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Editorial

What is a feminist take on biopolitics? Several routes

through the maze of definitions presented by both terms-

feminism(s) and biopolitics - are suggested in this volume

The call for papers suggested feminism itself was always

about biology + politics. In linking biopolitics with the work

of women artists, how can the question of whether there are

only two biological sexes or sexual politics in general not be

discussed? How can the contrast between appearance and

reality (or between gender and sex, for example); the gap

between representations (discourse/ politics) and "the real

(the practices and politics of men and women) fail to be

mentioned or reconsidered? And yet, one half ofthis equation

-the activities, practices and representations made by women-

are so frequently left out or remain unspecifed in discussions

about biopolitics.

The articles published here include feminist re-readings

of Foucault's defining work on biopolities in terms of the

sovereign's power over life or death but they look again at

the abuse of power in contemporary political regimes where

power is excercised institutionally and often bureaucratically

by discriminations drawn along the lines of gender, class,

ethnicity and race as well as in political struggles against

sexism and racism. Several authors refer to Giorgio

Agamben's theories of 'bare life'(as 'a zone of indistinction

and continuous transition between man and beast'1,

further defined by Ziarek as both, a life stripped of political

significance in its exclusion from the polis and, at the same

time, a life exposed to murderous violence by the State).

These articles translate Agemben's homer sacer into a femina

sacra, and re-examine this concept as a hidden norm in

modern democratic politics, a 'disjunctive inclusion of an

inassimiliable remnant'2 distinct from bios' (political life

of speech and action) and 'zoe' (biological existence or

reproductive life).

Other articles here look at work with biotechnologies -

literally living cells and human tissue culture - revealing

feminist understandings of science and highlighting the

exploitation of human beings' bodies and organs in new

global economies as a different form of human politics and

trade. Most articles explore how representations and artworks

function as negotiations or mediations of power between

human beings (not simply artist and viewer but the artwork

itself as a field presenting social expectations in representation

mediated by film, TV, media, bureaucratic conventions and

comics), while others explore how artworks deploy post-

representational strategies in their art created through actions

performed in real life.

Several contrasting theories of feminist materialisms and

material feminisms are mentioned, each with their own

lineages and historical geopolitical locations, as more than a

few divergent approaches to "matter" and "what matters"

in our physical material presence in the world are discussed

in this volume.

Notes

1. See Agamben quoted in Ewa P. Ziarek 'Bare Life on Strike: Notes on

the Biopolitics of Race and Gender' in South Atlantic Quarterly 107:1,

Winter 2008

2. Ibid, quote from Ewa Ziarek
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Labour, Ethics, Sex and Capital

On Biopolitical Production in

Contemporary Art

Angela Dimitrakaki

The biopolitical turn is where much art and theory

currently meet. The notion that life (Greek: bios) is

appropriated by power from the outset, its shape and direction

actively produced through power relations (the subject of

politics), has been around for some time. Significantly

though, the emergence of biopolitics as a hegemonic concept

in political and art theory is relatively recent, occurring at that

moment in capitalism's history known as "globalisation"2

Strongly favouring a geographical narrative, globalisation

essentially describes an externally observed planetary spread

of capital's rule after the formal defeat of Eastern European

communism around 1990 and China's pro-market reforms

after 1980.3 Complementing globalisation's external "real",

the biopolitical turn suggests that the absence of an "outside"

(to capitalism) is not merely a geopolitical condition. The

current prominence of biopolitics in critical thinking with

an anti-capitalist agenda acknowledges the impossibility of

claiming the self as a plausible "outside", constituted

independently of capital's rule. In other words, life lived

through human interaction becomes the site of capital's

actualisation as a social - and not merely economic- relation.
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And yet, to speak of capital as a social rather than an

economic relation implies a diffusion of an economic

principle into life. The early Marxist formula drawing a

distinction between a "base", where economy resides, and a

cultural "superstructure"(which can be pretty removed from

the economy) appears harder and harder to sustain today. If,

pace Fredric Jameson, in the postmodern 1980s everything

appeared to have turned into culture, in the global-biopolitical

2000s everything was turning into economy (culminating in

the global economic crisis).4 When talking then about a

biopolitical turn, what we really mean is an economic turn.

It is the need to grasp the rise of an "economic subject' in a

contemporary, networked capitalist lifeworld that has

prompted debates on biopolitics and a conceptual apparatus

fast growing around this term. And although curiously

biopolitics has hardly dominated recent theoretical-curatorial

perspectives on feminism, biopolitical practices are fully

scripted into radicallical art paradigms often exploiting and

exposing the gendered terrain of social (that is, economic)

relations. Women artists, who continue to carry the burden

of the "gendered artwork", are - as one might expect-
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YOU'RL AKL

At the Pivot of the Biopolitical: Seeing Sex
and Racism in Loma Simpson's You're Fine

Kimberly Lamm

In Lorna Simpson's You're Fine (1988), an Afro-American

woman in a white shift has been photographed against a bright

white background. She lies horizontally and with her back to

viewers. This perfectly focused almost clinical color

photograph has been cut evenly into four squares. As a result,

the image of the woman's body appears segmented, but only

slightly; the frames have been placed close enough together

that viewers are likely to create sight lines that connect the

framed images into a whole. Above and below the photographs

are two phrases: 'You're Fine and 'You're Hired'. The plain

white letters of these words are composed of ceramics, and

extend at least an inch from the wall. Perhaps they are meant

to remind us of serious and readable signage for a law firm or

a corporation, placed just above the head of a receptionist.

Simpson does not depict the subjects enunciating these

proclamations of approval, which gives the phrases the

anonymous power of a standard or a norm. Gold plaques with

words engraved in black have been placed to the right and the
left of the figure. On the left is a stack of terms representing

the components of a physical exam: 'blood test, heart,

reflexes, chest x-ray'. This list contributes to the impression

88

YOURE HRED

Lorna Simpson You're Fine (1988) Courtesy of the artist and Salon 94 Gallery.

"secretarial position" will often implicitly entail. Of course

the horizontal pose also alludes to the art historical tradition

of the odalisque. 'We recognize the sinuous line of the

body,' Kellie Jones eloquently writes, 'the softly bent knees

and delicate feet, the right hand lifted over the head in a

graceful arabesque." However, by turning the model away

from the viewer, You're Fine defies the hyper-frontality and

feminine specularity associated with the genre. Perhaps i

dialogue with Edouard Manet's Olympia (1863), Simpson's

figure is not defiantly nude like the modern Parisian

prostitute, nor is she hysterically covered in a taffeta pink

dress like Manet's depiction of a subservient French-African

maid. Instead, she is posed away from viewer's sight, thereby

undermining the assumption that one already knows or can

easily see what meanings are conveyed when an Afro-

American female body has been placed on display.

that the white shift the figure wears is a hospital gown and the

woman's horizontal pose alludes to a gynecological

examination. On the right is the phrase ‘secretarial position

which highlights the relationships between a woman's place

on the hierarchical scales of work, economics, and culture

and the positioning of her body in space.

The language that Simpson has placed on each side of

her segmented photograph creates a discursive and spatial

grid that we might imagine brings this particular image of

the Afro-American female body into the frame of visibility,

and therefore suggests that work and medicine determine

what kind of bodies are allowed to appear. Simpson's
deployment of language, discursive fields, geometric

segmentation, grid forms, and photographie documentation

- all stylistic signatures of conceptual art - calls attention to

but also undermines the work's intimations of feminine

sexuality. Since the photograph represents a position in

physical and literal terms, and the horizontal pose suggests a

submissiveness and vulnerability assumed to be a chief

characteristic feminine sexuality, You're Fine calls attention

to the bodily performance of feminine sexuality that a

n.paradoxa Vol.27

Though Simpson's aesthetic choices are no doubt spare,

You're Fine is a complicated visual scenario 
that works

against the good image/bad image paradigm through which

identity politics typically appears in the visual field. S
ince

You're Fine is first and foremost an aesthetic object, it offers

viewers an occasion to reflect upon how the Afro-American

female body is imagined, positioned, and produced in visual

culture. This reflection is a perceptual and intellect
ual

challenge, made difficult by Simpson's deceptively simple

deployment of language, which she places in a complicated

relation to the photographic depiction of the body.

Confronting viewers with conceptual limitations for

perceiving and responding to sexual and racial difference,

You're Fine demonstrates Simpson's characteristic propensity

to resist making easily recognizable and consumable images.

n.paradoxa Vol.27

Of the many questions Simpson's work poses, the following

is central: how does a viewer's aesthetic response align with,

depart from, or complicate one's response to more prevalent

representations of the Afro-American female body?

Because Simpson's artwork challenges recognizable

modes for reading gender and race, it encourages us to reach

out to thinkers who push against the edges of these categories

and offer expansive ways of understanding their histories. It

is in the spirit of this inquiry that I place Simpson's You're

Fine in conversation with Michel Foucault's theoriz
ation of

biopower. Foucault defines biopower as forces that seize and

manage life, and his most compelling contribution to this

concept and field of research is the work he performs tracing

the shift from the brute or explicit force that the sovere
ign

possessed over life to the more diffuse biopolitical forces that

discipline bodies and manage populations through the norms

that circulate through institutional and discursive regulation.

Though Foucault's arguments about the biopolitical offer

a compelling and shrewd conceptual frame for Simpson's

art, I want to resist the tendency to justify the work of a

contemporary artist by stressing the ways in which it matches

the arguments of a contemporary theorist. Artwork such as

You're Fine can be thought of as a form of feminist theory

that explores the ways in which the Afro-American female

body has been visualized within contemporary culture and

is central to modern forms of biopolitics. According to

Foucault, modern biopolitics hinge upon sex and racism,

and bringing these two theorists together underscores how

the Afro-American female body is situated at these critical

junctures, and thereby attests to the interlocking challenges

which feminist and anti-racist thought continu
es to face.
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While there are many prominent theorists working on
biopower today, Foucault is still pertinent for an analysis of

Simpson's artwork not only for the particular attention he

pays to sex and racism, but also for the figures of space and

visuality he deploys when characterizing the development
of modern biopolitics. For example, Foucault describes the

components of a normalizing society as 'intersecting' along
an 'orthogonal articulation'2 A figure like this not only

indicates that biopolitics depends upon space and visuality

for its power, it also suggests how an artist like Simpson can

help defamiliarize aspects of their deployment that we are

not accustomed to seeing.

My claim that You're Fine critically represents sex and

racism might be surprising to some, for any signs oftitillation,

exposure, and sensuality - habituated modes through which

sexuality typically registers in the visual field - seems to have

been deliberately reduced to its faintest suggestions. Moreover,

the piece does not represent the aggressive force or violence

typically associated with sexist and racist representations.
Instead, viewers are asked to think about how the language of

employment and the discourse of medicine might function as

more insidious manifestations of sexism and racism, and may

perform the work ofthese punitive discourses anonymously.
without easily identifiable authorial centers. The fact that You're

Fine represents an Afro-American woman's body through
words, codes, and terms that do not highlight an explicit

relationship to typical and expected appearances ofsex, sexism,
or racism attests to Simpson's interest in analyzing how these

categories function as perceptual norms.

There are two places in Foucault's oeuvre that are crucial

for understanding his insights about the roles sex and racism

play in biopolitics: the last chapter of The History of Sexuality,
Volume I and the last ofthe lectures he gave at the Collége de
France in 1975-76 collected under the title Society Must Be

Defended. In these texts, Foucault tracks the shift from the

consolidated power of the sovereign to the more diffuse forms

of regulatory and disciplinary power. Deriving from, as
Foucault tells us in The History of Sexuality, the power
bestowed upon the Roman patriarch - 'the right to "dispose"
of the life of his children and his slaves' - Foucault's focus
begins with the sovereign's power to decide life and death.3

The biopower of the sovereign, Foucault explains, was not
granted unconditionally and could not be wielded

indiscriminately, but was justifiably used in defense: 'It was

no longer considered that this power of the sovereign of

his subjects could be exercised in an absolute and
90

unconditional way, but only in cases where the sovereign's

very existence was in jeopardy: a sort of right of rejoinder.
The sovereign's power over life is primarily wielded through
death, a paradox that leads Foucault to further specify this
particular form of power: 'The right which was formulated

as the 'power of life and death' was in reality the right to

take life or let live. Its symbol, after all,was the sword. 5 In

Society Must Be Defended, Foucault also evokes the image of
the sword and the sovereign's ability to wield power through

death: 'It is at the moment when the sovereign can kill that

he exercises his right over life. It is essentially the right of

the sword. 6 The image ofthe sword and the threat of violence
to which it refers demonstrates that the sovereign's power 'to

take life or let live' could be crystallized in a single object
and thereby visually symbolizes the sovereign's singular
condensation of power.

Foucault is first and foremost a theorist of historical
transformation, and the most compelling aspect of both The
History of Sexuality and Society Must Be Defended is his
characterization of some ofthe conceptual and materials turns
that biopower took as it transitioned into modernity. Focusing

more explicitly on life rather than death, modern biopower
cannot be located in onelone figure, and operates diffusely and

positively throughout society, with life as its object and claim.

As Foucault explains, 'the old power of death that
symbolized sovereign power was now carefully supplanted
by the administration of bodies and the calculated

management of life'. The argument that the sovereign's

power was strategically reimagined and redeployed in

republics and democracies through 'the administration of

bodies and the calculated management oflife' serves as an

apt description of the argument that Simpson subtly composes
in You're Fine. Foucault also helps us see that the ambivalent

puzzles You're FineTine creates has to do with its depiction of

powers that are not deliberately or explicitly malevolent.
According to Foucault, modern biopolitical forces areare 'bent

on generating forces, making them grow, and ordering
them, rather than one dedicated to impeding them, making
them submit, or destroying them.'8 You're Fine presents us

with a body that has been placed in the frame of visibility and

assessed as adequate for work.This scenario is closerto positive

actions of ordering the woman's physical capacities as
generative than it is to negative ones which would impede or

destroy her. However, the achievement of You're Fine is its

subtle evocation ofthese supposedly generative forces as also
subtle forms of destruction.
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Foucault makes it clearthat the transformation away from

the death-threat of the sovereign does not mean the

disappearance of violence and death. They simply manifest

themselves on larger, more diffuse scales, and are waged not

in defense of the sovereign, but for the purported good and

health ofwhole populations. To describe the paradox offorces

dedicated to positively managing life by enforcing death,

Foucault traces the dispersal of the sovereign's power into

increasingly sublime manifestations of violence: "This death

that was based on the right of the sovereign is now

manifested as simply the reverse of the right of the social

body to ensure, maintain, andand develop its life. Yet wars

were never as bloody as they have been since the nineteenth

century, and all things being equal, never before did

regimes visit such holocausts on their own populations. 6

The modern state's penchant to wage bloody wars and

holocausts in the name oflife is the underside ofwhat Foucault

describes as regulatory biopolitics. Regulatory biopolitical

powers create and take as their objects whole pop
ulations,

species, and races. They are intertwined with and dependent

upon disciplinary powers, which are best exemplified by the

numerous institutions that produce and manage the individual

body: prisons, psychiatric wards, and hospitals as well as the

disciplines thatnecessarily accompany their solidification into

unquestioned legitimacy (criminology, psychiatry, and

medicine). Through what Foucault describes as the 'anatomo-

politics of the human body', disciplinary powers mold and

craft the human body into anan individualized machine.10

Foucault writes that these techniques of individualization

began to emerge in the seventeenth and eighteenth centuries,

and his characterization of these techniques of power is

pertinent to the way in which Simpson places her figure within

an isolating and individuating space that makes
 the Afro-

American body available for scrutiny. Foucault writes that

techniques of power centered upon the individual body

'included all devices that were used to ensure the
 spatial

distribution of individual bodies (their separation, their

alignment, their serialization, and their surveillance) and

the organization, around these individuals, of a whole field

of visibility. " The visual and spatial production of the

individual body serves an important biopolitical purpose.

Foucault explains that disciplinary regimes do not take 'the

individual at the level of individuality' but use them to produce

'overall states of equilibration or regularity.212 Foucault's

insight thatpopulations are regularized through the production

of individual bodies can be brought to bear on Simpson's
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choice to have the figure turn away from the viewer. The

woman's facial features are occluded from view, which makes

it difficult to see her individual expression, even though she is

clearly isolated as an individual by the photography. This

disjuncture allows the appearance of individuality to collapse

into the larger regulatory categories of gender and race.

The biopolitics of regulation are built upon the anatomo-

politics of the disciplines. In Society Must Be Defended,

Foucault demonstrates how these two forms of biopolitics work

together: 'So after a first seizure of power over the body in

an individualizing mode, we have a second seizure of power

that is not individualizing but, if you like, massifying, that

is directed not as man-as-body but as man-as-species.'With

an emphasis on 'man-as-species', biological reproduction

becomes an object of state surveillance and is managed through

'a set of processes such as the ratio of births to deaths, the

rate ofreproduction, the fertility of the population.' At the

emergence of this form of power, we also see 'more or less

compulsory techniques that the population actually used

to control the birthrate' and 'the beginnings of a natalist

policy, plans to intervene in all phenomena relating to the

birthrate. 213

For Foucault, it is sex that links regulatory and disciplinary

modes of biopolitics and allows them to overlap, connect, and

reinforce each other. Sex, Foucault writes, 'was at the pivot of

the two axes along which developed the ent
ire political

technology of life,'and Simpson's representation of the Afro-

American woman in You're Fine turning away from the viewer

seems to both illustrate and resist how her body has been

expected to embody this pivot between two axes.14 In Society

Must Be Defended Foucault continues to represent sexuality in

spatial terms: 'Sexuality exists', he writes, 'at the point where

body and population meet. And so it is matter for discipline,

but also a matter for regularization.215 Sex is necessary for

biological reproduction, connects people phys
ically and

imaginatively,and ostensiblybestows subjective, individualizing

experiences, but the discourses, practices of and institutions

around sexuality conveniently offer the body, as well as the

body politic, up for the work ofestablishing norms. As Foucault

writes, 'sexuality being an eminently corporeal mode of

behavior is a matter of individualizing disciplinary controls

that take the form ofpermanent surveillance. 16 In other words,

sexuality becomes the means for populations to p
articipate

willingly in their own policing.

Racism is also crucial for the transfor
mation from

biopower to biopolitics as well as the necessary link between
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disciplinary and regulatory forms of biopolitics. In The

History of Sexuality, Foucault moves toward what will be a

more explicit and extended discussion of racism in Society

Must Be Defended by analyzing how sexuality takes the place

of blood as a category for creating and maintaining social
hierarchies. Foucault writes that the modern period is
characterized by the shift from a 'symbolics of blood' to 'an
analytics of sexuality'.177 TThis shift was not marked by a
clean break, but took place through 'overlappings,
interactions, and echoes'. In different ways,' Foucault
goes on to state, 'the preoccupation with blood and the
law has for nearly two centuries haunted the

administration of sexuality'18 The haunting of sexuality
by blood helped to develop modern forms of racism with its

focus on producing, disciplining, and punishing the deviant

and hyper sexualities often attributed to those assumed to

embody racial difference.

The subject of racism appears in Society Must Be
Defended after Foucault poses a series of rhetorical questions

about the transition from sovereign to disciplinary and
regulatory power. At the heart of these is Foucault's concern
with how societies in which singular individuals (in and
through institutions) who no longer embody the power of
the sovereign are charged with the power and responsibility
to manage life and use this as a means to justify murder on
behalf of the State. This is the point at which racism
intervenes. Racism becomes a convenient justification for

managing populations by regulating their life or death. One
could perhaps say that racism replaces and effectively
disperses the sovereign's sword. 'Racism,' Foucault explains.

'is primarily a way of introducing a break into the domain
of life that is under power's control: the break between

what must live and what must die 19

What Foucault's work leads to and what Simpson's
artwork reveals is that the Afro-American female body has

been placed at 'the break between what shall live and what

must die' and is often forced or naturalized to justify the
arbitrariness of this decision and its diffuse movement

through society. Though quite subtly, Simpson's work
suggests that it has been the history of forced reproduction
in Afro-American women's experience of enslavement that

placed their bodies at this crucial juncture of determining
which bodies in the population are bestowed with value. Of

course You're Fine does not explicitly cite the history of
slavery nor does it refer to the sovereign-like power the slave

owner wielded over the black woman's body. Simpson's

piece represents instead how that history has insidiously
transformed into less explicit manifestations of power, which

involve an unremarked and unremarkable cultural penchant

to scrutinize black female bodies within the spaces made
available by the norms of work and medicine that sexuality
and race together create. Foucault argues that 'the norm is

something that can be applied to both a body one wishes

to discipline and a population one wishes to regularize 20

In turn, 'the normalizing society is a society in which the

norm of discipline and the norm of regulation intersect

along an orthogonal articulation'21 With the spatial
metaphor of an 'orthogonal articulation' in mind, we could

say that work and medicine are the two norms intersecting

at right angles where Simpson's figure has been placed.
The alignment of Foucault's theorization ofthe biopolitical

and Simpson's artistic practice becomes even clearer when
Dorothy Roberts'work is brought into the configuration.Killing
the Black Body, her well-known and oft-cited study, charts the
criminalization of Afro-American women's reproductive
capacities from enslavement to the neo-conservative present.
Roberts shows that Afro-American women's bodies have
become the site through which people are deemed worthy of
life or condemned to both slow and fast forms of death. Here
Roberts delineates the set of ideas about the interlocking forms
of reproduction with which black women are assumed to
consciously and maliciously proliferate. The ideas she highlights
justify the ideology of racial inferiority and normalize the racist
management oflife through extended forms ofneglect and death:
Black mothers are seen to corrupt the reproductive process
at every stage. Black mothers, it is believed, transmit inferior

physical traits to the productof conception through their
genes. They damage their babies in the womb through their

bad habits during pregnancy. Then they impart a deviant

lifestyle to their childrenildren through their example. This

damaging behavior on the part of Black mothers - not

arrangements of power - explains the persistence of Black
poverty and marginality. Thus it warrants strict measures

to control Black women's childbearing rather than wasting

resources on useless social programs.22

Roberts draws our attention to the fact that black women's

reproduction has not only been the place for the biological

reproduction ofpeople, but the ideological reproduction ofracist
sexist ideas that justify and perpetuate multiple forms ofracism

If, as Foucault argues, the sovereign's power has transformed

into the state's 'right to killthose who represented a kind of

biological danger to others,'then what You're Fine depicts is
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a woman being scrutinized for her potential to reproduce in a

society which may deem this dangerous to its own health.2

Racism is the break and sexuality is the pivot that occludes the

actual 'arrangements of power' from coming into view. And

as in You're Fine, the focus is on the individual who is placed in

the erroneous position of representing the power of the norm

while its 'arrangements of power' appear anonymously. In

American society, Afro-Americans are positioned as the most

visible and physical signs of these multi-dimensional

arrangements and this is how people are persuaded, Roberts

argues, 'that racial inequality is perpetuated by Black people

themselves' 2424 ThisThis formulatidformulation is crucial for seeing how

Simpson's work re-presents cemented perceptions about the

biopolitical figuration of the Afro-American female body

order to interrupt them. I think she aims to decenter the

assumption that inequality is perpetuated by Afro-American

women, but she also shows how their bodies are continually

supervised. Put another way, Simpson's work produces a

figurative relay that moves among artistic, mechanical, and

biological reproduction and thereby creates a space for seeing

the ways in which the continual scrutiny ofblack women's bodies

make them pivotal to the workings ofracist societies.

Perhaps it is precisely because Simpson's work examines

sexual and racial difference, and re-presents how these

differences are produced without explicit authorship, that

her work projects a strong skepticism about sexuality as

primary focus of feminist desires and intensities. This is one

of Foucault's primary arguments in The History of Sexuality:

'it is this desirability that makes us think we are affirming

the rignts of our sex against all power, when in fact we are

fastened to the deployment of sexuality that has lifted up

from deep within us a sort of mirage in which we think we

see ourselves reflected-the dark shimmer of sex. 25 This

formulation works to undo the assumption that discovering and

revealing our sexuality is the key to ourselves. The image with

which Foucault concludes this passage - 'the dark shimmer

of sex'-could be said to figure or even encapsulate the conflation

ofsexual and racial difference. This conflation is not thoroughly

realized in Foucault's oeuvre, which makes work like Simpson's

crucial for aligning theorizations of biopolitics with feminist

and anti-racist thought.

With quite different fields, materials, and discursive

registers, Simpson's work echoes Foucault's commitment

to show that 'the biopolitical and the historical are not

consecutive to one another...but are bound together in

an increasingly complex fashion in accordance with the
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development of the modern technologies of power that

take life as their objective'.26 And yet, Foucault's

theorization of biopolitics does not, by any means, exhaust

what can be seen and responded to in Simpson's work. It is

one 'grid of intelligibility' among many that Simpson's work

alludes to and also complicates, and thereby helps her viewers

perform the work of imaginatively unpacking the concepts

and histories that she has so shrewdly managed to condense

into her deceptively simple images

Kimberly Lamm is an assistant professor in Women's

Studies at Duke University
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