he is bringing me home now. “What
can you show me around here?” I sigh and think of a place close to my
apartment, where there are always plenty of people taking in the view of
the city. We catch up, swap awful date stories. I rest my elbow on the middle console. He takes that as me extending my hand to him and asking him
to grab it again. He is wrong.
Too many hours later and upon request, he drives me home and asks if he
can get out to give me a hug. We are friends, so I say yes. When I try to release the embrace with my head down, his grip tightens around my waist,
against my back. All I am able to pull away is my head, and when I do this,
he kisses me repeatedly. My lips remain limp.
“I know I didn’t ask,” he shrugs, “But, I could tell you wanted it.”
He is wrong, again.
*

Anders.
We both agree it’s too late, he had better just stay here. He can stay in my
bed, it would be nothing more than an extended version of one of our
couch naps. It’s November in North Dakota, though, and I couldn’t feel my
toes, so we share my two biggest blankets: an old comforter and a T-shirt
quilt one of my teachers made for me as a graduation present. It’s uncomfortable sharing my twin size bed with my boyfriend who is almost six-anda-half feet tall, but I like him so I don’t mind being close. I manage to fall
asleep but am woken up in the middle of the night as his hand wanders
somewhere I don’t want to remember anyone else’s hand ever reaching
on my body. I wake up real quick as his finger begins poking around in the
dark. There is no where for me to scoot away to, I’m the one against the
wall. I say his name and he promptly retracts his hand and rolls over with
his back to me. Did he do this because he realized I was awake? I am confused, but he is the one who starts crying. He apologizes and tries to give
me space. My childhood bed is still too crowded. I am still confused.
rich earth in her hair, monsoon breath, kidney bean and ube on her lips?

LINE DRAWING OF A
SOLITARY FEMALE

Dear Reader,
I am pleased to present to you Volume
4 of AWE: A Woman’s Experience.
It has been wonderful to work with
such amazing authors, editors, artists, and designers. This volume of
AWE was a group effort that brought
a lot more scholarship and writing to the field of women’s studies.
I find it a touch ironic to be writing the
editor’s note. Here I am, a cisgender
male, and I am the editor-in-chief of an
undergraduate journal that is named
“a woman’s experience.” I’ve never
experienced anything close to a woman’s
experience, but I’m the person who
ensured that this volume came together.
The irony is not lost on me.
This irony was brought specifically to
my attention in a conversation with a
friend. During the early days of being
editor-in-chief, I was speaking to a
friend who is also a feminist. He couldn’t
understand why a man was running the
undergraduate women’s studies journal.
He felt like I, as a feminist, should have
given this opportunity up to a woman. He
felt that feminism required my giving up
my position. He was very adamant about
that, and, luckily, we let the conversation
drop or else things would’ve gotten more
heated.
Happy reading,
Adam McLain
Editor-in-Chief
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UNFULFILLED PROMISES TO WOMEN
IN REVOLUTIONARY CHINA
Heidi Herrera is a senior graduating in Art History and Curatorial Studies
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representations of the female body and women artists in modern art as well as
Latine American art. She will attend graduate school at UC Davis this coming fall.

“Train quickly to become the vanguard of the people, To wipe
away the old ways….Accomplish the Socialist Revolution, you
great women!’”
(Croll 1978, 132)
Introduction to Chinese Feminism in Revolutionary China
When the Qing dynasty fell in 1912, Chinese Nationalist and
Communist forces fought to gain power. Both groups recruited
heavily among women and peasants-- indeed, anyone who could
stand to gain from a disruption of traditional power distribution.
By 1915, women’s emancipation became a central issue in Chinese
politics, and it remained primary until 1924 (an era known as the
May Fourth Movement) (Lan and Fong 1999, ix). Women were
promised education, love in marriage, value in family life, an identity
in society, and emancipation. Mao Zedong, lifelong leader of the
Chinese Communist Party, summarized the essence of this movement
with the statement “women hold up half the sky!” It was a time of
upheaval for all of China, but particularly women.
The early and mid 1900s saw unprecedented dialogue regarding
the “women question” in the form of speeches, publications, programs,
and laws which championed equality for women. However, despite
these promises, women never became “comrades of equal rank” within
the party hierarchy during Mao’s lifetime, and were often criticized for
“placing feminist goals above Communist wartime priorities” (Wolf
1985, 16; Coser 1986, 992). I believe there is evidence that women’s
emancipation was used as a tool to aggregate power by revolutionary
leaders of the early and mid 1900s. For example, the tragic lives
of female martyrs like Zhao Wuzhen and Li Chao were repeatedly
used to motivate women to support socialism without necessarily

From 1900 - 1976,
the “women question”
was a central point
of debate in Chinese
revolutionary politics.
It was raised by the
May Fourth movement
and openly discussed
by government officials
and revolutionaries on
both the Nationalist
and Communist
sides. Such rhetoric
galvanized and
motivated women
to be politically
involved. However,
when Communist
forces came to power,
women’s issues were
postponed in favor of
other socialist issues of
the time. This paper
explains how feminism
was used as a tool to
mobilize women in the
early 1900s, but was
sometimes abandoned
to focus on other
socialist priorities.
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delivering on feminist promises. Given the important role that women played in
the revolution, specifically in the Long March, factory production, and political
mobilization, the question remains whether political leadership of the time truly
valued women’s emancipation or intended to deliver upon their promises.
This paper explores whether feminism was used as a tool to mobilize women to
participate in the Chinese Civil War and Cultural Revolution without delivering
on the promises it made to women. In this paper, feminism is defined as advocacy
for economic, political, and social equality between the sexes. Using original texts,
contemporary news articles, and propaganda, I will evaluate what promises were
made to women, how these motivated women to participate in the Civil War,
and how well these promises were kept.
As a socialist government, China has historically claimed to prioritize the
emancipation of women. However, China’s government is also known to be
oppressive and limiting of all its citizens. By chronicling the history of feminism
in China, I hope to shed light on some of the ways that China has failed and
succeeded in the emancipation of women, and the ways it continues to abuse
power over women.
In summary, this paper asks: what is the relationship between revolutionary
Chinese feminism and abuse of power? More specifically, how did commitment
to women’s rights influence female support of revolutionary movements and
actual gender equality in Chinese politics? My expectation is that I will find that
the Communist and Nationalist leadership’s stated commitment to women’s
rights increased female support of the these parties in the early and mid 1900s,
but that these commitments were not fulfilled. Therefore, there was not a
proportional increase in actual gender equality at the end of the Maoist phase. If
the Communist and Nationalist leadership’s rhetorical support of women’s rights
increased female support but did not deliver, then I suggest that feminism was
used as a manipulative tool in order to galvanize support during the War without
intent to deliver on such promises.
Theoretical Foundation and Literary Framework
My research question is based primarily on three theoretical ideas: first, that
deception is a form of corruption and an abuse of power. Next, that individuals
join political movements because of rational incentives, and finally, that the
support of women is necessary to win a war.
While corruption can be difficult to pinpoint, it can be broadly defined as
“wrongful exercise of public duty in any community.” (Philp 1997). This public
duty is determined by “standards of behaviour that are required to be observed
by public officials.” (Philp 1997). This paper is written under the assumption
that following through on political promises is an integral part of a properly
functioning government. Intentional failure to so is deception, and therefore a
form of corruption and an abuse of power.
The second theoretical foundation is essentially a form of rational choice
theory. Rational Choice Theory attributes participation in political revolution to

competing sanctions, rewards, and norms, often independent of cultural influences
or historical institutions (Brittanica Academic, “Political science”). Rational choice
theorists assert that political movements “cannot assume automatic mobilization
based on pre-given loyalties;” instead, they must work to generate “commitment
to their cause and to their chosen means of reaching their goals.” (Hirsch 1986,
384) Indeed, no rational actor would choose to participate in a political revolution
or any kind of collective good “unless selective incentives persuade them to do so.”
(Klandermans 2001). We must assume that women act as individuals interested
in their own political survival. Women may have contributed to the Chinese
Civil War because they wanted to “claim more complete female citizenship and
increased postwar equality.” (Jensen 2008, xi).
However, it is important to note the significance of revolt as a rational choice.
Being a revolutionary came with high costs. It was a risky political activity, not
one that women would engage in lightly. Supporting revolutionary forces was
much more costly than many political movements. Through this lens, we begin
to understand the great significance of female involvement in the revolution:
their situation must have been dire in order to be attracted to a perilous and
unpredictable revolutionary cause.
Other theories describe the necessity of female support in political upheaval.
In wartime, women are needed for economic, social, and organizational reasons.
The mobilization of a nation for war generates “direct needs for women’s labor in
industry, agriculture, and the military,” as well as “organizational skills in voluntary
organizations and management.” (Jensen 2008, viii) Indeed, even Woodrow
Wilson stated the necessity of female support; he worried that “women….might
constitute a subversive element in the nation, detrimental to wartime unity and
the smooth functioning of selective service.” (Kennedy 1999, 4). It is clear that
women are generally thought to be necessary to the functioning of war or political
movements, either because of their potential as a source of support, or at the very
least to avoid subversion. Thus, it is clear why women would be an appealing
source of support for burgeoning political groups as the Qing dynasty fell.
There also exists literature which explains the starting position of women when
the Qing dynasty fell. In the early 1900s, the state of women was bleak. Female
daughters were killed or sold to be child brides or caretakers of infant husbands
(Young 2001, 134). Chinese women were completely helpless to pursue education,
choice in marriage, or other basic freedoms. Investment in female education was
considered wasteful (Young 2001, 135). One Chinese woman recalled, “Women
had no status. They were at the lowest level of society, doing household chores,
home labor.” (Young 2001, 135). Many men languished indoors and smoked
opium, while women were left with heavy agricultural and household work.
Women did not have property rights or political opportunities. (Young 2001,
156).
At age seven or eight, many girls’ feet would be bound. One women recalled
that she had once been an active child, but after her foot binding, “my free and
optimistic nature vanished…. my feet felt on fire and I couldn’t sleep; Mother

struck me for crying….I tried to hide but was forced to walk on my feet….”
(Croll 1978, 19). Women were considered nameless or nonexistent. When the
men of the house were absent, women at home would reply to visitors “no, there’s
nobody in’-- given by the housewife herself!” (Croll 1978, 18). Another woman
explained, “one time I was told to go to a [Communist Party] women’s meeting.
At the meeting they asked what my name was. I said, “I don’t have a name.” I
never had a name before that!” (Young 2001, 138) As the Chinese Nationalist
Party and Chinese Communist Party came to power, the state of women was
ripe for change and the rhetoric of the Chinese Communist Party had an almost
intoxicating appeal. The stage was set for the recruitment of women.
Research Question and Design
The question of this paper is whether revolutionary leaders abused their power
by manipulating women to support their cause. In order to evaluate whether a
relationship exists between revolutionary Chinese feminism and abuse of power,
I must first assess whether the Communist and Nationalist leadership committed
to emancipate women, and gauge whether they delivered on their promises to
do so. In other words, my argument is that the Communist and Nationalist
leadership committed to emancipate women.Women were needed to win the
war, and women helped for feminist reasons.The Communist and Nationalist
leadership chose not deliver on their promises to women, and therefore, they
used feminism as a tool, never intending to emancipate women, and thus abused
their political power.
In order to prove these hypotheses, this paper uses source books of revolutionary
Chinese political speeches and writings, propaganda, newspaper publications from
the time period, personal accounts of discriminatory practices (such as footbinding, gendered favoritism of children), and legal documents. These are all
used to evaluate both the Communist and Nationalist leadership’s commitments
to emancipate women and actions taken (or foregone) regarding these promises.
These historical accounts also detail how the political leadership benefitted from
the support of women, and evaluate the fulfillment of such promises.
In this paper, corruption, commitment, feminism, and delivery are defined
in specific ways. I define these terms as outlined below:
Corruption: In this paper, corruption is defined as “unlawful conduct intended
to secure a benefit for oneself or another” (Corruption, Britannica Academic). The
Communist and Nationalist leadership can be considered corrupt if it acted in an
unlawful way (violating its own laws or constitution) in order to shore up political
influence, power, or benefits. It is important to remember the distinction between
corruption (deliberately choosing not to deliver) and incompetence. Corruption
“directly subverts the distinction between the interests of the individual or group
and the responsibilities of the office.” (Philp 1997)
Commitment: commitment to the emancipation of women or feminism is
defined here as promises made to women by party leaders in political speeches,
publications, and laws.

Feminism: Feminist causes are defined here as advocacy for economic,
political, and social equality between the sexes.
Delivery: this is defined here as actions taken to fulfill the promises made
(as defined above).
This project includes a few limitations, some due to this topic, and others
inherent in qualitative research. This paper surveys the topic qualitatively because
reliable statistics regarding the status of women and corruption in China are largely
nonexistent. I have chosen to limit the focus of the paper to revolutionary China
during the Maoist phase (1912 - 1976), specifically on the feminist movement.
There are almost certainly other ways that the Communist and Nationalist
leadership could have abused power, but that is beyond the scope and purpose
of this paper.
There are a few potential problems with this qualitative approach. Personal
accounts and public writings are not immune to legal and cultural limitations
on free speech, and these forces threaten the authenticity of available content.
In addition, personal accounts run the risk of being anecdotal rather than
representative of trends. Definitions and expectations may differ from person to
person or regionally. In an attempt to counteract this, I read as broadly as possible
and accessed information from a range of sources to attempt a complete picture
of the happenings of the time.
I will be satisfied that my thesis is correct if I find evidence that Chinese leaders
promised political, economic, or social gender equality, that women joined the
cause for these reasons, that Communist and Nationalist leadership benefitted
from the support of women, and ultimately chose not to fulfill their original
promises. Most important of these is understanding what promises were made,
and whether the CCP chose to fulfill their original promises.
Qualitative Findings
Commitment
First, I outline the promises the Communist and Nationalist leadership made
to women, or in other words, ways the Communist and Nationalist leadership
committed to emancipate women. These fall under five main categories: love in
marriage and family, a role in the revolution, women’s education, emancipation,
and social activism. These commitments are reflected in the following excerpt from
the First National Party Congress in 1924: “in law, in commerce, in education
and in society, the principle of equality between the two sexes shall be recognized
and the development of rights of women was to be promoted.” (Croll 1978, 122).
Similarly, the First Congress of the Chinese Soviet Republic in 1931 stated: “It
is the purpose of the Soviet government of China to guarantee the thorough
emancipation of women; it recognizes freedom of marriage and will put into
operation various measures for the protection of women, to enable women
gradually to attain to the material basis required for their emancipation from
the bondage of domestic work, and to give them the possibility of participating
in the social, economic, political, and cultural life of the entire society.” (Young

2001, 255).
Women’s rights pertaining to love in marriage were prominently discussed
by Chen Duxiu, the eventual secretary-general of the Chinese Communist Party
in 1921, Yun Daiying, an early leading member of the Chinese Communist
Party, and Mao Zedong, the supreme leader of the Chinese Communist Party
throughout his life (Lan and Fong 1999, xxxviii). In 1916, Chen Duxiu wrote a
piece in revolutionary publication New Youth criticizing traditional Confucian
mores. He claimed that “The fundamental principle of economic production
is individual independence….the independence of the individual….and the
independence of property in the economic field bear witness to each other.” (Lan
and Fong 1999, 5). He claimed that as long as traditional China remained, women
would be unable to be heard outside of their homes and controlled by men.
Yun Daiying also wrote about women and education. He claimed that
“husbands and wives should have the freedom to divorce if they feel that divorce is
necessary.” (Lan and Fong 1999, 31). He argued for the emancipation, writing that
“when women are completely emancipated, have economic independence, and
do not suffer from domestic burdens,” they will not have to rear children solely to
“avoid scorn” (Lan and Fong 1999, 32). Like Chen, Yun spoke of an emancipated
society for women contingent upon economic freedom. Ye Shengtao (eventual
Communist vice-minister of education) and Wang Huiwu (Legal Committee
member of Central Government) also wrote about the necessity of liberating
women from abusive and constrictive marriages in order to achieve emancipation.
Other revolutionary writers, such as Lu Xun, Zhang Weici, B.E. Lee,, Lu Qiuxin,
Tang Jicang, and Yang Zhihua also penned essays which suggested to women that
there was to be a new society based on new ideology which gave women rights.
Mao Zedong himself wrote several papers about the status of and discrimination
against women, giving women a reason to hope. Mao wrote a few papers about
one Miss Zhao, who committed suicide en route to an arranged marriage she
could not accept. As she was carried to the home of her future in-laws, she took
a razor from her stocking and slit her own throat. In speaking of this incident,
Mao wrote, “although Miss Zhao lived for twenty-one years in a family that did
not allow her to have a personality,....in that last brief moment….her personality
suddenly came forth….the snow-white knife was stained with fresh red blood….
with this, Miss Zhao’s personality also gushed forth suddenly, shining bright and
luminous.” (Lan and Fong 1999, 80). Mao’s writing suggests that the abolition
of tradition could allow women to have both freedom and personality, and if not
the former, an honorable death as a martyr for the cause of freedom. Mao also
wrote of this event, “there is only one general answer, that men and women are
extremely segregated, that women are not allowed a place in society….how could
Miss Zhao have done anything else but commit suicide? Alas for Miss Zhao! Alas
for the evils of society!” (Lan and Fong 1999, 87-88) Mao Zedong published
several essays relevant to women’s rights, particularly articles which sensationalized
the death of a Miss Zhao.
Deng Enming, a founder of the Jinan communist cell, published on the matter

of women’s education. He wrote, “ever since the new tide of thought swept over
China, the woman question has received a great deal of attention…[but] how is
female education in Jinan, the cultural center of Shandong?” (Lan and Fong 1999,
136). The rest of his piece evaluates the quality of schools, faculty, curriculum,
and administration. As with other champions of women’s education at the time
(Deng Chunlan, Xiang Jingyu, Tao Yi, Bing Xin, Wang Jingwei, and Shao Lizi),
he publicized the Communist commitment to female education and reform.
In terms of female emancipation, Communist leaders of the time aimed to
transform women’s lives through education and employment (Lan and Fong 1999,
147). Lu Yin, a well-known writer and May Fourth activist of the time, sang the
praises of constructing a Women’s Improvement Society in order to help women
to have a consciousness and employable skills. May Fourth advocate Zhou Zuoren
claimed that emancipating Chinese women was essential to modernizing China
(Lan and Fong 1999, 148).
In order to ensure political support from women, Chinese Communist Party
leaders chose to participate in and integrate with existing women’s organizations.
As a result, “prominent male Chinese Communist Party members became active in
publishing and making speeches to women through the existing channels,” as seen
by the speeches and publications mentioned previously (Edwards 2008, 144). The
Chinese Communist Party also formed a women’s rights league and hoped such
a women’s committee could “encourage participation from women”. (Edwards
2008, 144). In other words, the Chinese Communist Party was attempting to
“arouse and organize women as a separate category” (Croll 1978, 121). American
journalist Anna Louise Strong interviewed girl propagandists who travelled with
the Nationalist army to organize women. One explained to her that the girls would
“explain first the difference between the northern troops and our revolutionary
forces. We tell them we came to save them from oppression….” (Croll 1978, 128).
Why Women Were Needed
There would not have been any purpose in recruiting women were they not
important in winning the revolutionary cause. Mao Zedong himself stated that
women formed “a vast reserve of labour power which should be tapped in the
struggle to build a great socialist country” (Croll 1978, 238). The Communist
Party formally adopted a resolution regarding women, saying, “efforts must be
made to increase women Party members and to develop leaders for the women’s
movement.” (Croll 1978, 127). From 1920 to 1925, there was a massive
mobilization of women in Shanghai, Beijing, and southern China. After this
occurred, women were so numerous that “neither party could ignore them,”
particularly the Communist party as it sought to foment class consciousness
and mobilize large swaths of the population (Edwards 2008, 141). Women were
intent upon “ensuring that each party’s political machinery did not use women’s
rights as….a bargaining chip to win other political goals.” (Edwards 2008, 141).
As a result of these efforts, women joined and supported revolutionary causes
in droves. They joined the Long March, and helped by working in factories,

publishing writings, and mobilizing their families. There are stories of women
enlisting in the Red Army,“leaving children behind with peasant families, crossing
glacier mountains in the third trimester….leaving babies where they were born,
or carrying them along a day or two after birth (Young 2001, 131). Women
sacrificed a great deal to support the party.
Female Motives
There are countless personal accounts which explain why women were
motivated to support the revolution. Generally speaking, women believed their
circumstances could be different if there was a revolution. One poster pasted in a
wall in Hubei read, “We women of Hubei for several thousand years have suffered
under political, economic and legal oppression. Propriety, traditions, and all
sorts of social customs have bound us. Long ago we lost our rights as humans….
Now that the revolution has extended to Hubei, and the national government
committees have come, we want to welcome them, because they are the people’s
officials, because they have given the people freedom from suffering, and because
they seek the people’s good….we believe that they will give us economic and
political equality with the men, that they will revise the unequal laws, and that
they will do away with all laws that harm or hinder women, and will protect
the rights of women….this government can help women to have utter equality,
economically, politically and legally with the men. Fellow women of Hubei! This
is our chance….” (Croll 1978, 129). The daughter of an official, Xie Bingying,
related that one of her classmates made a speech saying: “since the government gave
an equal chance to the girls, enabling us to work for the nation and for society, it
has been a blessing to women.” (Croll 1978, 132). Clearly, women believed they
had a chance to change their circumstances through the revolution.
The revolution created hope among women. One revolutionary named Li
Yanfa explained why she joined the army: “To go find food to eat. There was no
food at home...I carried pails of water on a shoulder pole for the five families [and
my in-laws]....They fed the dog sweet potato leaves mixed with the rice that had
stuck to the pot and some water. After the dog ate, I would eat what was left.”
(Young 2001, 137) For many, the revolution represented a chance at recognition
and societal legitimacy, an excuse to be unsubmissive and independent, and
finally an opportunity to seek “freedom from exploitation and abuse at home, the
hope of escape from the chaos of poverty into the safety of a secure, regimented
environment with enough food to eat….a way to avoid marrying into a strange
family or remaining an unmarried, unpaid worker on the lowest rung of the family
ladder….for the educated and educable, it was an exciting way to fight for social
justice and work for national sovereignty” (Young 2001, 138; 133; 131)
Women also supported the revolution in hopes of a “revolutionary change
in gender politics led by the new government’s policies” (Edwards 2008, 177).
Women in Shanghai issued a manifesto similar to that in Hubei, crying, “if we
really wish to free China and throw off the yoke of slavery, we must join in the
grand revolutionary movement. We must not be passers-by….we must consider

ourselves crusaders in the overthrow of imperialism and militarism….Dear sisters
be quick and join our revolutionary army.” (Croll 1978, 116). Factory women
stated, “we expect the Nationalist Government to make the factories have school
for us to learn in and also a special room to feed babies in. And hospital care when
we are sick, because we are too poor to pay a doctor. And also vacation with pay
before and after babies are born.” (Croll 1978, 143).
Failure to Deliver
The Chinese Communist Party and Nationalist governments failed to deliver
on many of their promises. This section of the paper provides examples of instances
where revolutionary governments could have, but chose not to deliver on their
feminist promises.
In the early years of the Chinese Communist Party, the government publicly
tolerated women’s suffrage, but in private, many Chinese Communist Party
officials had “strong reservations” about it. (Edwards 2008, 148). However,
many others saw Communism as the “most important step towards women’s
emancipation,” and “a panacea for women’s problems.” (Lan and Fong 1999,
184). Chen Duxiu wrote, “we cannot divide the women question piecemeal,
into issues of education, jobs, social interaction, etc., for our discussion. We must
take socialism as our sole guide.” (Lan and Fong 1999, 217). He made similar
statements when presenting before the Guangdong Federation of Women’s Circles,
extolling the necessity of focusing upon socialism (Lan and Fong 1999, 184).
The goal of Communist leaders of the era was to liberate women from patriarchal
domination, foot-binding, and home confinement, but only as a byproduct of
socialism. (Lan and Fong 1999, 185). In this way, government leaders failed to
make women’s emancipation a priority in a realistic way.
Indeed, most of the promises made regarding the future of women were
inextricably tied to supporting socialism. In 1921, Chen Duxiu argued that “the
women question will be fundamentally resolved only when socialism arrives.”
(Edwards 2008, 147). While this assertion was made six months before the
Chinese Communist Party was formed, it primed the pump for female support
for the organization. By convincing women that emancipation from gendered
discrimination was tied to the success of socialism, they ensured support for their
other political goals. He Xiangning, a Central Executive Committee member,
described the ultimate purpose of the Women’s Department as a method of
“drafting women into active participation in the Revolution,” which defined
women’s issues as secondary to the goals of socialism (Croll 1978, 123).
Furthermore, there were times when Chinese governments acted in direct
opposition to the rhetoric they had previously espoused. For example, in March
of 1912, the Provisional Constitution under Sun Yat-sen “implicitly excluded
women” (Edwards 2008, 67). When the United Front (the Chinese Communist
Party and the Nationalist party together) formulated a national constitution in
1924, Article 14 within it dictated that only men be enfranchised (Lan and Fong
1999, xviii). After 1927, when relations between the two parties deteriorated,

May Fourth feminist programs “lost their political backing” almost completely
as parties did not want to risk further instability (Lan and Fong 1999, xxii). In
1943 the Party decided not to discuss women’s social and political inequality,
instead claiming that women must “make their own way by proving that they
could contribute to production equally with men…[while bearing] the truly heavy
burden of their traditional roles.” (Wolf 1985, 17). Indeed, women who sought
to maintain feminist dialogue were accused of “neglecting the class struggle.”
(Wolf 1985, 17).
Over and over, Chinese political leaders made sure that feminism did not
jeopardize primary goals; they saw it as a deviation and a tangent (Edwards 2008,
141; 146). In 1927, the Women’s Bureau reported to the Central Executive
Committee that the women’s movement would “not be much use in the real
revolutionary battle front.” (Edwards 2008, 148). Communist women were
instructed to “establish themselves at the center” of women’s organizations, but
to avoid being “absorbed” by them (Edwards 2008, 145). Under the United
Front, “priorities were clear. Revolution and a unified China first and women’s
freedom second.” (Croll 1978, 124) Women’s issues received less support and
attention from the government (Croll 1978, 144). This is perhaps due to the fact
that women’s involvement “antagonized” their husbands, and permitting footbinding and spousal abuse was preferable to antagonizing “peasant supporters of
the Red Army.” (Coser 1986, 992) The government prioritized the persuasion of
the male community of Chinese Communist Party benefits instead (Wolf 1985,
19). As a result, when women’s associations introduced daycare or intervened in
forced child marriages, the director of the Chinese Communist Party women’s
movement openly criticized such associations “for placing feminist goals above
Communist wartime priorities” (Coser 1986, 992).
However, the motivation to include women in the social movements of
the time was not purely for feminist reasons. One justification for providing
education to women was to “liberate the individual energies of men”, seeing as
China could “never become strong while in each generation boyhood years were
predominantly spent in the company of ignorant and crippled womanfolk.”
(Croll 1978, 45). Thus, it is no surprise that the Chinese Communist Party
delayed female emancipation in a variety of ways after it came to power. One of
these was divesting from predominantly female industries in the mid 1950s, and
instead promoting an ideal of the “socialist housewife”-- a woman who “managed
a household well, ensured harmony among family members, and brought up
children conscientiously.” (Bailey 2012, 112) Indeed, even as prominent women
like Ding Ling led public relations and writing for the Chinese Communist Party,
and women were “interpolated into the new Maoist representational order”,
women still faced discriminatory treatment regarding sexual norms (Barlow 2004,
192).
All this may not have been completely conscious. Patriarchy was deeply
entrenched in the thoughts and behaviors of policymakers. When the particulars
of land reforms were not completely apparent, cadres relied upon the status quo to

fill in the blanks. Land ownership reforms dictated that women be equal before the
law in owning land, but in practice, female land ownership actually became a new
part of marriage negotiations. When women owned land, it remained difficult
for her to “hire labor, sell, lease or trade her land.” If the woman instead wished to
“trade her land for some in her new husband’s village”, the land became a de facto
portion of her bride price. Some villages circumvented this baffling predicament
by “simply refusing to give families any land allotments for unmarried girls,” and
“patrilineal, family-oriented traditions filled the gap of interpretation.” (Johnson
2014, 112). Unfortunately, the Chinese Communist Party “failed to deal with
the actual conditions and attitudes which held women in an inferior position.”
(Wolf 1985, 16)
Indeed, women were expected to fulfill both their revolutionary roles and
their traditional duties. When activist Ding Ling criticized this, she was told
her views were “now “outdated,” “harmful to unity” and unnecessary….since
“full sex-equality had already been established. “ Ting Ling was relieved of her
political responsibilities for two years.” (Johnson 2014, 74) In essence, women
were mobilized for production, but any woman who complained was accused of
putting feminism before the struggle (Wolf 1985, 17). Women were encouraged
to speak out against landlords, but specifically warned not to let women’s special
problems “interfere”, and marriage reform was to be “mentioned and forgotten”
while land reform work continued (Wolf 1985, 18). Scholar Margery Wolf wrote,
“whatever women’s legal rights, their actual control over the means of production
or even over their own bodies did not change….as a result of land reform.” (Wolf
1985, 19). Finally, when the first Five Year Program was introduced, the role of
women within it was mostly household work in “constructing a socialist society”
(Wolf 1985, 21)
Discrepancies in power in society were also made evident on the political
stage in terms of representation. Female representation in the National People’s
Congress during Mao’s lifetime peaked at 25% in 1975, one year before he died
(Zheng et al. 2009). Despite rhetoric of equality for women, the glass ceiling
remained. Such examples of delays in fulfilling the promises made to women
during the rise of the Chinese Communist Party abound. There is no shortage of
evidence that despite the benefits the Chinese Communist Party enjoyed due to
the support of women, it repeatedly failed to deliver on the promises it made to
attract women in the first place.
Conclusion
From 1900 - 1976, the “women question” was a central point of debate in
Chinese revolutionary politics. It was raised by the May Fourth movement and
commonly discussed among government officials and revolutionaries on both
the Nationalist and Communist sides. Such rhetoric galvanized and motivated
women to be politically involved. However, women’s issues ultimately took a
backseat to other socialist issues of the time. Some scholars believe that this
was the intention throughout the early and mid 1900s. I believe the answer was

more subtle. Just as Communists allied with Nationalists for a United Front from
1924 to 1927, the Chinese Communist Party ultimately viewed feminism as a
necessity for a successful socialist revolution; unfortunately, most leaders lacked
a real commitment to the feminist cause (Edwards 2008, 141). For many, the
“women question” was a positive externality that would be solved as a fruit of
socialism. Written accounts suggest that some leaders of the revolution, such as
Chen Duxiu and Mao Zedong, truly believed in feminist principles. However,
there were not sufficiently large numbers of government officials with such a
commitment to enact real change in the long term. It appears that for most, “the
chief and immediate aim of China” was “the achievement of national unity and
national independence,” and women’s achievement could at best be a small part
of such an achievement (Croll 1978, 121).
Despite the hardships that women suffered as activists in the revolution, few
expressed “regrets over their initial decision to join the revolution,” or awareness
of the irony of escaping patriarchy under the Qing emperor only to experience
it working tirelessly under Nationalists and Communists (Young 2001, 140).
Political and social upheaval was an opportunity for women, and in some ways,
their participation was empowering simply because they chose to do so. While
some might claim they were exploited, there is no doubt that revolution was what
countless women chose, lived, and died for.
I believe I have found evidence that Chinese leaders promised political,
economic, or social gender equality, that women joined the cause for these reasons,
that revolutionary movements benefited from the support of women, and that
both parties ultimately chose not to fulfill their original promises. It is amply
clear that the Chinese Communist Party was not unduly concerned with women’s
emancipation beyond its utility in production, and this is made evident both by
internal party rhetoric and the implementation of law.
It is important to recognize the improvements that were made under the
Chinese Communist Party, even as it repeatedly sidestepped the gender question
in later years. Ultimately, I believe it is this trend which determined the success
of solving the “women question” in China: the repeated postponement of gender
equality as a priority (Wolf 1985, 26). One must hope that in coming years,
governments around the world will have renewed commitment to gender equality,
and resist the temptation to require women to sacrifice emancipation for so-called
national goals.
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MY ONLY PROTECTION
AFTER BRENDA MILLER’S “AN EARLIER LIFE”
In an earlier life I was a lifeguard. Early each morning I sipped my
spinach-tinged smoothie while my mother drove me in a car too
big for the roads, snaking down the red hills to the athletic club.
I spent summer days in a crimson swimsuit—lounging on a white
tower, pacing and retracing circles around the rectangle pool,
counting laps of triathletes, barely raising my voice to call “Don’t
run!” to the children dancing on tipped toes. I refused to blow my
whistle. I covered my swelling breasts with thick white squares of
tape that left behind a grimy residue on my skin. The swimsuit fabric
was so very thin. I measured time by the waxing and waning shadows on the ground or the sun’s arc, forbidding myself to look at the
clock. On my breaks I would read on the floor of the cool, dark supply closet with a fan blowing on my legs—magazines with sculpted
women flexing, running, smiling, pointing “You can be this too!”
Sometimes I’d submerge my body in the blue pool and my coworkers lifeguarded me while old blubbery men lounged in speedos and
watched. I’d propel myself through the water: to the far end of the
pool and back, and again and again, pulling the liquid toward me
and kicking it behind me. I was not satisfied until my muscles wept.
At the end of each break I’d return to the closet to rub sunscreen
on my flaking shoulders and the emerging freckles on my nose. I’d
massage the lotion in little circles, admiring the oily sheen on my
skin. It was my only protection.

Image
(of the female body)
or
An illustration of
the previous work

GOOD ENOUGH TO LOVE

“If you speak up, no matter how awkward you feel, your confidence and
spirit will grow right along with your body!”
The Care and Keeping of You, p. 1
In rare moments, I recall the days of not caring.
Imagine: when your favorite shoes were white, Velcro-fastened Mary
Janes, worn with lace-trimmed socks and pink, striped Oshkosh overalls.
When your hair—a golden curly mess that stood on end each day as you
jumped from your bed—never bothered you until your mother tried to fix it,
pulling at knots as you wailed and wept.
“Your hair is so pretty!” the ladies told you at church.
“I know,” you’d reply, aware of the sacrifice and unapologetic.
When swimsuits were simply what you wore swimming, practical and
freeing to your body that liked to be naked. When you loved that body for
all it could do; its ability to think and feel in absolutes; to stick magnets
together and balance them carefully on the bridge of your nose; to dump
dirt on your head from your red-handled bucket while your parents weren’t
watching, for fun; to touch a longsuffering cat, or pick a dandelion gone to
seed and blow despite your mother’s warnings not to.
When your fat fingers didn’t yet know they were fat. When they played
computer games and lifted stray cheerios from between couch cushions to
your small crimson lips. When they threw balls without caring where they
ended up, wrote poems that rhymed, sketched drawings of babies, flowers,
clocks. When they picked out tunes on the piano with Beethoven Bear and
Mozart Mouse bookending each side of the keyboard to teach you the
difference between low notes and high.
My father returned from Costco one day with a large, white cardboard
box. Inside, a new toy: a bathroom scale. My brother, Eric, and I ripped into
the package with greedy hands, leaving cardboard shreds strewn across the
living room carpet. He placed the scale before me, zeroed it out. I stepped
on.
“You weigh eighty pounds?” Eric asked as I stood, clueless. Beaming. I
was six years old. He eleven, and growing a bit chubby himself.
“Yes, I do!” I assured him through gaps in my teeth. How could I have
known such a number was far higher than average—that my weight and
height each placed me in the 99th percentile for my age bracket? That
my body, which I had so loved up to that point, carried with it a burden of
incorrectness?
“That’s so much,” Eric said. “You’re a fatso. Micah weighed eighty

pounds when he was twelve!”
Our eldest brother, to this day, remains spindly. Fortunately, Eric does
not remain prepubescent and terrible. I remain fat. Big-boned. A woman of
size. “Curvy.” While Eric’s extra weight came off in early high school, mine
stuck around through adulthood with impertinence.
I remember that later that summer, when I stepped on the scale again
and the dial stopped at 78, I loved that new number; lower, better, closer to
normal. I no longer carried the cursed mark of “80,” but a morally superior,
healthier figure.
“Mom! Guess what?” I shouted as I ran into the living room, hair in
ringlets and cheeks still pink with childhood, “I lost weight! I only weigh
seventy-eight pounds!”
“Very good!” she sing-song replied. “I’m proud of you.”
“Eating disorders are serious illnesses that can destroy a girl’s health and
well-being and even threaten her life.” The Care and Keeping of You, p. 63
I think my parents forgot to tell me about my sister’s eating disorder.
Of course I heard the hushed, one-sided phone conversations echoing through our room long after bedtime. I knew she had come home
from college, hazy with depression, weighing at least eighty pounds less
than she had the year before—an entire six-year-old me, gone to nothing.
Perhaps it should have been obvious, but young minds excel at protective
denial. If I didn’t want it to be real, it wasn’t.
When I turned eleven, during the worst of Kristen’s struggle, she bought
me a copy of American Girl’s puberty bible, The Care and Keeping of You:
The Body Book for Girls.
“How nice!” our mom said as I tore off the shiny polka-dot wrapping
paper. “Kristen always wanted that book when she was growing up.”
Communication with Kristen was fraught at the time; we irritated each
other with our respective immaturities and her erratic behavior scared
me. But in the gifting of this book, she spoke truth without words, sharing
something valuable that she never got to have herself.
And what a book it was. Large print, illustrated with girls of all sizes,
body positive—empowering future women aching for knowledge rarely offered. I poured over the pastel pages offering advice on bras, oral
hygiene, shaving, acne, and menstrual cycles, but I almost always skipped
the section on eating disorders. Each time I read those words—anorexia
nervosa, bulimia—I flushed with anxiety, flipping through the pages until I
found something less troubling. The accompanying illustration of the skinny girl weeping as she looked in the mirror and saw someone much larger

haunted me.
I didn’t learn the concrete details of Kristen’s disordered eating until I
was eighteen and she explained things to my roommate when we drove
to campus together. Truth rushed in, uncomfortable but necessary: she
struggled with bulimia as a teenager and then restricted food almost completely—the more “effective” method—once she got to college. She starved
herself after throwing up didn’t work. Until that night, I had never heard her
tell her story. She probably thought I already knew.
After responding well to therapy and beginning the healing process—regaining weight, learning her own worth—Kristen lent me her skinny clothes.
“I want them back after I lose the weight again, healthily,” she said,
handing me a white trash bag overflowing with dresses and graphic tees.
As a kid with no fashion sense and frugal parents, a pile of free, stylish
clothing came as a blessing, no matter how odd I felt wearing reminders of
my sister’s unnamable illness.
Soon after, my body changed, too; lack of control defined my girl-towoman existence. I must have gained over fifty pounds in seventh grade
as I overate to deal with new and complicated emotions. If I had been cute
and chubby as a child, those in-between years pulled me into grotesque
obesity. Not even The Care and Keeping of You could protect me from
drowning in my own pubescent awkwardness. My face—once bright, happy, and clean—turned doughy and flecked with acne. My eyebrows, previously invisible, began darkening in all the wrong places. My legs, tight and
sore from marching band practice, sprouted a layer of translucent fuzz all
too noticeable during gym class. Though I found myself enthusiastic about
periods—an attitude fostered, I’m sure, through American Girl’s persistent
optimism—reaching that milestone while on the school swim team, the day
before a required meet, felt less than ideal.
In due course, Kristen’s clothes no longer fit. My body approached
critical mass. Though it would take a few more years to reach full adult size
and shape, I knew even then that I would never be thin. I couldn’t have
known that my face would turn out okay; that Kristen would buy me a pair
of tweezers a few birthdays later—a true champion of causes our mother
didn’t care much about—to appease the eyebrow situation; that my mom
would allow me to shave my legs after sufficient humiliated begging; that
the acne would mostly subside; that menstruation happens to the best of
us, and need not be embarrassing. But the fat? That stayed, and never lost
its mark of shame. This piece of my body’s physical maturity—not universal—has bothered me the longest, continuously reminding me that I am

different, less than, bigger. Wrong.
“The shape of your body—your basic frame—is something you’re born
with, like the shape of your nose or the color of your eyes. Some girls
are tall and lanky, while others are short and sturdy. Some girls are curvy,
while others are more straight. Usually your body shape resembles the
shape of others in your family. No one body type is better or worse than
another. All can be fit, healthy, and beautiful.”
The Care and Keeping of You, p. 54
“Looks like you’ve lost some weight!” my Grandpa told me just moments after I arrived at his house. I hadn’t seen him for a few months.
“Huh. I guess I have,” I said, just as surprised as he was.
Such a statement is always meant as a compliment. It takes other
forms—for example, when someone tells me I’m “looking really good!” it
invariably means they’ve noticed recent weight loss. They never expect
me to follow their reasoning to its logical conclusion, that weighing more
makes me look bad, but it happens.
I should have told my Grandpa the true reason for my admirable
metamorphosis: over the course of that semester, my roommate regularly threatened to kill herself, I was preparing to move halfway across the
world for four months, and eating no longer felt particularly important. My
genius weight-loss diet consisted mainly of skipped meals, granola bars,
and Chick-fil-a. Occasionally, I ate cake for dinner. No nutritionist would
encourage such nonsense. I was as out of shape as ever. Emotional overwhelm prevailed day-to-day. Yet here was Grandpa, commending me for
dropping thirty pounds—because obviously, it indicated better health.
I know my weight isn’t ideal by any measurable standard. BMI charts
usually label me “morbidly obese,” one-hundred pounds over my projected healthy weight. My blood pressure is great, my heartrate is normal, my
hormones balanced for all I know, but of course I worry about the effects
obesity might have on my future health. So I eat kale willingly. I try limiting
sugar. I drink enough water. I’ve counted calories before. I usually get my
10,000 steps in per day. I’m sure I need more exercise, and I adore chocolate, baked goods, and butter, but that doesn’t explain why several of my
peers with virtually identical lifestyles come out average, or thinner.
I believe the answer is genetics. I love my father, but he made his
daughters fat. We sometimes say that my brothers “lucked out.” Though
we’re essentially identical in eating and exercise habits, you’d never know it

based on the way we look. Micah’s blood pressure is far higher than mine,
but ask anyone which of us is more objectively healthy, and all would point
to him. He’s skinny, after all.
The story goes that my father’s family survived the Mormon migration.
They had meat on their bones. The same slow metabolism that kept our
ancestors alive on Utah’s undeveloped icy tundra today keeps me fat and
occasionally self-loathing. No one ever mentions obese pioneers from my
mother’s side of the family, where women remain thin before childbearing,
but they survived too. From them, I get freakishly large biceps without trying, thick Scandinavian ankles resistant to sprains, curls in my hair. Pioneer
blood runs through my veins. Pioneer muscles lift heavy things. Pioneer fat
accumulates and lingers, since I am not actually in danger of starvation.
My body, in existing, reflects the histories before it; I never had a choice.
Inscribed in this flesh is survival. Reflected is discomfort.
“As your body is growing and changing, be kind to yourself. And
remember to be kind to other girls, too. They want to feel good about
themselves, just like you do.” The Care and Keeping of You, p. 13
My mom and I split a cheeseburger at a diner in Spokane. Native American paraphernalia and kitsch decorated the wood-paneled walls, patrons
filled the oversized dining room sipping milkshakes, dipping fries as the
August sun blazed through the windows.
This woman waddled in, face puffy and sweating, hair pulled up in disarray. On her tray was an enormous triple cheeseburger, fries, large chocolate shake. She wasn’t sharing.
“Good Lord,” I thought as I took a bite from my half-burger, “Does she
eat like that every day?”
She looked like it. Barely squeezing into the chair, a cushion of fat hanging down from her abdomen to cover her monstrous jiggling thighs. She
must have weighed nearly four-hundred pounds. She sat and ate her meal.
I observed, guiltlessly, in disgust.
Even now the image stays with me. It is not her bloated complexion
I recall at first, or the way her fat fingers gripped the ridiculous sandwich,
but my own capacity for hatred. This woman’s existence should not have
disturbed me as it did. The only objectively disgusting behavior present in
the interaction was my rash, uninformed judgment.
Perhaps I feared one day becoming her: morphing into a monster of
a human, disturbing fellow customers with my gluttony. Maybe I worried
that I too might become an outcast, again losing control of my body and
having nowhere to turn but increasingly large piles of food.

I recalled the illustration in The Care and Keeping of You, the one I tried
avoiding. This woman across the dining room, whose name I would never
know, stood in for my fat girl in the mirror. Most of us have one, if not
several, I think. Falling victim to this delusion is easy in the body-obsessed
world we live in, rooted in comparison, competition, paranoia. We pit
ourselves against other women we mark as inferior to raise ourselves up, to
remind us that we are prettier than someone else. In truth, this only builds
false confidence, liable to crumble the moment we see someone we view
as more beautiful—more valuable.
We mustn’t empower the destructive urge—deep-rooted hatred for the
fatter, uglier versions of ourselves found all around us, and envy of those
more conventionally attractive, whose beauty we may never attain. I strive
to abandon my lurking insecurities and treat all bodies—each projected
reflection—with willful, unconditional love. To look in the mirror and tell
the woman on display, whichever form she takes, that she matters. I’d like
to view even the largest of bodies with enthusiasm, to abandon long-held
stereotypes that align fat with laziness, filth, greed, and ill health. When the
excess weight in the mirror loses its stigma, maybe that girl in my book can
stop weeping, and realize finally that starving herself saves her from nothing; for our bodies, thick or thin, are miracles.
“Remember that your body is a work in progress. Try not to focus on
what it looks like. Instead, think about all the great things your body can
do.” The Care and Keeping of You, p. 9
Late last Thanksgiving I held my cousin, Ollie, on our Grandmother’s
couch. Four years old and feeling snuggly in his airplane-print pajamas, he
stretched out comfortably onto the body I loved to hate.
“You are soooo comfy!” He told me, drowsy and turning his brown-eyed
face to meet mine, as if it were the most natural thing for one person to say
to another.
“I’m comfy, huh?” I asked, patting his skinny little-boy thigh and letting
his head fall onto my chest. He fell asleep seconds later.
Ollie will never know how much I needed his words; perhaps that’s
what makes them so beautiful. He didn’t speak them in pity, and he didn’t
try complimenting me by denying my fatness, like many well-meaning
friends had over the years. He very practically—very honestly—praised my
body composition for providing him with comfort.
Each piece of clothing I couldn’t find in my size, each fractal of shame

I felt whenever I stepped on the scale, each high school classmate who
called me “the fat girl” when they didn’t think I was listening, did not matter
then. What mattered was this little person, his body warm on my body,
asleep and comforted not despite my wide-set, heavily padded frame, but
because of it. My body at once became useful to this child, and I could love
that without hesitation.
I wondered if I could find other ways to love my body.
The ways my hands can make music; covering holes on a pennywhistle,
pressing keys on a saxophone, plunking out Schumann on the piano now
that I’ve learned the difference between low notes and high; variable and
necessary, much like our bodies. Those same hands knead dough on quiet
Sunday afternoons, tap letters on a keyboard to form words, sentences,
stories—my story. They pat bunnies and stroke cats and hug friends; hold
books, adjust glasses, grip a German fountain pen; absentmindedly pick at
grass as I lay, uninterrupted, in a park.
My voice, which for too long remained silent out of fear, escapes my
lips—sometimes with conviction. Hours fall away as I talk with friends of
memories, politics, aspirations. I sing in a choir, release energy from this
body I have not always been able to love, and join in communion as we
chant, laudamus te, benedicimus te, “We praise you, we bless you.” I can
praise God with this body, this voice I have claimed as my own.
My eyes, which see both good and bad, but have lately been trying
harder to see good. They scan the world for opportunities to learn, to process an image and transfer it through a terribly-complex process to a place
in my brain that can use it. These eyes have shown me art: Degas’ dancers,
Turner’s landscapes, Van Gogh’s flowers, Seurat’s bathers. Each stroke,
created with their bodies, painting bodies, to be loved and cherished over a
hundred years later when my body walks through galleries, eyes absorbing
each hypnotizing fleck of pigmentation.
My legs that have carried me up mountains, through forests, along
beaches that extend for miles in every direction. They have brought me to
trees splayed out for eternities, the strange and tireless action of busy urban
streets, empty trails shared only with sheep and ruins. Legs that jump, twist,
push, climb, and kick, propelling me through this world that will never run
out of places to walk.
My tongue, which has tasted miracles: Kobe beef cooked medium rare,
seasoned only with kosher salt because anything else would ruin its primal,
marbled perfection. Mackerel tartare; raw fish smooth like butter, melting between my teeth as I’m hit with complementary bursts of grapefruit

and sharp horseradish. An artisan chocolate sampled at Borough Market;
spherical and the size of a penny, dusted with cocoa, encapsulating liquid
caramel made with salt from an island south of France—I crack its shell,
eyes widening in astonishment as I vow to never enjoy a Hershey bar again.
My ovaries, which carry potential for creation too sacred for me to fully
comprehend. These parts of my body—tucked away, never seen, rarely
talked about—hold the stuff of life, cells constructed in my mother’s womb,
every piece of genetic code I could ever hope to pass on to continue the
lineage of Eve. A human ovum, one among thousands, is precious and
disposable, more likely to die unnoticed than to amount to anything—anybody—worthwhile; a living paradox hinting at secrets of the feminine divine,
reminding me that my body, in existing, can know intimately both life and
death, milk and blood.
My body—this fat, imperfect body—so often puts my soul in the way of
beauty. It does not keep me from living, but rather drives me to live, to see
what is new, feel emotions that replenish, taste food created to be savored,
aspire to bear life. It comforts sleepy children, embraces friends in need
and people I’ve longed for, frees me from the prison of my own cynicism
time and time again. Who am I—a recipient of grandeur—to decide my
body isn’t good enough to love?
“No book is a substitute for talking to your parents, your doctor, or other
adults you trust—people whose job it is to take care of you . . . Remember,
the grown-ups in your life were once your age, too, and have experience
and wisdom to share with you.” The Care and Keeping of You, p. 8
When our doctor told me, at twelve, that I would have to eat cornflakes
for breakfast even though my thin friends could get away with eating Lucky
Charms and Pop-Tarts, I stopped going to checkups. Each time a letter
came asking my mom to make an appointment, I told her I wouldn’t go.
My body was not up for discussion.
I suppose there’s a chance that my embarrassed stubbornness saved
me. Perhaps I knew, instinctively, to self-preserve. I don’t share Kristen’s
anxiety issues or destructive perfectionism that played a part in her eating
disorder, but what if our mom had not learned to let my weight be—to treat
my body less like a problem to be solved and more like the miracle that it
is? If I had gone to the doctor and suffered through lecture after lecture on
diet and exercise like Kristen did, I might have likewise found myself bingeing and purging, gagging into a toilet bowl in ashamed, broken secrecy.
I cannot know with certainty what might have happened. I can never
know, because things worked out for me, in part due to Kristen’s subtle,

noted efforts to squeeze self-love right into me.
What I do know is this: if I someday have a daughter, she will never hear
me utter a word about her weight, or my weight, or her father’s weight, or
her sister’s weight. I’ll feed her kale and peanut butter and pizza, and tell
her daily how beautiful she is, how beautiful we are. We’ll read important
books, and will feel comfortable with our feminine bodily vulnerability—we
will know it gives us strength. We will talk about our bodies in wonder and
gratitude; shame will be saved for disciplining unkind thoughts and words
about ourselves and those around us. When her brother calls her “fatso,” he
will feel my wrath. When the doctor suggests appetite suppressants to any
of my children, I’ll be finding another doctor. If one of my daughters pukes
or cuts to forget her life so marked with perceived inadequacy, I will hold
her and tell her that we will find help. That things will turn out all right.
But my mother did not know this protocol. The gospel of radical body
acceptance escaped her, in part because it didn’t yet exist, not visibly anyway. She did not have a bulimic sister, or a New York Times health section,
or a culture telling her it’s okay to have an obese daughter on blood pressure medication. She did not grow up fat.
I cannot blame her now for the poor judgments of our doctor, or my
sister’s hidden illness. There’s no sense in lingering on past mistakes, past
inaction, past ignorance. We have—all of us—largely healed.
But when my one-day daughter steps on the scale and learns for the
first time that she weighs eighty pounds, I will ask her if she wants to help
me bake a cake to share with our friends. And if she runs to me excitedly
a few weeks later, telling me she’s lost weight, I will remind her it means
nothing. That I’m proud of her for writing poems that rhyme and drawing
babies, flowers, clocks. That her worth is not tied to a number. That no
string, gold or otherwise, could ever measure her greatness. That a child
might recline on her belly to remind her of the love she can inspire; that
her chubby, useful fingers will someday move mountains; that a size twenty-two dress is beautiful as long as she’s wearing it. That her body is good
enough to love.
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“[The midwife] is as a blind man, which is deprived of the benefit
of light” (qtd. in Bicks 4). This quote by Jakob Rueff, a medical
man of the sixteenth century, is but the tip of the iceberg of the
misogyny and prejudice directed against female midwives during
the early modern era. The practice of midwifery and the general
reproductive care of women was traditionally female, and remained,
at least in western Europe, predominantly so until the seventeenth and
eighteenth centuries. From that point on, midwifery was gradually
taken over by men. Medical men slowly subverted and replaced
women in the birthing room, transforming midwifery from a highly
nuanced, social, and traditional practice into a purely medicalized
one. The transition of midwifery from a female-dominated to a
male-dominated profession in western Europe was driven by the
proliferation of sexist and gendered rhetoric which undermined and
called into question the authority of women in the area of midwifery
and reproductive care. Nowhere are the effects of that rhetoric on the
practice of midwifery more evident than in the reactionary works of
midwives themselves, such as those of Justine Siegemund and Jane
Sharp in the seventeenth century. I will argue that Siegemund’s and
Sharp’s works not only indicate the anti-female-midwife sentiments
nurtured by the literature of the early modern period in western
Europe, but also actively resist them by appealing to female authority
through the same rhetorical devices used by men to subvert it. This
examination will, I hope, help one to understand how rhetoric can
and does influence social attitudes and practices.
It is important to begin this survey by first understanding what
traditional midwifery looked like. The dynamic of the traditional
birthing room is well-illustrated in a woodcut appearing in a midwife
handbook written by Rueff in the sixteenth century. While women
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attend the laboring mother and help to physically deliver the child, the men
stand with their backs to the scene, instead turning their eyes towards the heavens
to perform the “intellectual labor” of determining the child’s future (see fig. 1,
Tatlock 725-727). Before the takeover by men, midwifery in western Europe
was considered to be an “all-female arena” (Thomas 117), one in which those
who claimed the title were women typically personally experienced in giving
and aiding birth. Men, if present at all, played an only auxiliary position in the
process. Midwives performed a number of roles beyond the actual delivery of a
child, including acting as a witness of parentage, investigating cases of infanticide
or sexual misconduct in the community, managing the birthing chamber and its
occupants, and baptizing infants (Thomas 119-120; Chalk 94, 107). In order to
perform well the many roles expected of her and to have them accepted by her
community, a midwife required a good reputation. That being said, the success of
a midwife depended heavily on a number of social factors. Her religious standing,
social status, and manners acted as indicators of her qualification even more
than did her practical skill and knowledge in the birthing room (Thomas 119,
122). Midwives before the seventeenth century also enjoyed a little-contested
authority in the area of childbirth and general female reproductive care, claiming
that they had “a ‘natural,’ ‘innate’ authority over generative matters because
reproductive knowledge derived from personal, subjective, bodily experience”
(Cody 479). Along that strain, midwives tended to refer to their work as an “art”
and a “mystery”, using those words to claim authority by appealing to a sense
of midwifery as a craft learned by tradition, careful study, and divine revelation
(Thomas 123). They were, in general, well-respected and trusted by western
European society.
With such a history of high regard in the community, the transition from
female dominance to male dominance in midwifery is a curious, but not
incomprehensible, phenomenon. With their success being largely dependent
on social regard, midwives were subject to the changing cultural ideas about
women and midwifery. For the sake of my argument, I wish to focus specifically
on the changes inspired by the literature of the early modern period. One of the
most influential works on attitudes pertaining to women and midwifery in the
early modern period is the Malleus Maleficarum, also known as the Hammer of
Witches, which was first published in 1487. This highly sexist manifesto declared
that “All evil is small compared to the evil of a woman” (qtd. in McKay 164), and
that midwives especially “surpass all others in evil” (McKay 160). The author also
adds that women are more prone to evil than men because it is in their nature
to be believing, to flux (change mind and mood frequently), and to have loose
tongues (McKay 164). The author pulled heavily on scriptural and anecdotal
references to support his claims, which became a popular strategy amongst male
authors for touting their superiority over women. While the publication of the
Malleus Maleficarum did not cause immediate outcry against midwifery, its effects
on the notions of female nature and ability percolated into literary rhetoric well
into the seventeenth century. This can certainly be seen in the emergence of the

comic/buffoonish midwife trope at the end of the sixteenth century, introducing
the image of a midwife as an old, portly, drunken, and foolish woman (Chalk
110-112). As one author wrote of Terence’s Andria and the popularization of the
midwife trope:
First translated into English in 1520, Terence’s comedy introduces the midwife
that we have come to expect— drunken, boisterous, and suspect. Mysis, a young
servant woman, characterizes the midwife Lesbia as “a fuddled, muddled wretch,
/ Not fit to trust with any girl’s first time. / . . . Her boozing-fiend, that’s what she
is. Let’s hope / G[o]d gives a good birth here and leaves her scope / For practising
her errors elsewhere rather.” (Chalk 111)
Scientific articles and midwife handbooks authored by men echoed this
misogyny too. Many operated under the assumption that women were “universally
as all men know (for the most part) unlearned, any further than to understand
their own native language” (Rueff 3), and appealed to men’s supposedly superior
rationale and knowledge. Medical pamphlets and handbooks, especially those
of the Royal Society of London, sought to transfer midwifery into the scientific
medical sphere in order that they might claim authority in female reproductive
care through virtue of reason and scientific education (Thomas 126-128). As
one author put it, “male anatomists in the early centuries of modern medicine
colonized women’s bodies” (Tatlock 733) through dissection and anatomy studies
published in the Royal Society’s Philosophical Transactions. Their descriptions of
female anatomy were androcentric, medical men having “mapped it and named
it for themselves” (Tatlock 733), prescribing to the ancient Galenic model of
female reproductive organs as a mere inversion of male organs (Bicks 2). Attaching
male characteristics to female anatomy provided a ground on which men could
claim intimate knowledge over reproductive care, and allowed them to put
female reproductive care and midwifery within the realm of the medical and
scientifically-understood—that which rhetoric had ascribed to the men’s domain.
This medicalization of midwifery also served to undermine the sense of “art” and
“mystery” to which midwives had appealed, further diminishing their authority
in the field.
While the success of gendered rhetoric in affecting the authority of women as
midwives could be measured simply by the correlation between the proliferation
of sexist works and the rise of man-midwives, I feel it is better expressed in the
reactionary literature of those directly affected by it. Midwives Justine Siegemund
and Jane Sharp are among those women whose practice felt the heavy hand of
competition with men in the mid-to-late seventeenth century, and whose writings
consequently reflect their struggle to maintain authority. Publishing at a time
when female-authored midwife handbooks were rare, these women provide unique
insight into the changed dynamic of midwifery by expressing a desire to resist it.
However, while Siegemund’s The Court Midwife of the Electorate Brandenburg
is written with an attitude of self-preservation, Sharp’s Midwives Book has air
of push-back—consciously adjusting metaphors in order to intercept gendered
rhetoric as it referred to anatomy.

By the time Siegemund published The Court Midwife in 1690, she had served
as midwife across all classes from peasantry to nobility (Tatlock 744). Her position
as midwife at the Brandenburg court put her in a position of high visibility, one in
which her adherence to expectation and the desires of the court in the matter of
administering midwifery services would determine her continued employment. As
such, she would have been subject to all the prejudices and pressures on midwives
of the day, and is thus an appropriate source to look to in gaining a glimpse into
whether or not the rhetoric of past and contemporary works was affecting social
attitudes towards female midwives.
The Court Midwife begins with a number of letters from the very highest
persons in western Europe, including the Holy Roman Emperor Leopold himself,
each providing approval for the work and their protection against piracy of it.
Siegemund then provides an introduction explaining not only how she came
to be a midwife, but also her reason for writing her book. Claiming God as her
ultimate inspiration and as the especial instructor of her practice, she sets herself
as one particularly skilled at midwifery and one therefore suited to teach and
enlighten other midwives (Siegemund 53). Siegemund provides that instruction
primarily through a part-autobiographical, part-fictionalized question-and-answer
dialogue between two midwives, Christina and Justina, who discuss in detail how
to treat difficult births.
There are a number of elements which demonstrate the reactionary nature of
Siegemund’s work. One of the most significant of these elements is the extensive
energy the author spends in providing proof of her legitimacy and authority.
One author wrote in an analysis of Siegemund’s work that “The Court Midwife
bespeaks an unusual anxiety of authorship” (Tatlock 754), in reference to the many
legitimizing strategies Siegemund used in her book, including the testimonials
of court pastors, medical faculty, and former patients on her competence and
correctness. The anxiety Siegemund apparently felt in establishing her claim
to authority is evidence of a general lack of confidence in the female midwife
figure. That lack of confidence is also communicated in her need to prove that her
work has the approval of medical and religious men, which speaks of a cultural
suspicion specifically of the spiritual and rational strength of women—an attitude
built around the sexist rhetoric of midwife-related literature. In order to defend
herself against that rhetoric, Siegemund took “pains to ally herself publicly with
reason and thus with those men who represent reason” (Tatlock 751), utilizing
the appeal to reason men so often used in literature as a way to bolster her claim
to authority. In her introduction, she wrote:
I want to make this clear from the start to the know-it-alls because they think
a woman who herself has never been in labor could not write a thorough account
of difficult deliveries and perilous labor, and thus fancy my manual is not wellfounded and indeed dare to convince others of it. But whosoever examines this
reproach with his reason will easily divine that it stems either from ill will or
irrationality. (Siegemund 45-46)
Her method of claiming authority here is curious, as it would seem to lend

itself to the argument that if personal experience in giving birth is not necessary
to providing insightful and accurate information about midwifery, then surely
men too could claim expertise as she had done. Siegemund, however, appears
less concerned about disputing men’s claims than she is about establishing her
own legitimacy as an individual midwife. Thus, it is significant that she follows
her message to the “know-it-alls” with the assurance that her work is based in
rationality and reason. Using reason as a ground for her legitimacy, she addresses
the cultural doubt in her rationality as a woman and makes her stand against it.
Siegemund takes her appeal to reason a step further by not just arguing for
herself against the irrationality-of-women rhetoric midwives faced, but by actually
turning it to her advantage, going so far as to condemn other midwives’ ignorance
and superstition. Speaking of a discussion with midwives who had obviously
not known what they were doing, Siegemund wrote, “Because I was angered at
hearing such stupid things, I wanted to write this manual… so midwives like that
would realize they had not yet acquired sufficient knowledge and would be all
the more desirous of researching the proper fundamentals” (Siegemund 57). The
inclusion of anecdotes such as this which contrasted the shortcomings of other
midwives with her own abilities allowed Siegemund to adapt the rhetoric of men
to her own purposes, distinguishing herself as one of authority by virtue of her
superior reason and knowledge. In doing so, she also declared herself as different
from the “traditional” midwife, which, by the seventeenth century, had come to
mean one which was uneducated and naïve.
Siegemund’s writing points to social attitudes and ideas identical to those
introduced by the rhetoric of anti-female-midwife literature, as exemplified
by the Malleus Maleficarum and the midwife trope, and suggests the real and
lingering effect of such rhetoric on the culture of midwifery. With the success
of a midwife—especially of one in such high standing as Siegemund—being so
dependent on public approval, their attitude and presentation would have needed
to be reactionary, adapting according to social attitudes. In the case of Siegemund,
this manifested itself in a spirit of anxious self-preservation in her book which
reflects not only her difficulty of establishing legitimacy as a midwife, but also
a desire to break away from the negative image of traditional midwifery which
had been built by misogynistic rhetoric. That manifestation demonstrates the
reality of the effect of that rhetoric both on social attitudes surrounding and on
the actual practice of midwifery.
The realization of the effects of rhetoric is also evident in Jane Sharp’s Midwives
Book as well, but whereas Siegemund’s reaction was self-preservationist, Sharp’s
response was much more that of protest. Publishing her book in 1671, “Sharp
was the first woman to enter the dual male realms of print and anatomical theory”
(Bicks 5), and as such was the first to place herself on the same level of men within
and through a medium which they had before had sole claim. Sharp used this
position to emphasize the rhetorical methods and metaphors of male authors she
had borrowed and altered in order to “reconfigure [midwifery] as a naturally female
act” (Bicks 9). This borrowing of recognized rhetoric also serves to establish her

work both as a direct reaction to the sexism and negative social attitudes directed
at midwifery and as an attempt to interrupt it and reclaim female authority over
female reproductive care.
One of the rhetorical methods Sharp “flipped” in favor of female authority
included the gendered discussion of the human body. Rhetoric had before
positioned male bodies as the standard for discussion of anatomy, but Sharp issued
a female standard by turning common metaphors on their heads, calling men’s
“stones” or testicles “like to the kernel of womens paps” (i.e. breasts; qtd. in Bicks
2). She also took advantage of the scriptures often quoted by male practitioners as
an argument against midwives by re-contextualizing them, setting women as the
“anointed ones for carrying out the vital mission of saving mankind” (Bicks 8). Her
book is presented overall as a work of authority, referencing well-learned sources
and years of extensive experience. She, like Siegemund, declares the purpose of
her writing to be the instruction of other less experienced midwives.
Also like Siegemund, Sharp’s work is full of reactionary elements which make
evident the reality of social attitudes adopted from earlier rhetoric. One of these
is the apparent disdain with which she wrote about “men-midwives”. In one such
instance, Sharp wrote, “the Art of Midwifry chiefly concerns us, which, even the
best Learned men will grant, yielding something of their own to us, when they are
forced to borrow from us the very name they practise by, and to call themselves
Men-midwives” (Sharp 4). In this, she claimed authority in two fashions: first by
virtue of the fact that midwifery chiefly concerns women (and is thus best known
and understood by them; i.e. an appeal to reason and expertise) and then by an
appeal to tradition, or rather to the idea that men are infringing upon a practice
which has functioned for many centuries. The very appearance of such a term as
“men-midwives” is indicative of the competition which had arisen between men
and women in the birthing room, which itself speaks of the changing cultural
attitudes about what constituted an appropriate authority in the birthing room.
Sharp mentioned these men-midwives on a few occasions, all of which as part of
explanations as to why women should be granted ultimate authority in female
reproductive care.
Another example of Sharp’s criticism of men-midwives focused on recontextualizing scriptural anecdotes which male authors had used to justify their
claims to authority. Medical men who cited scripture often referred to the first
part of Exodus 1:17 which reads, “But the midwives feared God,” claiming by that
passage that women should humble themselves and submit to those who knew
better, which were men (Bicks 7). Sharp, however, quoted almost all of Exodus
1:17-21, which includes the blessings which God bestows upon the midwives for
their refusal to obey the wicked commands of the king, using that passage to argue
that midwives must go so far as to disobey men in order to perform midwifery
with the best and most righteous practices (Bicks 8). This lent itself to Sharp’s
argument against men-midwives:
Though we women cannot deny, that men in some things may come to a
greater perfection of knowledge than women ordinarily can, by reason of the

former helps that women want; yet the holy Scriptures hath recorded Midwives
to the perpetual honour of the female sex. There being not so much as one word
concerning men-Midwives mentioned there that we can find, it being the natural
propriety of women to be much seeing into that Art. (Sharp 2-3)
Sharp’s argument here and her inclusion of scriptures regarding midwives is
another example of the suspicion of women’s strength and abilities which were
hinted at in Siegemund’s work. Sharp’s book is certainly more direct in addressing
it, and suggests that such claims against the spiritual power and general knowledge
of women was a prevalent criticism of midwives such that she felt the need to
confront it directly.
The directly confrontational spirit of Sharp’s work is part of what sets it as
such powerful evidence of rhetoric’s effect on the practice of midwifery. Sharp
did not ignore the attitudes of society based on rhetoric, but rather announced
an awareness of current feelings and effectively declared her intervention of them.
In one particularly cutting passage, Sharp wrote:
I shall proceed to set down such rules, and method concerning this Art…
as plainly and briefly as possibly I can, and with as much modesty in words as
the matter will bear : and because it is commonly maintain’d, that the Masculine
gender is more worthy than the Feminine, though perhaps when men have need
of us they will yield the priority to us; that I may not forsake the ordinary method,
I shall begin with men, and treat last of my own sex, so as to be understood by
the meanest capacity. (Sharp 4-5)
In referring to the prevailing social attitude as an idea “commonly maintain’d”
but of the “meanest capacity”, Sharp suggested something of a mob mentality
in regard to such feelings. But as she so often references in her book to the
rhetoric of men who argued for the male authority over female reproductive care
by superiority of sex, one can see that despite feeling that such attitudes were
not based in high reason, Sharp nonetheless communicated and acknowledged
the wide proliferation and acceptance of such ideas. In doing so, she connects
rhetoric with its effects, establishing the correlation between patriarchal language
and negative social attitudes towards midwives. Furthermore, she uses it as a base
from which she builds her argument for female midwives, turning those rhetorical
methods to her advantage as Siegemund did.
The writings of both Sharp and Siegemund paint the picture of a midwife’s
world in seventeenth century western Europe as one threatened by a social
preference for the abilities of men. Sharp’s work makes the critical connection
between rhetoric and feelings towards midwives and helps us to better understand
the implications of the attention given by both women to establishing themselves
as authoritative speakers on the topic of their profession. The sense of midwives
as wicked, uneducated, buffoonish, and unreliable which had stemmed from
literature such as the Malleus Maleficarum or midwife tropes, as well as the
effective “colonization” of women’s bodies through the spread of scientific
pamphlets and male-authored handbooks (Tatlock 733), clearly informs both
women’s books. Furthermore, it accounts for their preoccupation with presenting

themselves as being as capable as medical men in instructing and administering
in female reproductive care, as well as for the rhetorical tools that they utilized
to do so. Taking advantage of the same rhetorical methods which had been used
to undermine them, Siegemund and Sharp turned their works into a resistance
against negative attitudes towards female midwives. Indeed, it is surely evidenced
by their feeling the need to do so that a subversion of female midwives was
occurring and that men were eagerly seeking to claim their place by means of
gendered rhetoric.
The examples of Siegemund and Sharp of using rhetoric as a ground for
influencing public opinion is a testament to its great power. The language and
manner in which we write or talk about any subject influences how we think and
feel about it, and translates into attitudes and practices. Gaining a consciousness
of the power of rhetoric is the key to enacting social change; it had the power
to change the gender and social dynamic of midwifery, and also, surely, has the
power to change it back. The example of rhetoric’s effect on the way midwifery and
midwives were discussed and presented is one which may teach us that language is
a veritable weapon in the determination of social attitudes. Rhetoric is a weapon,
however, over which we have great control, and let us therefore use it wisely.
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IMAGES

PLAN B
The plane explodes mid-air (or maybe
just an engine sputters, chokes, begins
bleeding smoke all over the nice, clean sky,
stains the clouds an oily grey while children cry,
an atheist crosses herself, a man curses the phone
he did not put in airplane mode) minutes after
I am told I missed the flight.

I will hear, I am certain, of the tragedy
the moment I touch down, five hours late
on a rebooked aircraft, of all the lives lost,
the rattling death I could have been on
had not divine hands slowed traffic, woke me
a bit too late.

When my best friend tells me she is pregnant
at 18, I search the news for bombs, I wait
for an explosion in a chemistry class she would
have taken her sophomore year of college, for
clear skies stained brown with burnt buildings,
with bad timing.

When the baby comes screeching into his life,
full head of fuzz like lint scraped from a dryer,
it is almost enough (the catastrophe of a world
in which he would not exist)
to thank God
for our irresponsibility.

I AM
A
FEMINIST

HALLOW HALLOW

For Thanksgiving, my mother and father took me to Disney World
I was seven
My mom bought me a Belle dress
TThere was not a thought of hesitation in my heart when I dressed up in
that gold gown and licked pretzel salt from my fingers for a week
As I aged, ‘you can’ts’ slowly stole pieces of my innocent heart until I found
myself with a hollow place instead
Why can all the people around me
decide what I am and what I am not
just by looking at the color of my face?
Nothing is stopping me from being Belle
except for everybody’s stubborn idea that she looks nothing like me.
It’s always been simple to discern derogatory comments from sincerity but
how can my grandmother, my Lola, who has so much to take pride in
Who crossed oceans
to buy pair after pair of black and red orthopedic shoes
and warmed her children with a hairdryer until they fell asleep
Could still think that the world would have treated her better had she been
born with vibrant blush in her cheeks and the sky in her eyes?
Who needs the sky when she has green salty mangoes in her fingernails,
rich earth in her hair, monsoon breath, kidney bean and ube on her lips?
Racism feels like
Being self-conscious about face swaps and the 50’s and everything that has
to do with the Regency era and how people always assume you don’t sunburn and every theatrical production that was written before 1980 because
you can hire seamstresses and order black and blue wigs but you cannot
bleach a face
October: the only time of year when it’s explicitly encouraged to try on
new identities with face paint and spidery eyelashes and glittery, gory, garish costumes and shove sugar past your lips and celebrate imagination but
Halloween
has always made me anxious
“Will they know who I am if I wear that?”
“Is this anachronistic?”
“I look nothing like her.”

There has always been patriotic pressure shoving my shoulders down
And it makes for good headstands
But I’m searching blind, groping in the dark for an honor that’s been crammed

down my throat dripping in ostensible hamartia
I have no idea where to find pride, the place in my chest where it should be
is hollow
It has been monopolized by those who cannot see past the prism of their
own palm
To the boy who assumed I spoke Spanish
To the girl who told me I was an unwanted friend because my skin is brown
To the man who told my father that his skin matched the color of the pile
of dirt in the empty lot next to our house
To the boy who praised racist jokes
To the friend who made one about me because I “could handle it”
To the lady who told a little girl that she could not be Little Red Riding
Hood because Little Red Riding Hood is not black Listen
The colors of my skin should not be my most distinguishable feature
We are obsessed with physicality so
It doesn’t matter how straight my nose is or if I have mermaid hair or if I
feel hollow because I haven’t eaten since 5 last night or if I have perfect
curves or if you can see my ribs and clavicle when I do a backbend

I want to be recognizable for stardust in my eyelashes and vision slingshotting from my knuckle crack
For my perpetually hopeful eyebrows and my hardboiled gaze
For the thousands of letters I’ve written to my future daughter
and the sanguine backs-of-my-knees that emanate confidence
For the sharpness and ingenuity of my mind
My Lola’s favorite dessert is made of coconut, shaved ice, and sweet milk
She makes everyone else’s first, and then sits down to eat hers
Would the world have treated her better
if she had grown up eating American pie for dessert instead?

helen maria william’s
writings of the french revolution
and the response of the british public
Heidi Herrera is a senior graduating in Art History and Curatorial Studies
with a minor in global women’s studies. Her research interests includes
representations of the female body and women artists in modern art as well as
Latine American art. She will attend graduate school at UC Davis this coming fall.

December 1790, London: The British public was hungry for news
about developments in the French Revolution. When the eyewitness
accounts of the British author Helen Maria Williams were published
that month in magazines throughout London the public devoured
them. Williams had been present for the Festival of the Federation,
ran a salon, and rubbed shoulders with famous revolutionaries such as
Madame Roland, Jacques Pierre Brissot, and Maximilian Robespierre.
Her optimistic writings made the public excited and intrigued by her
praise of liberty and equality. However, that same month, Parliament
member Edmund Burke published his insights of the Revolution,
describing it as a barbaric bloodbath. Despite Williams’ writings
being far more reliable, the public turned away from her writings in
support of Burke’s pessimistic outlook of the Revolution. Over time
Williams would be attacked, criticized, and shunned for her support
of the Revolution until she became an all but forgotten writer of
the French Revolution. Why was this the case? How did Williams
go from a celebrated writer to a loathed and ostracized traitor in a
matter of months? Reviews of Helen Maria Williams shifted from
praise to increasing antagonism as she became viewed as a woman who
overstepped boundaries of gender and national loyalty by engaging
herself in rising French radical politics.
At the onset of the French Revolution in 1789 praise for the
Revolution by the British public was widespread. One British citizen
described that it had “produced a very sincere and very general joy
here. It is the subject of all conversation and even all the newspapers
join in sounding forth the praises of the Parisians, and in rejoicing
at an event so important for mankind.” Many believed that the
Revolution would inspire more freedom around Europe and put an
end to feudalism. The reformist Richard Price exhorted the British
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to look to France and many hoped that it would lead to reforms in England such
as the abolition of slavery and other parliamentary reforms. Policies in England
were beginning to be viewed as backward and old-fashioned. Williams herself
personified England in her writing as a middle-aged matron and France as the
“freshness of youth”. The British felt inspired and excited by even just the rumors
of what was happening in France but wanted a clearer image of the events that
were transpiring.
Therefore, it is no surprise that when Helen Maria Williams’ first volume
of the eyewitness Letters Written in France was published in December 1790, the
public read it with eagerness. Williams was already a popular figure in English
society for her poetry and her Letters made her a literary star. Her book was so well
read that one woman complained that “the entire neighborhood borrows Helen’s
latest publication from me, such that I have hardly had time to read it myself.” Her
writings became a chief source for creating English opinion about the Revolution.
That is until Edmund Burke’s Reflections on the Revolution in France became
a bestseller. Initially, Williams appeared to be a more reliable source than Burke.
Her eyewitness accounts outweighed his exaggerated descriptions of what was
occurring in Paris. Some critics called out Burke’s exaggerations by saying, “in my
opinion all that you say…is pure foppery.” The historian Alfred Cobban argued
that Burke’s Reflections were “violently unfair and grossly unhistorical narrative
rife with inaccurate information and hyperbolic language.” However, there were
many who believed his bloody and horrific depictions, particularly of the 1789
women’s march on Versailles, and they quickly pulled back their enthusiasm for
the Revolution.
Many critics began to compare Burke and Williams. One poet wrote
of Williams and Burke vying for public approval and argued that Williams
would emerge as the conqueror. He described that despite Burke’s influence
and popularity Williams would be able to win over the British public because
she simply wrote what she was seeing in front of her. Political cartoons were
also widespread depicting the debates between Burke and other contemporary
writers like Williams, Mary Wollstonecraft, and Thomas Paine. The Gentleman’s
Magazine likewise compared the two saying that they would allow Williams “to
tell her own story with naiveté,” but that they would “bestow…their attentions
to the calm reasoning’s of Burke and must be permitted to entertain very different
notions of the French Revolution.” Many reviewers would continue to compare
Williams and Burke for several months to come.
While for most of 1791 both works were popular, the events of late 1791 and
onward caused public opinion to shift further towards Burke. The reviews from
Anna Seward illustrate why this shift occurred. In December 1790, she wrote
to Williams praising that her writings showed the “sunny side of the revolution”
while Burke’s displayed only “darkness, clouds, and shadows.” However, several
months later, her views shifted. She wrote that though she was at first skeptical of
Burke’s exaggerations, his views seemed to be more “consonant to human nature,
as it is, and less injurious to the public safety than the leveling extreme into which

France has rushed.” She then stated that she thought there was “now everything to
fear for France.” Seward’s change of opinion reflects a large majority of the British
public. Edmund Burke tapped into English anxieties that when mixed with rising
radicalism in France turned the British far more conservative.
Several events occurring in 1791 shifted the public opinion. A month after
the flight of the French royal family in June tensions rose in England. The English
were alarmed by the sudden turn of events in France and Burke’s portrayals
of the French Revolution slipping into anarchy came to the forefront of their
minds and stirred English anxieties. A month later, on the second anniversary
of the fall of Bastille, riots developed in Birmingham protesting the Revolution
and English reformers called Dissenters. The public began to turn against any
reforms that seemed influenced by the Revolution, specifically those supported
by the Dissenters. One critic wrote, “We must be allowed to fear that the French
Revolution has gone too far.” The September 1792 massacres, the eventual trial
and execution of the French king, and the start of a war between Britain and
France in early 1793 further severed British sympathy for the Revolution, pushing
them towards a more Burkean perspective.
This shift is evidenced by the change of responses towards the writings of
Helen Maria Williams. While in late 1790 and early 1791 she was praised
and widely read, over the course of the next few years she would be faced with
growing antagonism and hostility until she vanished from public debate. She
would eventually be described by the Anti-Jacobin magazine, as a “poissarde
more bloody and more shameless than any of which Paris every vomited forth.”
The critic William Below would later ask, “Where is she now? If she lives (and
whether she does or not, few know and nobody cares) she is a wanderer in exile,
unnoticed and unknown.” As the British public began to push away from any
radicalism associated with the Revolution, they pushed Williams away for her
association with it and instead were pulled into the grasp of Edmund Burke.
While in early reviews of Williams’ first volume she was not criticized for
her support of the Revolution she was eventually accused of being a traitor to
England. She was attacked for sympathizing too much with the French cause. One
critic wrote that “with this good lady there is no country equal to that of France.”
Williams associated herself with the Girondins in France, while also representing
the Dissenters in England and her home in Paris became an important meeting
place for these groups. In her second and later volumes, Williams began to put
more of her political opinions into her writings, opinions which were heavily
influenced by Dissenter ideas. She advocated policies such as the abolition of
slavery and parliamentary reforms which England was beginning to push away
from, as was evidenced with the riots in Birmingham. When she wrote about
the September massacres, critics twisted her account, describing her as walking
indifferently among the dead bodies. Later when Williams and her family were
arrested in October 1793 it furthered English opinion that she was becoming a
radical and controversial figure, despite her actual moderate views. Hester Thrale
Piozzi, who had earlier praised and supported Williams, said that she would no

longer associate with her because of her radicalism and that she would not “help
those forward who are trying to do mischief.” While the rising radicalism in France
pushed the British public away from Williams and toward Burke, her gender is
what really sparked the attacks against her.
Many critics accused Williams of not showing the proper feminine reaction
to the radical events in France. They argued that women should shrink at the
sight of such horrors and they viewed Williams as a woman supporting this chaos
and anarchy around her. While at first her letters were viewed as just entertaining
observations in 1790, once she started commenting on politics there was more
outrage. They believed that she should not be discussing politics in the first place.
In 1795, the Gentleman’s Magazine argued that she had “debased her sex…merely
by recording such an issue of horror and villainy.” Likewise, the historian Stephen
Blakemore wrote that Williams became “demonized as a woman who had unsexed
herself by participating in degrading revolutionary politics.” Williams was not
attacked merely because she was associating herself with French radicalism or
because she was a female writer but because she was a woman who overstepped
boundaries of gender and national loyalty by engaging herself in French radical
politics as a woman.
From the earliest publication of the first volume in 1790, critics criticized
Williams because of her gender. Early critics focused more on her lack of credibility
as a female writer and a political commentator than on her actual writing. Many
enjoyed her work but felt the need to describe it as characteristically feminine or as
mere entertainment. Despite being popular, she was not given equal consideration
and credibility as men writing about the same topics like Edmund Burke. Right
after her Letters were published in December 1790, The General Magazine wrote,
“we agree with her in all she says and feels about the inestimable blessing of liberty,”
but stated that her writing appeared to be “more like the childish admiration of a
confined mind than the philosophical mind of a writer.” Many complained that she
was just trying to “charm the multitudes.” The Analytical Review commented that
women, like Williams, have only “the talent of chatting on paper…which render
letters dear to friends and amusing to strangers.” Similarly, the Critical Review
in early 1791 described her work as nothing more than animated entertainment
and joked that she would never be married because she seemed to “be a little too
fond of revolutions.”
While in these early reviews she was met with just condescending attitudes
because of her gender, as radicalism increased in France and Burkean perspective
became more widespread her gender became a reason for vicious attacks. The
British Critic Magazine described Williams as a “misguided female” writing
with a “polluted pen.” Many reviewers believed that Williams was overstepping
her bounds. She was getting involved in a male-dominated arena of politics in
which they believed she had no place. It became evident to many that a woman’s
emotional response to the Revolution could no longer be a reason to excuse her
for being involved in revolutionary politics. Critics argued that women could cry
over the events in France and even write about it, but they should not be allowed

to investigate the causes of those events. In his poem entitled, “Unsex’d females,”
Richard Polwhele attacked women such as Williams and Mary Wollstonecraft who
“dared to move into the realm of literary achievement reserved for men.” Another
reviewer wrote that, “politics are a study inapplicable to female powers by nature”
and that it “belongs to [men] and petticoats should not meddle.”
In 1793, a woman named Laetitia Hawkins wrote a two-volume response to
Williams entitled, “Letters on the Female Mind Addressed to Miss H.M Williams.”
She accused Williams of overstepping gender boundaries. She described that
the female mind is not capable of thinking of or writing about politics and that
instead, they should only focus on the “lighter regions of fancy and the passing
knowledge of the day” because “feminine intellect has less strength.” She warned
Williams that if she did not “remain passive” and “study to be quiet” then she
would not be welcomed back in England, even by her former friends. Hawkins
believed that as Williams openly wrote about the politics in France she was in
danger of being a traitor not only to her nation but also to her gender. “Think,
my dear Madam, the danger I hint at…is this: you are aiding sedition!” She
suggested that Williams should stop what she was doing and instead remain in
the home or nursery, rather than in the “field of battle.” “[You] fancy you wield a
pike,” she argued, “when it is but a needle.” Hawkins attitude towards Williams
and her involvement in political writing exemplifies the general attitudes felt by
the British about the connection between radicalism and femininity.
French effeminate culture, which had always stood opposite of British
masculinity, was linked to the radical turn of the Revolution. To many, Williams
embodied this femininity in part because she continued to praise the French
revolution and because she was a woman writing about politics in an emotional
and feminine tone. The historian Deborah Kennedy argued that Williams’s
transition “from a novelist to a correspondent from a war zone laid Williams
open to the commonplace reactionary critique of the political woman, and the
ready association between female radicalism and sexual licentiousness.” Williams
was perceived as a threat. In an attempt to diminish her, critics argued that her
skillful writing could only be viewed as a form of seduction. They argued that as
they read they would need to guard themselves from her persuasion, and “not be
led away captives in fetters of roses.” Williams was perceived as a threat because
she embodied French effeminate ideals in her writing and continued to support
them in spite of opposing British opinion.
Helen Maria Williams was viewed as a woman who had become corrupted
by the Revolution. By remaining in France throughout the rest of her life she was
viewed as a traitor who had betrayed her nation. She supported French politics
and still advocated for similar reforms in England even when most of the British
public turned away from it. The British public shifted away from her writings in
support of Edmund Burke as they saw a woman supporting, being immersed in,
and writing about a radical and out of control Revolution.
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THE LANGUAGE OF LOVE

“MOMMY’S HOME!” I cried, as I bounded down the stairs to the front door,
while my parents quickly shuffled into the house from a date night. “Hi
Sweetie!” she cried, scooping me up into her arms. Her dark coat smelled
like deep autumn in New York, and her red lipstick left a faint mark on my
cheek. In that moment, I remember thinking that my mother was the most
beautiful mother in the world. I envied that her skin was so much darker
than mine and that her freckled face was a sky of constellations waiting
to be plotted. She was passionate, vivacious, and every smile was warm
and authentic. Her figure was pleasingly plump, and fit her Caribbean
upbringing – full hips, full bust, full lips.
But as I became older, it became apparent to me that my beautiful mother
sometimes didn’t think that she was beautiful, and this had an effect on
how I grew to see my own body – a body that grew to look just like hers.
I remember once, I overheard her comments as she chatted with a group
of women at a local mommy meet-up. While talking, my mom mentioned
a suggestion about a dieting tip, and then quickly retracted it and declared,
“But I’m fat, so what do I know.” The women laughed, and one of them
slapped her arm playfully and said, ‘Oh Beth*, stop it!” while they continued
to giggle. Even though it was said in passing, she’d said it: FAT. My mom
was fat. And as an insecure 10-year old, I wondered if my developing body
would also receive the “FAT” title one day. With time, I became afraid of
my growing chest and felt ashamed of each new development of what I
believed to be an increasingly ‘fat’ body.
My mom worked hard to stay involved in the local farmers’ markets
(something she never had access to while growing up in low-income
housing). One time at the market, Mom left our puppy in the car with the
AC on while she picked up vegetables. She chatted with other growers
about the brussel sprout crop and her favorite new string bean recipe.
While this was happening, an older gentleman noticed our puppy in the
car, and publicly yelled at my mom for being so stupid as to leave a dog in
a car that he believed to be deathly hot. My mom, mortified, snatched her
veggies and rushed us into the gray minivan. Before we could leave the
dusty lot, her tears started to flow, and her internal monologue was thrust
into the physical world: “They probably think I hate animals. I can’t believe
it… AND I’M THE FATTEST ONE HERE!” After she said that, the tears didn’t
stop until we got home. The car, full of her daughters, was silent except for
the sound of her sniffles. We never went back.

These comments affected me greatly. In photos of my childhood, I see
a very healthy, very nervous young woman, holding her arm across her
stomach to cover any potential imperfections – the ones mom would
comment on when I wore my Sunday dress. Or if I ran to meet her and my
bosom bounced. Or if I wanted more pizza. I feared being considered ‘fat’
– as if being fat meant life would be somehow worse, and that my quality
of life would be lowered, as my mother so thoroughly believed hers was.
As I entered BYU, I wore slim-fitting outfits so that no one would mistake
baggy shirts for any additional weight. I’d constantly fidget with my clothes
and suck in my gut when I walked. With time, however, I realized that my
body fit me. This body reflected my heritage, and when I looked at myself
in the mirror, I saw not just my mother, but my grandmother and my greatgrandmother; I saw myself as the latest edition in a line of beautiful, fullbodied, strong women. I began to highlight my curves with cinched-waist
dresses and full skirts, and I learned to accept compliments and create a
positive internal dialogue. While there were still daily struggles and multiple
outfit changes each morning, I began to feel genuinely comfortable in the
shapely, freckle-y body I owned. Yet, when I returned home for Christmas,
my eating habits were questioned, and my thighs were analyzed and put on
display for public debate.
I tried hard to brush off my mom’s comments and to be the healthier,
happier self that I was growing to love. One morning during my
sophomore year, I Skyped my mom to show her my new apartment. As
soon as the camera turned on, I heard, “Wow, you’ve really filled out!”
Something in me cracked. I launched into a tirade of comments on how
she should have kept her thoughts to herself… I know I’m getting fat… I
don’t need you to point it out… I think I look fine. My face turned bright
red and felt hot with anger. My mom took a moment to compose herself
before she spoke, and we glared at each other, through tears, 2,500 miles
apart. She carefully explained that she started getting fat when she was my
age, and no one in her family ‘loved her’ enough to tell her to watch herself
and take control of her body. And now here she was: 55, ‘fat’ for her entire
adult life, and trying to ‘help’ me avoid her fate. I told her that I was aware
of myself and that I didn’t want to ever hear her discussing my body again.
I hung up.

The next day, she called to apologize. We talked it through. I told her that
her comments about my body affect me and that I’m painfully aware of
every pound I gain. My mom was trying to show me love by protecting me,
but the way in which she did it was one that I perceived as judgmental and
critical, and it hurt me more than it helped. We agreed that I’d be in charge
of commentary on my body from now on, and she hasn’t commented on
my thighs ever since.
Today, we talk about New Year’s resolutions. We help each other with our
websites and resumes. We spend hours on the phone talking about current
events and amazing baking recipes. She was proud of me when I made a
perfect Texas Sheet Cake, and I was proud of her when she stopped dying
her hair and let it turn an ethereal shade of silver. We talk about the life we
live in our bodies, not about our bodies themselves. Through this, we’ve
learned to show love through language, but this time, that language is
healthy and helpful to both of us.
*Names have been changed
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relations) with minors in editing and political science. She absolutely
loves copyediting for on-campus journals and has especially enjoyed
working on AWE. She grew up in the suburbs of Washington, DC,
where she developed a love for politics and public policy. She’s
worked as an intern reporter for a Northern Virginia newspaper, where
she was able to write on political and local events. Currently, she is an

intern at the American Enterprise Institute. In her free time, she loves keeping
up with current events and politics, reading any book she can get her hands
on, or tinkering on InDesign and Illustrator.
KRISTIN PERKINS, EDITOR
Kristin Perkins graduated magna cum laude with a BA in theatre arts studies
and a minor in women’s studies from BYU in April 2017. She completed an
honors thesis and has a forthcoming publication in a book contracted with
Roman and Littlefield. Kristin has presented at nine different conferences, two
of which have been on a national level. Kristin has also acted in numerous
plays and films. She has had poetry, short fiction, and creative nonfiction
published in seven different literary journals including Degenerates: Voices
for Peace, Peculiar, and Inscape. Her plays, exploring female relationships
and mental illness, have been produced at BYU and in the Provo, Utah,
community and have won four Mayhew Awards for excellence in playwriting.
She will be continuing her education as a graduate student in University of
Texas at Austin’s Performance as Public Practice program.
MARY PETERSON, EDITOR
Mary is a senior majoring in English language with a minor in editing. She
is currently finishing up an internship with Workfront as a technical writer.
She has previously served as the editor-in-chief for the linguistics journal
Schwa, and as an editorial assistant for Elsevier’s Environmental Modelling
and Software. She has also previously interned with Future House Publishing.
She just finished serving as the president of BYU’s Linguistics and English
Language Society. Mary enjoys nerding out over Star Wars, Harry Potter,
J.R.R. Tolkien, Anne of Green Gables, and many other wonderful stories. Her
preferred method of stress relief is baking, hiking, and napping, though not all
at the same time. She is an avid BYU fan and enjoys going to sporting events
and yelling a lot.

ABIGAIL REMINGTON, ARTIST
For as long as Abigail has known, art has been in her life. Her father is an
artist, and her mother graduated with a major in art history. One could say
that paint is in her blood. She has always been fascinated with the intricacies
of the human face and the emotions displayed there. It can be one of the
hardest things to paint, but she finds joy in the challenge and looks forward
to mastering portraiture as well as painting in general as she continues
throughout her career.
MADELINE RUPARD, ARTIST
Madeline is an MFA candidate at Pratt Institute and received her BFA in studio
art at BYU. She grew up in suburban Washington, D.C.; Georgia; Utah; and
spent a few years in western and eastern Europe. Influenced by her varying
surroundings, her work is preoccupied with space, setting, and narrative.

In her paintings and drawings, she is aggressively exploring the concept of
“objective correlative”—that objects can evoke specific but not pre-determined
emotions in the viewer. She selects images and overlays them, curious as
to the results the combination may produce. Through the slow, meticulous
build-up of a world, she is looking for potential connections between the
violent and peaceful, the old world and the new, the miraculous and the
mundane. You can find more of her work at madelinerupard.com.
SARAH SHIELDS, GRAPHIC DESIGNER
Sarah is a junior at Brigham Young University, majoring in English and
minoring in design. Her favorite novel is The Great Gatsby, and she loves
Shakespeare, who she is currently studying at the BYU London Centre. Sarah
loves long walks and deep conversations, almost as much as she likes donuts.
She has a major crush on Harry Styles, and is working to improve her sign
language dexterity. She plans to pursue a career as a graphic designer for a
chic magazine.
MACKENZIE SINCLAIR, EDITOR
Mackenzie is a second-year student studying political science and editing. She
is from the great state of Indiana and served a mission in San Jose, California,
speaking Spanish. She loves to run, read, watch movies, play in the sun, and
talk! She loves thinking and talking about women’s lives and experiences,
which makes AWE a great place for her.
CHARLOTTE STANFORD, FACULTY ADVISOR
Professor Stanford has taught at BYU since 2003. She has been interested
in the arts since the age of three, when her parents took her on a family
sabbatical to Europe. After completing an undergraduate degree in humanities
at BYU, a master’s in medieval studies at the University of Connecticut,
and a doctorate in art history at the Pennsylvania State University, she has
made regular research trips to Europe to study medieval buildings, notably
cathedrals, parish churches and hospitals. Dr. Stanford has participated in two
NEH summer programs in England (in York, 2007 and London, 2012) and is an
avid photographer of medieval sites and landscapes. She has published two
books: Commemorating the Dead in Late Medieval Strasbourg (Ashgate, 2011)
and The Building Accounts of the Savoy Hospital, 1512–1521 (Boydell, 2015).
She lives in Provo, Utah.
LAUREN STONER, GRAPHIC DESIGNER
Lauren is a junior at Brigham Young University, pursuing a BA in graphic design
with a minor in Digital Humanities. She grew up in Knoxville, Tennessee and
loves the South. Her hobbies include watercolor painting, making paninis, and
exploring outside. Lauren loves the outdoors, and her friends defined her style
as “camping casual” because she always wears Chacos and uses an outdoorsy
backpack for school.

