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Persephone, Victim or Goddess?: A Feminist Analysis 
of “The Rape of Persephone”

Persephone Allee

Introduction

Since I first learned the origin of my name, I have always 
believed I was destined to be raped  For many years, I had no 
idea what rape was  I just knew there was a garden statue near 

my grandmother’s house labeled “The Rape of Persephone,” and my 
grandmother would tell me that the statue meant the garden was 
mine  I loved that garden, and I loved that statue  It wasn’t until my 
brother was conceived that I first glimpsed the horror behind the 
experience  When my mother had left for a weekend getaway with 
her new boyfriend, I had kissed her goodbye  When she returned, 
she would flinch away from my touch, realize what she had done, 
and break down in my arms  She still cannot look at my brother 
without seeing her rapist’s face  I didn’t have language for it then; I 
was seven 

As I grew older, discussions of sexual assault became more explicit  

We were told to cover our bodies so our male classmates would not be 

bothered  We were told not to put ourselves in situations that may lead to 

rape  We were told to walk with keys between our fingers and an aspirin 

between our knees  If we followed these rules, we were supposed to be 

safe, so when my stepfather’s hands began to wander, I replaced my tank 

tops with T-shirts and my push-up bras with sports bras  I coordinated 

schedules so that we were not alone  I did what we were told, but it still 

didn’t stop 

It was during my senior year of high school that I first questioned 
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what it meant to be named Persephone  My parents, who I trusted with 

every fiber of my being, looked upon me and thought Persephone was the 

right fit  I assume they thought goddess, but I saw victim  This dissonance 

has stuck with me for years, and, until recent reflection, I had come to 

resent the implications of my name  Just a couple months ago, a stranger 

reached out to me with the line, “Call me Hades, because I’m trying 

to make you my Queen ” I’m sure he thought he was witty, utilizing 

his knowledge of my namesake in a pick-up line meant to sweep me 

off my feet  If he truly understood the myth, then he would know that 

his reference implicitly encourages domination and a lack of consent as 

an ethical approach to wooing a woman  This stranger did not earn a 

response 

The myth of Persephone is still being told today, and I am in 

the unique position of shouldering its weight in every relationship I 

hold  Tamara Agha-Jaffar, a professor of English at Kansas City Kansas 

Community College, in her book Demeter and Persephone: Lessons from 

a Myth, speaks to the importance of mythology in the modern era:

Myths perform a number of functions: they provide us with ways of 

perceiving and understanding reality; they provide us with examples 

of human actions that we are to emulate or to repudiate; they provide 

us with guidelines for what is acceptable and what is unacceptable 

human behavior; and they provide with us moral, spiritual, and ethical 

frameworks – frameworks that, in many ways, are able to transcend 

their temporal and cultural inflections since they speak to the peren-

nial concerns of humanity  In short, a culture’s mythology reflects, 

reproduces, as well as transcends the attitudes, aspirations, and percep-

tions of its people in much the same way that the stories we tell our 

children reflect, reproduce, and transcend their attitudes, aspirations, 

and perceptions of themselves and of the world around them  (2)
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This level of influence demands ethical engagement with and critical 

analysis of the narrative  I am tired of being a victim to my name, and I 

am tired of waiting for a future that is not mine to claim 

In this essay, I will begin by summarizing the myth of Persephone 

and its variations  I will then produce a feminist reading of the myth, 

specifically engaging the impact of relational roles in the myth, the agency 

of mortal versus immortal women, and the process of shifting power 

dynamics between gods and goddesses  With this reading, I will analyze 

two modern iterations of the Persephone myth, a web comic entitled Lore 

Olympus and various posts that have received substantial attention on the 

social media website Tumblr  Through this piece, I endeavor to present 

Persephone with complexity, so that women everywhere are not subject 

to another narrative that propagates reductive labels of victimhood as 

sole identifiers 

A Summary and its Variations

Like any story derived from the oral tradition, the abduction of 

Persephone has been shared countless times with several variations  The 

Homeric “Hymn to Demeter” is frequently referenced as the most reliable 

source as it is the earliest surviving written version of the myth (Hayes 

12)  In this telling, Kore (or Maiden), daughter of Demeter and Zeus 

and the goddess of spring, spent her life on the surface away from Mount 

Olympus because her mother did not want to expose her to the behavior 

of the other gods  Upon seeing Kore, Hades, god of the Underworld, fell 

desperately in love with the young goddess and sought out Zeus for help 

in taking Kore as his wife  Meanwhile, Kore and some other goddesses 

were picking flowers in a meadow when she found herself drawn to a 

Narcissus flower  This Narcissus had been strategically grown for Hades 

by Gaia so that Kore would be lured away from the rest of her friends  

Before Kore could pick the flower for herself, the earth ripped apart and 
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Hades emerged, riding his chariot, only to grab Kore and take her to the 

Underworld  Demeter heard her daughter’s screams for help, but it was 

too late; she searched the earth for nine days but found nothing  On the 

tenth day, Hecate and Helios informed Demeter that they knew what 

had happened to Kore, and Demeter was outraged with this information  

Demeter refused to return to Mount Olympus and disguised herself as an 

old woman  After a failed attempt at making herself an immortal son from 

a mortal baby, Demeter mourned Kore’s absence and brought famine to 

the earth  Zeus, desperate to preserve humanity, forced Hades to return 

Persephone, formerly Kore, to the surface, but not before Hades forced 

Persephone to eat a pomegranate seed, the food of the Underworld  Upon 

Persephone’s return to her mother, Zeus decided that Persephone would 

spend one-third of the year with Hades and two-thirds of the year with 

Demeter (195-197) 

Other versions of the myth vary substantially  The Orphic Persephone 

Myth never details Demeter’s famine to the earth and instead features 

Demeter teaching some deserving mortals how to farm after they had told 

Demeter where her daughter went; Demeter asks these men to teach the 

rest of mankind how to farm as well (Hayes 198)  Ovid’s first century 

Metamorphoses V tells the “The Rape of Proserpine” from a Roman per-

spective  Pluto (Hades) is struck by Cupid’s arrow upon Venus’ interven-

tion  In this version of the myth, Proserpine (Persephone) consumes seven 

pomegranate seeds after wandering through an Underworld orchard and 

is forced to spend half the year with Pluto and half the year with her 

mother (199-200)  Quinalt and Lully’s 17th century opera Proserpine 

also takes up a Roman perspective; in this version, Proserpine is tricked 

by someone other than Pluto to eat the pomegranate seeds, and Pluto 

attempts to win the love of Proserpine by suspending all suffering in the 

Underworld (201-202) 

These variations operate together as they combine to form the myth 
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as we know it today  In her article entitled, “Immortality and Morality 

in Contemporary Reworkings of the Demeter/Persephone Myth,” Karin 

Voth Harman writes about the fundamental disagreements surrounding 

key elements of the myth: “Like attorneys at a modern-day rape trial, the 

Ancients differed as to whether Persephone’s rape was a terrible tragedy, 

a timely and necessary occurrence, or indeed, an event that Persephone 

was actively (or passively) seeking” (O’Reilly 139)  Agency and its relation 

to power is a central element of this myth, and its analysis will provide 

an invaluable insight into how the myth is portrayed today 

A Feminist Reading of the Myth

A Superficial Depiction

Like many goddesses in Greek mythology, Persephone is rarely 

granted complexity  She is defined as a daughter to Demeter and a wife 

to Hades  She is subject to others’ actions but is rarely able to act herself  

Persephone is an object, despite her central role in her own abduction 

myth, and this positioning has critical effects in the myth’s reception  

Lesley Beaumont emphasizes this gendered pattern in her essay “Born Old 

or Never Young?: Femininity, childhood and the goddesses of ancient 

Greece:”

[T]he goddesses of classical Greece tend to be more closely defined 

than the gods by a particular sexual status: the virgin in the persons of 

Athene, Artemis and Hestia, the sex symbol in the shape of Aphrodite, 

the wife in the form of Hera, and the mother or matron in the figure 

of Demeter  Accordingly, their mythological adventures and the roles 

allotted to them in myth are, on the whole – though with the exceptions 

of Athene and Artemis with whom we shall deal shortly – appropriately 

focused and defined within the boundaries of these respective female 

characterisations  The gods, on the other hand, are not in the same 

way prescribed or defined primarily by a particular sexual status or 
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even by their gender: the mythology of Zeus and Apollo, for example, 

presents them variously as sexual partners in both homosexual and 

heterosexual affairs, as fathers and, in the case of Zeus, as actual birth 

parent to Dionysus and Athene  (Blundell and Williamson 81, 83)

This reductive understanding of identity fails to engage critical female 

perspectives, and this is likely in part a product of the society in which the 

myth was created  Because Persephone is a daughter, she is never given a 

voice  She is assumed to be naïve, and thus her thoughts are overlooked  

She is expected to appease both the men in her life and her mother, so 

Persephone is never granted agency in the construction of her future 

Persephone’s value is determined by her relationships, so readings of 

the myth often overlook the significance of trauma to the individual  Mary 

R  Lefkowitz, a Professor Emerita at Wellesey College, in the introduction 

to her book Women in Greek Myth, understands Persephone’s “reluctance 

to marry Hades” as a product of radical change to her surroundings, not 

“the sexual act per se but rather the change of ambience and status that 

makes females complain of the transition from girlhood to womanhood” 

(64)  Demeter’s dominant role of a mother in mourning drastically 

overshadows the violence, domination, and manipulation Persephone 

experienced at the hands of Hades  Demeter is privileged in this reading 

and in many others, and Persephone is only understood as an extension 

of this relationship  The only trauma worth noting would appear to 

be that of Persephone’s separation from what is known  This lack of 

acknowledgment reinforces a superficial understanding of trauma that 

fails to support the victim and instead aims to appease the bystanders  

Persephone’s experience becomes secondary to her mother’s pain 

Demeter’s role in this narrative is suspect as well  In some readings, 

Persephone willfully eats the pomegranate seed(s) in order to escape her 

mother’s controlling presence; by eating the seed(s), Persephone is finally 
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able to make a choice that will have a significant impact on her future  This 

specific reading of the myth is not the dominant reading, but Demeter 

almost always separates Persephone from the gods of Mount Olympus 

in order to protect her from the gods’ attention  As a result, Persephone 

is kept in her role as a daughter, and the opportunities for her growth 

and learning are drastically reduced  Lefkowitz believes Demeter’s actions 

are often perceived too negatively by modern scholars: “Protectionism 

is an aspect of patriarchal control, but the evidence suggests that its 

intention was more often kindly than repressive” (xi)  Despite her best 

intentions to preserve her daughter’s innocence, Demeter effectively 

prevents Persephone from reaching her full potential and encourages 

her daughter to live in her passive role without questioning it  Demeter 

attempts to author her daughter’s narrative, but she does not anticipate 

external interference  In their chapter entitled “Author/ity” in The Theory 

Toolbox, Jeffrey Nealon and Susan Searls Giroux write, “the author is far 

from the final court of appeals when it comes to figuring out the meanings 

of his or her works  Even if the author comes right out and tells you what 

he or she intended, this doesn’t seem to settle very much or tell us very 

much about how meaning happens” (15)  Demeter’s attempts to control 

her daughter cannot and should not be overlooked; intention does not 

account for consequence, and consequence is what is real 

Persephone’s objectification is further established in Zeus’ decree  

Demeter and Hades haggle over Persephone as though she is a good to 

be traded  She must always be controlled by another, and they do not 

even consider allowing Persephone to speak into the compromise  It is 

assumed that Persephone cannot live on her own, so she is not allowed to 

make any decisions regarding her own time  According to David Graeber, 

an anthropologist at the University of London, exchanges in hierarchical 

relations “presume a permanent or at least ongoing relation that has 

nothing to do with reciprocal exchange because it is not assumed to have 



anything to do with equality” (Mitchell and Hansen 221)  Persephone 

will always be passed back and forth in order to preserve the power 

dynamics at play  Graeber goes on to acknowledge the fallacious as-

sumption that societies uphold “systems of reciprocal exchange in which 

accounts ultimately balance out,” positing that this assumption’s origin 

stems from the assumed relationship between reciprocity and justice 

(222)  It is absolutely clear that this situation is fraught with inequality 

and domination  Gods are privileged over goddesses, and “justice” is only 

upheld when it favors those in power 

A Disparity in Agency

The power dynamics of Greek mythology pale in comparison to 

the experience of women from the time of the myth’s origin  Goddesses 

were granted divine powers and were worshipped by humanity while 

mortal women faced misogyny without the same power at their disposal  

Aphrodite found her way to interfere in mortal and immortal affairs 

through reliance on her sexuality  Hera’s wrath at Zeus’ affairs shaped the 

outcomes of many stories  These portrayals of women demand women to 

weaponize their femininity because that is the only tool available to them  

Even Demeter persuaded Zeus to act through “nonviolent noncoopera-

tion” by withholding fertility of the earth:

the Persephone myth embodies the archetypal experience of women in 

a patriarchy, for we see in the myth powerful male figures who sexually 

and emotionally abuse women at will without so much as recognizing 

their actions as abusive  Even a vitally important goddess like Demeter 

is pushed out into the margins of political power; although she marshals 

her forces most effectively to win a well-deserved partial victory over 

the patriarchs, she is plainly operating from the margins, using the last 

resort of the weak, nonviolent noncooperation  (Hayes 13-14)

While I hesitate to label nonviolent noncooperation a “last resort of 



11

the weak,” it is a method used in situations in which there is a significant 

power disparity  Demeter is unable to take Zeus or Hades on directly 

because she does not have the means to win that fight  She must rely on 

what is available to her, and noncooperation encourages a nonviolent 

approach to conflict resolution between the gods  However, Demeter 

chose to assert herself by preying on those who are weaker than her  The 

humans face potential annihilation for a conflict they have no part in  The 

myth demonstrates a cycle that still persists today: the dominant prey on 

the weak, the weak prey on the weaker, and the weakest pay the greatest 

price  Instead of allying forces, of empowering one another and finding 

new solutions, the goddess immediately resorts to the violent methods 

that the dominant have taught her  Thus, Demeter’s actions perpetuate 

patriarchal values and oppression 

Tatiana Tsakiropoulou-Summers shares this sentiment and explains 

its historical impact in her article “Greece in the Historic”: “Myths and 

their archetypes have shaped the feminine identity for generations both 

by teaching females the merits of conformity and by threatening them 

with ruthless punishment at the first sign of defiance” (285)  The only 

actions women can take require them to debase themselves or target other 

minority populations and become the perpetrator, and this reading has 

profound consequences for anyone who encounters this story  Tamara 

Agha-Jaffar, cited in the introduction, holds a different opinion on the 

same subject: “[The Persephone myth] has something to say to all women: 

about who we are, about our roles as mothers and daughters, about the 

nature of our interactions, about our subordinate status in a patriarchal 

society, about fighting back, about refusing to submit, and about personal 

growth” (3)  While I would like to believe this of my namesake, I can-

not overlook the rampant inequality that typifies this piece  Demeter 

does fight back and is able to achieve some level of compromise with 

the dominant power, but its costs are profuse  Persephone is made an 



object, and oppression prevails  Trauma is never engaged, and there is 

no mention of healing or redemption processes for anyone involved  This 

myth depicts the violence inherent to shifting power dynamics of Greek 

society, and women have felt these effects throughout time 

A Significant Transition

Hades’ actions against Persephone are emblematic of a larger cultural 

shift away from a matriarchy and towards a patriarchy  Thousands of 

years ago, several groups invaded Greece, conquering the people they 

encountered and bringing with them the concept of Zeus as the dominant 

power in Greek mythology (Hayes 7)  This change reinforced patriarchal 

values and required the rewriting of many myths in order to accommodate 

a dominant male role  Persephone is just one example in which agency is 

ripped from the goddesses in order to satisfy the desire of the gods  These 

clashes were “vividly portrayed in the mythology of the classical period, 

where the usurpation and diminishment of the power of the Goddess is 

everywhere illustrated” (7)  Domination is established through physical 

violence, manipulation, and rape 

In the Persephone myth, Hades and Zeus work together to overcome 

both Demeter and Persephone  Persephone is strategically abducted from 

her home while Demeter is away  The young goddess is lured by the flower 

that was grown by Gaia, the Earth Mother, demonstrating complicity 

in the loss of power among goddesses by the former dominant figure in 

Greek mythology  Hades sought out Zeus for help in this process, and 

Zeus’ status as the current dominant figure is foundational to how the 

myth plays out  Zeus is renowned for his promiscuity and unethical 

approaches to persuasion  After Zeus is involved, Demeter has no hope 

in being able to physically retaliate, and justice is irrevocably skewed 

by his decree  Persephone is not given the opportunity to speak to her 

experience, to grieve her loss, to determine her future, or to claim her 
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own body 

These patterns are a product of the society that created the mythology, 

and the myth continues to be retold in this manner because the reading 

still applies to the modern era  Women continue to be silenced in areas 

of critical importance, and the patriarchy infiltrates much of the western 

world  The mythology encourages implicit and explicit violence against 

non-dominant populations, but it is within our ability to begin making 

necessary changes  In his chapter entitled “Mass Media,” John Durham 

Peters, Professor of Communication Studies and International Studies 

at the University of Iowa, writes, “Power is perhaps the ultimate mass 

medium: it speaks to whom it will, multiplies symbols across space and 

time, and immobilizes objects” (Mitchell and Hansen 278)  It is exactly 

this power that crafted the myth into what it was; modern creators have 

the unique opportunity to determine what it will be 

Persephone, rewritten

Modern interpretations of the Persephone myth have the responsi-

bility of engaging the original narrative and presenting the content in an 

ethical way  Creative liberties can take this myth in an infinite number 

of new directions  Creators can rewrite the myth so that Persephone 

is presented more complexly; they can position the story in different 

cultures and/or times; they can even rewrite the myth with an explicit 

social commentary on its impact on vulnerable populations  Irrespective 

of the telling, some central elements must remain the same so that it can 

still involve the original narrative  In their chapter on culture, Nealon 

and Giroux discuss the importance of these reinterpretations: “one of 

the most crucial reasons to study popular culture is not so much to learn 

from it but to examine how it teaches us certain things: It teaches us how 

to have fun, how to be sad, how to be in love, what kind of body we 

should have, what we should be excited by, and what should bore us” 
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(Nealon and Giroux 68)  In the examples I provide below, audiences read 

the Persephone myth in ways that differ significantly from the original 

myth  These changes demand critical analysis for they teach their largely 

youthful audiences how to participate in the world around them and 

what to expect/accept in the lives they live 

Lore Olympus

“Lore Olympus” is an on-going web comic created in 2018 by Rachel 

Smythe  The description for the comic is as follows:

Witness what the gods do…after dark  The friendships and the lies, 

the gossip and the wild parties, and of course, forbidden love  Because 

it turns out, the gods aren’t so different from us after all, especially 

when it comes to their problems  Stylish and immersive, this is one 

of mythology’s greatest stories—The Taking of Persephone—as it’s 

never been told before 

Engaging and witty, Smythe has crafted a Persephone myth that 

successfully positions the goddess as the central protagonist of her own 

narrative  This telling features a version of Persephone that is all-too-

willing to leave her mother’s overbearing presence, so she takes on a 

scholarship that allows her to live on Mount Olympus with the other gods 

and goddesses  This scholarship, however, requires Persephone to take 

up a vow of chastity  Persephone, unwilling to lose this opportunity, still 

chooses to pursue a life on Mount Olympus just so that she can experience 

the world  Upon her arrival, Persephone is swept away to a party and, by 

Aphrodite’s interference, ends up spending the night in the Underworld  

Hades, interested but respectful, flirts with Persephone and takes her 

back to Mount Olympus the next morning  Rumor spreads, and soon 

many others know that Hades and Persephone spent the night together 

despite the fact that nothing sexual happened  Hades quickly learns of the 

tremendous age difference between himself and Persephone, and he forc-
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ibly turns his interest away from Persephone, pursuing Minthe instead  

Persephone’s interest is complicated by her vow, but she maintains her 

crush from a distance  Not too long after the tabloids spread the rumor 

of Persephone’s late night with Hades, Persephone is visited by Apollo  

Despite her multiple rejections, Apollo continues to push her boundaries 

until he finally assaults her in the middle of the night, then taking photos 

of her while she was exposed and vulnerable  Persephone, confused by 

the trauma and unsure if she was assertive enough, turns to Hades for 

comfort  The comic follows Persephone and Hades as they continue to 

encounter one another under the circumstances outside of their control, 

forcing them to confront their feelings time and again  The comic is still 

updating every Sunday with little to no indication of when the narrative 

will end 

Outside of a few brief appearances while establishing the exposi-

tion, Demeter plays a relatively small role in the central action of this 

story  While the comic occasionally delves into the backstories of other 

secondary characters, this comic predominantly follows Persephone and 

Hades  Persephone is provided depth by establishing internal dialogues, 

presenting conflict, and fleshing out her characteristics outside of the typi-

cal myth  She is intelligent, excelling in academic competitions for years, 

but she does not find joy in its competitive nature  She is disorganized, 

relying heavily on impulse in order to create a version of spring that devi-

ates from her mother’s orderly nature  She is independent, determined 

to create a future for herself in which she is the one in control  She is her 

own person, through and through, and this allows her to experience her 

trauma complexly later in the narrative  She mourns what she has lost, 

but she also asks herself whether or not she was asking for it  She hesitates 

to tell others in fear of what it will reflect about her own personality  Her 

experience of trauma resembles that of many victims, and its realness 

fulfills a void left by the original myth  In this version, Smythe has created 
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an opportunity to engage the healing process in ways that are generally 

left unspoken  It is always assumed Persephone will heal, but victims who 

read the myth are rarely given insight into how that process may look  

Women who have felt that same violation are presented with depth, and 

this reading is critical for its predominantly female readership 

While this comic makes great strides in its representation of 

Persephone and her trauma, Lore Olympus has some significant problem 

areas that detract from its overall effectiveness  Persephone’s physical 

depiction has the potential to be deeply problematic; short, pink, and 

curvy, Persephone is often dressed in attire that leaves little to the 

imagination  While there is nothing inherently wrong in creating a sexy 

character, Persephone frequently experiences discomfort in her appear-

ance and faces objectification by many of the people around her  In the 

first two chapters of the comic, Persephone is told to wear a dress by 

her roommate, who leaves no room for discussion; her roommate says 

she is beautiful, and that is presented as an adequate justification for 

Persephone to wear the dress despite her anxiety  Throughout the comic, 

Persephone continues to be objectified by the males that leer at her  She 

is also depicted in her underwear for several chapters while the author 

cracks jokes at Persephone’s obviousness when it comes to male attention 

by answering the door and sitting on a stranger’s lap while undressed 

This myth also significantly differs from the original by making 

Apollo the perpetrator and ignoring Hades’ transgressions entirely  This 

comic does not operate independently from the original myth, and the 

vast majority of readers know Hades’ role as an abductor and a rapist 

from mythology  By making this choice, Smythe excuses Hades from 

his offenses and subsequently romanticizes their relationship  Readers 

are more likely to leave this story thinking that Hades is an upstanding 

figure despite their knowledge of his character’s history  Smythe could 

have instead omitted a love interest or found a different character to 
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fill that role; this choice would not directly clash with the fundamental 

conflict Persephone faces  This decision also disallows a complex narrative 

of trauma, forgiveness (or the lack thereof), and healing  It is easier this 

way, to make Hades into the man we want him to be, but it is not truth 

Tumblr

Dialogues romanticizing Persephone and Hades’ relationship run 

rampant on the social media site of Tumblr  Entire blogs are dedicated 

to this very oversight, relishing in a fallacious reading of the myth instead 

of critically addressing its content  I have selected a handful of examples 

out of the thousands that exist on the site in order to allow a glimpse into 

the rhetoric that is taking place around the Persephone myth 

Image 1 (see Appendix) explicitly acknowledges Tumblr’s proclivity 

towards romanticizing the myth and answers why users do so  Instead 

of engaging the harsh treatment of Persephone, user “doktorgirlfriend” 

asserts that the people of Tumblr would rather reimagine the myth in a 

way that ignores trauma and simplifies the narrative  It is difficult to look 

critically at the narrative the society has circulated, and it is perhaps even 

more difficult to find similarities between the mistreatment of Persephone 

and the mistreatment of women as a whole  For many, Tumblr is used as 

an escape from reality, and in this escape, users fill their dashboards with 

the content they wish were true  This post and the others like it may be 

products of this process 

Image 2 positions Hades and Persephone’s relationship against the 

relationships of other Greek gods and goddesses  It is common knowledge 

that Zeus is a less-than-perfect spouse, and Hera’s ire plays significant roles 

in many myths; therefore, almost any relationship would be preferable to 

that of Zeus and Hera  Persephone and Hades’ relationship is elevated 

in this juxtaposition, encouraging readers to believe that comparative 

standards are enough to identify a strong relationship  There is no criteria 



18

to be met; instead, readers are expected to accept that any relationship 

better than Zeus and Hera’s is worth romanticizing  These standards are 

remarkably low, thereby diminishing Persephone’s experience of trauma 

and discouraging self-respect 

Image 3 emphasizes users’ extreme resistance to counterarguments 

on this subject  Pushback is unwelcome because it challenges the fantasy 

the users would rather operate within  This post proves that a discussion is 

necessary, and it must be held with empathy  Users are likely so resistant 

to the truth because the truth hurts  To accept the existence of misogyny 

in foundational stories is to accept a legacy of oppression, of pain, and of 

missed opportunities  It is daunting and discouraging, but a discussion 

is crucial if we ever want to pursue change 

Image 4 provides an example of a user mapping the Persephone 

narrative onto their own life  As someone who is unable to escape its 

presence, I am intimately aware of what such a narrative implies  To 

live like Persephone is to live without agency, without voice, without 

hope for a future that ever understands you as equal  The story has been 

so thoroughly romanticized that users are unable to see the problematic 

nature of desiring an existence typified by victimhood and objectification 

These posts and others like it have restored Persephone to an ad-

mirable standing, but the idolization of her relationship blinds users to 

its highly problematic origin  Even her empowerment is defined by a 

masculine presence:

Persephone’s story is of course an encoding of patriarchal violence  

Her abduction and rape by Hades in the myth supposedly explain 

her presence as an underworld deity, but because the underworld was 

her original realm in preclassical mythology, we are really seeing a 

local Goddess’s power usurped by an Olympian god and then partially 

restored to her, but as derivative of the male god’s power  (Hayes 9)
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Depictions of the myth cannot ignore the reality of what happened 

without profound consequences for their audiences. These posts hide 

what is real and therefore discourage critical readings that could have 

instead been used for positive change. Turning a blind eye is just as 

much of a choice as the active endorsement of misogyny, and these 

posts would lead its audience to believe there is nothing wrong with 

the treatment of women then or now.

Conclusion

In my reading of “The Rape of Persephone,” I attempt to breathe 

life back into the narrative while respecting its origins and challenging 

its commonplaces  Women are not inferior  Trauma demands attention  

Consent is good  Women are able to achieve  An individual has the right 

to participate in decisions affecting their own future  Victimhood is never 

an individual’s only identifier  All of these claims and more are hidden 

when we fail to critically engage the myth and demand simplicity over 

complexity  Concealing the truth disallows change, and a lack of response 

is an act in and of itself (Nealon and Giroux 266)  We must believe in 

our own ability to enact change and foreground hope for a better future  

I refuse to stand idly by when the action is so clear 

I did not consent to a legacy of patriarchal violence imposed on 

me as it was forced on my mother, on my grandmother, and on my 

great-grandmother  I did not consent when my step-father grabbed my 

breast for the first time  I did not consent when I received this name, but 

I refuse to let it be tarnished when I see so much potential for change  My 

name is not synonymous with victim  My name is complex and carries 

weight  With this name, I demand attention  I demand agency 
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Appendix

Image 1

Image 2
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Image 3

Image 4
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Empathy in Fiction: How Can Readers Empathize 
with Fictional Characters?

Colleen Keefe

Through the creation of fictional characters and settings, 
children’s literature models situations that young people 
may interact with  Reading children’s literature is a way for 

these young readers to learn about themselves and the world around 
them  They may use these to build knowledge about people or places 
that are different than them or to enhance their social skills  In his 
novel Monster, Walter Dean Myers depicts the social injustices and 
racial discrimination faced by young black males in the United 
States through his creation of the main character, Steve  Since Steve 
is of a minority group, some readers may not identify with his racial 
markers or lived experiences right away  Philip Pullman creates an 
entirely different world in the first book of the His Dark Materials 
trilogy, The Golden Compass  While some relationships model 
experiences that could be had in the real world, most of the struggles 
that these fantasy characters face are very different than the ones 
readers would face in their own lives  Analyzing the ways that Myers 
and Pullman carefully craft these texts can help readers learn and 
practice different ways of empathizing with others and understand 
how readers might empathize with fictional characters even if they 
identify differently than the character 

Before entering an exploration of how empathy plays a role in a 

reader’s engagement with a text, it is important to define empathy for 

the purpose of this argument  According to Susan W  Cress and Daniel 

T  Holm in their article “Developing Empathy through Children’s 
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Literature, “[e]mpathy is viewed as both a cognitive and affective process” 

(3)  M L  Hoffman takes this further, defining empathy as “an affective 

response more appropriate to someone else’s situation than to one’s 

own” (104)  It is important to consider empathy as an affective response 

in addition to a cognitive process when thinking about readers as they 

respond to the text because individuals’ emotional states are affected by 

the actions of characters  In other words, to empathize with someone, 

whether they are fictional or real, engages a cognitive process where the 

individual responds to the feelings of another  While these feelings may 

occur more often or be stronger for some, empathy is a universal feeling 

that everyone can connect to 

It is not just true stories or living people that can evoke empathy  

Maria Nikolajeva writes of this ability to empathize with fiction in 

her piece “Guilt, Empathy, and the Ethical Potential of Children’s 

Literature ” She explains, “[t]he reason we can engage with fictional 

characters is that the recently discovered mirror neurons in our brains 

allows us to perceive their fictional goals as our own…The ultimate goal 

of any human being, real or fictional, is happiness, and in reading fiction, 

we experience proxy happiness when characters achieve their goals” (8)  In 

The Golden Compass, readers are taken on Lyra’s journey after she leaves 

Jordan College  She sets many goals along the way including needing to 

escape from Mrs  Coulter, then from the Oblation Board, and from Iofur 

in Svalbard  Lyra’s journey is full of successes and failures, and it seems 

that each time readers are celebrating Lyra reaching a goal, a traumatic 

event takes place (such as falling out of the Zeppelin, for example) and 

a new goal is set  Readers quickly become invested in Lyra’s well-being 

and overall happiness and, as Nikolajeva states, readers “experience proxy 

happiness when characters achieve their goals” (8)  An instance of this 

occurs at the very end of the text after the sky is split and Roger is severed  

Pullman writes, “So Lyra and her dæmon turned away from the world 
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they were born in, and looked toward the sun, and walked into the sky” 

(399)  Moments before, readers were left feeling sad about the severing 

of Roger, a foundational character in the text but, since Lyra’s story 

follows so directly and readers are invested in her success, the book ends 

on a positive note as Lyra is brave and moves forward to enter a new 

world  Because Lyra seems to be the focus of this novel, readers form an 

attachment with her and seeing her achieve success and reach her goals 

provides readers with proxy happiness 

Literature is proven to be an effective way to teach children or young 

adults how to empathize, among other social skills (Cress & Holm 5)  

The Golden Compass and Monster are both texts that serve as examples 

for how fictional texts in literature have the power to evoke empathic 

feelings and, in turn, play a large role in the empathic development of 

young people who engage with this genre  Empathic development can 

occur by observing the empathy that characters have for one another in a 

text or by being able to empathize with characters in certain ways  Before 

further examining how readers are able to empathize with characters who 

have different identity markers than them, it is first important to examine 

how empathy is portrayed and represented in both of these fictional texts 

Lyra from The Golden Compass is depicted as a self-centered indi-

vidual with her own agenda throughout the entire book, but she certainly 

has empathy for Roger in multiple scenes (Nikolajeva 14)  Right at the 

moment when Roger is severed from his dæmon, Pullman writes “Roger 

cried and twisted…and Lord Asriel himself was reaching down toward 

[Roger’s dæmon] with a wire; and Lyra knew the heart-convulsing pain 

of separation, and tried to stop—But they couldn’t stop” (Pullman 395)  

While this is not narrated by Lyra, making it more difficult to know her 

exact feelings, the line “Lyra knew the heart-convulsing pain of separa-

tion” is the most important to clue readers in about her empathy towards 

her dear friend Roger (Pullman 395)  Lyra was almost a severed child 
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herself, and among other emotions, Lyra was described as “shocked and 

terrified” as she was held down before this horrible event almost happened 

to her (Pullman 277)  Daniel C  Batson identifies eight uses of the term 

empathy, and concept six helps explain why having a similar experience 

may help a person, or character, be empathic  Concept six is “imagining 

how one would think and feel in the other’s place” (7)  Pullman is able 

to portray Lyra’s empathy with Roger because this experience connects 

to one that she almost endured and was still traumatized by  Even to 

readers who may not understand empathy, it is evident that knowing 

“the heart-convulsing pain of separation” is leaving Lyra distraught as 

she watches her dear friend go through this  Since the scene where Lyra 

was almost severed was one of the major emotion-filled scenes of the 

book that easily stands out to readers, it is clear that she is having these 

empathic feelings towards Roger based on her own previous experience  

Through this portrayal of empathy, readers see an example of a situation 

in which someone may empathize with another which, in turn, could 

provide young readers with a greater awareness of empathy and empathic 

situations 

Myers portrays empathy in a different way in Monster, by connecting 

Steve’s experience to the social injustices and inequities faced by so many 

young black males in our country  Very close to the beginning of the 

book, Steve’s lawyer, Kathy O’Brien, tells him, “My job is…to make you 

a human being in the eyes of the jury  Your job is to help me” (Myers 16)  

She does not say that her job, or primary concern even, is to prove that he 

is not guilty, that he was not a part of this robbery that ended in a murder  

Her job is to carefully choose her words to craft empathic feelings in order 

to “make [Steve] a human being” to a group of jury members who have 

preconceived monstrous notions of young black men and their credibility 

(Myers 16)  O’Brien must use her ethos as a white lawyer throughout the 

entire trial to build disingenuous empathy and credibility for her young 
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black defendant in the eyes of the jury members, who have a harder time 

empathizing with him because of their very different lived experiences  

This scenario from Monster provides readers with the opportunity to see 

how empathy can be created while also seeing the power that empathy has 

in a given situation  O’Brien prioritized making sure the jury members 

were able to empathize with Steve because she knew he would be unable 

to win the case without their empathy 

Because the details that Myers and Pullman provide about their 

characters’ thoughts and feelings, readers can empathize with Steve or 

Lyra even if they identify differently than them or have different lived 

experiences (as an African-American male or in a fantasy world)  In her 

article “A Theory of Narrative Empathy,” Suzanne Keen writes, “[c]

haracter identification often invites empathy, even when the fictional 

character and reader differ from one another in all sorts of practical and 

obvious ways, but empathy for fictional characters appears to require 

only minimal elements of identity, situation, and feeling, not necessarily 

complex or realistic characterization” (214)  This portion of her theory is 

particularly important when analyzing how readers can empathize with 

characters that may appear very different than them  One example of a 

“minimal [element] of identity, situation, and feeling” that may help 

readers empathize with Steve and Lyra is their complex relationships 

with their parents  Steve’s relationship with his parents becomes very 

complicated because of the trial and the actions he may have taken the 

day of the robbery  After he is found not guilty, he writes in his journal, 

“Whatever I do pleases my mother, because I am here with her and not 

put away in some jail” (Myers 280)  While many readers may not be able 

to connect to his experience of almost being convicted of a felony murder, 

any reader who has had a relationship with a parental figure can empathize 

with the complexity of wanting to please them in some capacity 

Similarly, Lyra has a very dynamic relationship with her parents  
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Throughout the course of The Golden Compass, Lyra learns who her 

parents are  At the very end of the book, Mrs  Coulter and Lord Asriel 

are together, and it is one of the few times that they directly interact  

Pullman writes, “Her own parents, together! And embracing so pas-

sionately: an undreamed-of thing” (394)  Again, while Pullman does 

not provide Lyra’s inner thoughts on these pages, the way this scene is 

described can still allow readers to understand what she may be feeling  

Pullman uses “undreamed-of” to describe Lyra’s parents together in a 

loving manner (394)  Using “undreamed-of” in this way lets the reader 

know that ultimately Lyra would love for her parents to be together and 

it is unthinkable since she grew up as an orphan (Pullman 394)  Similar 

to the connection made above with Steve and the readers of Monster, even 

though Lyra lives in a fantasy world that is unknown to humans, readers 

with parental relationships can empathize with Lyra and understand 

what it feels like to either witness their parents in a warm embrace or 

wish they could witness this for themselves  Overall, both characters 

have small elements of their identity that pave the way for readers (who 

cannot connect to them on a larger scale) to make connections in order 

to empathize with them 

In addition to Keen’s “A Theory of Narrative Empathy,” Batson’s 

eight concepts of empathy can also provide an understanding for how 

readers can empathize with characters that are so different from ourselves  

Batson’s first concept is “knowing another person’s internal state, includ-

ing his or her thoughts and feelings” (4)  In Monster, readers receive 

information about the story in two different ways  One way is through 

a screenplay and the other is through Steve’s journal  The screenplay is, 

arguably, a depiction of the trial that is supposed to take Steve’s feelings 

out of it  While this is certainly up to the reader’s discretion, because 

they are aware that Steve is narrating or writing this screenplay, the trial 

is depicted more simply with details of what is occurring and does not 
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include Steve’s internal thoughts  For example, at one point the stage 

notes detail, “STEVE puts his head down and begins to weep  MR  

HARMON turns away, then reaches back and touches STEVE’s hand  A 

GUARD crosses quickly and moves the father’s hand away from his son” 

(Myers 113)  While readers know exactly what is occurring physically, 

they do not have any direct information of what a person is thinking 

which may make it difficult to apply Batson’s first concept of empathy  

Due to the clue of “STEVE puts his head down and begins to weep,” 

readers can infer that he is sad, and they can infer why, but there are no 

certainties about his internal feelings 

Luckily, Myers also provides readers with Steve’s journal, which 

details many of his inner thoughts and feelings as he reflects on his 

experience throughout this trial  There are many examples of the emotion 

portrayed through his own writing, but a notable instance is when Steve 

writes, “I hate this place  I hate this place  I can’t write it enough times 

to make it look the way I feel  I hate, hate, hate this place!!” (Myers 46, 

emphasis in original)  Steve blatantly states how he feels, but analyzing 

his writing also lends to a deeper understanding of the depth of his 

feelings  He repeats the word hate, a very strong word to begin with, five 

times  He also uses exclamation marks to depict his emotion through 

writing  The three underlined hates do not just provide repetition to get 

his point across, but again, depict the strong negative emotions he feels 

about being in jail  The first-person narration in Steve’s journal allows 

readers the opportunity to empathize with him by allowing them to gain 

insight about his thoughts and feelings, just as Batson identifies as a way 

for individuals to feel empathy 

Even though there is no account of Lyra’s feelings from her own 

perspective, her feelings are often described by the narrator  When Lyra 

devises a plan to trick Iofur Raknison into believing that she is a dæmon 

and is ushered into the great room that houses his throne, she is taken 
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aback by how large and powerful he appears  Iofur is physically much 

larger than Iorek, and he appears more powerful from the throne he 

sits on and the shiny armor he wears  Pullman writes, “She quailed  

Suddenly her idea seemed too feeble for words” (336)  The inclusion 

of the words “feeble” and “quailed” clues readers into Lyra’s feelings of 

being weak and powerless in the presence of a giant bear  Her plan to 

trick Iofur has the intention of saving her dear friend Iorek, and Lyra 

must be commended for her bravery in this moment  Again, while there 

is no personal account of her thoughts and feelings, Pullman includes 

enough valuable information to portray how she feels in order for readers 

to empathize with her in this moment  Just like the information present 

in Steve’s journal, this allows readers to “[know] another person’s internal 

state, including his or her thoughts and feelings” which is a way for readers 

to empathize with these characters (Batson 4) 

Monster and The Golden Compass are two examples of novels in the 

genre of children’s literature that provide readers with the opportunity 

to learn about empathy and practice empathizing with characters that 

may appear different than them  The work of Suzanne Keen and Maria 

Nikolajeva can be applied to gain an understanding for how readers 

are able to engage with fictional texts in a way that evokes feeling and 

empathy  The connections that readers form with Steve and Lyra while 

reading lead to a relationship with these characters that provides readers 

with proxy happiness as Steve and Lyra reach their goals  The ability to 

empathize with characters in a fantasy world, or those who differ in race or 

gender, provide readers with the opportunity to evaluate the relationships 

they have in their own lives in addition to recognizing that they were 

able to empathize with individuals who are not similar to them, after all 
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“Big Mood”: Internet Speech as a Dialect of English

Kate Fortner 

Though not traditionally considered a dialect, the language 
of the internet shares many things in common with one  
In order to elaborate upon this point, it is essential that 

“internet speech” is clearly defined  For the purposes of this essay, 
internet speech will be defined as the specific way of communicating 
unique to certain users of the internet  It is an entirely written form 
of communication that has recently begun to cross over into verbal 
communication  Internet speech is found on social media and 
messaging platforms, a common example being the unusual way of 
communicating found on Twitter  It has a unique origin, a particular 
demographic of people who speak it, and its own set of unspoken 
rules for effective use  These traits designate internet speech as a 
dialect, or a “A form or variety of a language which is peculiar to a 
specific region, esp  one which differs from the standard or literary 
form of the language in respect of vocabulary, pronunciation, idiom, 
etc” (“Dialect n ”)  

While most dialects are unique to a region, internet speech is more 

closely tied to an action  One could consider the region “cyberspace,” but 

it would be more accurate to say that internet speech is used primarily 

on social media platforms such as Twitter, Facebook, Instagram, and 

Tumblr  Internet speech is most common on websites where people are 

in frequent communication with one another  Tweets provide a good 

example of internet speech, but it also carries over into direct messages 

and is commonly used on messaging platforms such as Discord or Skype  

Furthermore, each of these platforms has a slightly different variation 
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on internet speech  The rules that govern internet speech differ between 

Facebook and Twitter, which seems logical as the age demographic of 

the users of those websites varies considerably  Users of Facebook tend to 

be older, and they are more likely to use Facebook as their primary social 

media account  By contrast, Twitter users are more likely to be younger 

and to use Twitter in addition to other accounts such as Instagram or 

Tumblr  This essay will discuss primarily the type of internet speech 

used by teenagers and young adults on Twitter, Tumblr, Instagram, and 

instant messaging platforms such as Discord  

Dialects are a result of linguistic change, and they develop when 

an innovation occurs among only one section of the population that 

speaks a particular language (Ivić)  This is true of internet speech as 

well, further suggesting it qualifies as a dialect  Only a small section 

of the large population of English speakers began altering the rules of 

traditional English grammar, spelling, and syntax to better suit their 

needs while the rest continued to use English without these innovations  

Internet speech was unconsciously designed to compensate for the lack 

of body language and tone when communicating over the internet  It 

also developed as a means of communicating faster  Typing being much 

slower than speaking, abbreviations are essential  This type of innovation 

occurs in spoken dialects as well  One of the most notable examples is 

contractions, particularly those of the American South  The dialect of 

the American South frequently combines words such as “you all” into 

“y’all” and variations of “am not” or “are not” into “ain’t ” Internet speech 

combines commonly used phrases such as “I don’t care” into “idc” or 

“hit me up” into “hmu ” 

The most widespread type of dialect is the regional dialect, which, 

as the name would suggest, is defined by geographical boundaries (Ivić)  

However, internet speech is not defined by geographical boundaries but 

rather social ones, making it a social dialect  The defining boundary of 
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internet speech is not social class or education level as is common, but 

rather internet usage and age  It is most often employed by social media 

users, primarily teenagers and young adults  These are also the types of 

people who spend the most time on the internet  Teenagers and young 

adults make up the majority of social media users, and the majority of 

teenagers and young adults report using social media for more than two 

hours per day (Simsek p 110)  Teenagers and young adults tend to also 

be the most proficient users of social media, likely due to the amount of 

time spent on social media on a daily basis and throughout their lives  

These individuals could be considered “native speakers” of the dialect 

as they are in part responsible for its creation and speak it fluently  By 

contrast, older adults who use social media without much understanding 

of the lingo could be considered “tourists ” They understand enough of 

the language to manage in this unfamiliar “land,” but many of the nuances 

of language and cultural jokes are lost on them  

Frequent social-media users are responsible for the way internet 

speech has evolved and developed its distinguishing features  Internet-

specific terminology developed because it was helpful to users of social 

media and the internet as a whole  Consider the word “meme,” which was 

first proposed by the scientist Richard Dawkins in 1976 in reference to 

any idea that replicates and mutates (Scarbrough)  Internet users seized on 

this word to talk about their own experiences with rapidly replicating and 

mutating online jokes, and now this new meaning is its most well-known 

definition  The unique experiences found on social media have given rise 

to many other new meanings of words as well  This phenomenon is also 

common with other dialects where words may have alternate meanings 

to speakers of different dialects  For example, the word “corn” refers to 

maize in American dialect, wheat in English dialect, and oats in Scottish 

dialect (Crystal)  Similarly, in standard English, the word “ghost” refers 

to the spirit of a dead person, but in internet speech, ghost becomes a 
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verb that refers to the act of shunning all interaction with someone  

The way internet-specific terminology developed to suit the needs of 

internet users is also evident in the vast number of ways internet users have 

of saying they relate to or agree with something  This follows as much of 

social media usage centers on reaction  These words and phrases arose as 

a way to respond to other messages on social media  Examples include 

“same,” “big mood,” “me,” “this,” “valid,” “tru(e),” and “relatable ” All 

of these words and phrases mean slightly different things and are ap-

plied to different contexts, but they all serve the same function as casual 

responses to other social media users  Words such as “this” or “tru(e)” 

(the parentheses indicate this word is frequently abbreviated by removing 

the “e”) are commonly used to express agreement with a point or fact, 

and they may be emphasized by way of capitalization or punctuation  By 

contrast, “mood” or “big mood” (big is used as an intensifier) and “same” 

are used to convey that one feels the same emotion or has been in a similar 

situation to that detailed by another speaker of internet speech, and they 

are sometimes used to show sympathy  “Me” is often used humorously 

or facetiously to draw a connection between oneself and a social media 

post  Speakers of internet speech use “valid” to indicate understanding 

and/or solidarity with another’s actions or feelings  Finally, “relatable” is 

precisely what one would expect—a simple way to say that the situation 

easily relates to oneself  

In addition to altering vocabulary, linguistic change and the needs 

of internet users have also impacted grammar  It changed to compensate 

for lack of tone and body language  Capitalization (or lack thereof) and 

punctuation (or lack thereof) have significant, subliminal meaning  

For a very basic example, “no” has a different meaning than “No ” The 

former would be equivalent to a casually delivered dissent in standard 

English while the later would be equivalent to one said sharply  Without 

verbal tone to communicate emotion, speakers of internet speech have 
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been forced to adapt grammar to compensate  This example is only the 

metaphorical tip of the iceberg when it comes to the ways social media 

users have adapted grammar to convey tone and emotion  Social media 

users may also capitalize words in the middle of otherwise lowercase 

sentences to emphasize the importance of those words (Goosegoblin), 

or they may type in a crescendo, suddenly switching to all capitals in the 

middle of a word, to indicate excitement (Steveogers)  

As shown by these examples, internet speech, or the particular system 

of patterns internet users and social media users in particular use to com-

municate with each other, is functionally a dialect  Speakers of internet 

speech are part of a “class” that is separate from other members of the 

English-speaking population by way of their increased social media usage 

and their age, just as speakers of different social dialects are frequently 

separated by class or education  Internet speech developed as a result of 

linguistic change wherein members of this separated group (teenagers and 

young adults who used social media frequently) developed innovations 

in language that the rest of the English-speaking community did not; 

these innovations serve their own needs as all dialects do  And internet 

speech has developed its own unique set of rules for certain aspects of 

grammar, spelling, syntax, vocabulary, and punctuation that are not 

found in standard English in the same way as other dialects of English 

such as Cajun Vernacular English  Therefore, internet speech qualifies 

as a dialect of English  
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Aetonormativity as a Tool of Oppression in Curtis’s 
The Watsons Go to Birmingham—1963 and William-

Garcia’s One Crazy Summer

Megan Richardson

Why is it that adults oftentimes envy naïve, innocent 
childhood experiences? A child is essentially a 
miniature version of an adult and will transition into 

one with little to no effort, on the premise of age itself, whether 
or not they act like it in their demeanor  Childhood is a time of 
exploration, when knowledge as power is encapsulated in every sense; 
no opportunity to learn is too small, whereas in adulthood, a sense of 
nostalgia is commonly felt toward childhood in terms of ignorance 
being blissful  Knowledge comes with age, and with knowledge 
comes an inherent burden of expanded thought, which manifests 
itself in worry and enhanced awareness  Yet, adults still use this 
age-based power trip to their advantage, mainly by critiquing their 
children through the use of their own experience and/or position as 
a standard of comparison  Given that the power structures of our 
society inherently places adults above children, it is easier for adults 
to maintain hold on their children by reinforcing their own, granted 
superiority  Although, this does not restrict children from using 
aetonormativity to their own benefit  In Christopher Paul Curtis’s 
The Watsons Go to Birmingham—1963 the adult characters, Daniel 
and Wilona, use an aetonormative approach to exert power over 
their children; in Rita William-Garcia’s One Crazy Summer, the girls 
emphasize aetonormative assumptions as a way of exerting a kind of 
power over Cecile, their mother 



43

Maria Nikolajeva, who originally coined the term “aetonormativ-

ity,” as it relates to children’s literature, addresses the depth of it in her 

book Power, Voice and Subjectivity in Literature for Young Readers  She 

notes that the relationship that exists between children and adults, inside 

and outside of literature, is one in which “adults are and always will 

be superior” with a “power-hierarchy [that] is non-negotiable” (203)  

Nikolajeva sheds light on the idea that an inherent cost to children’s 

literature produced by adults is deliberately or unconsciously “ignoring 

the issue [of adult supremacy] altogether or […] unconditionally affirm-

ing adult norms” because it is impossible to reflect on the adult position 

in its entirety when the individual also occupies that position; the text 

is filtered through a perspective in which the adult cannot be removed 

(203)  She holds that “the only way to circumvent adult normativity […] 

is through non-mimetic modes”; so as long as adults exist, the hierarchy 

that privileges adults will stay intact (Nikolajeva 203)  Thus, Nikolajeva 

asserts that limitations are subsequently applied to a child’s agency in 

regard to the ways in which they can be empowered, which largely rely 

on adult superiority (204)  For example, Nikolajeva devotes attention 

to the fact that “even when a child is occasionally allowed to triumph it 

occurs with at least one adult’s support” and is time sensitive or temporary 

(203)  Essentially, aetonormativity runs on children being subordinate 

to adults, and a child’s agency operates within this system, thus limiting 

what they are able to do 

Adult Enactment of Age-Tempered Subordination

According to aetonormative ideals, it can be said that greater age 

denotes greater authority, which Daniel and Wilona use to their advan-

tage in The Watsons Go to Birmingham—1963  Specifically, Daniel and 

Wilona do this by using age-oriented terms of address that describe their 

children (Bryon, Kenny, and/or Joey), themselves in the third person, or 
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a third party  For instance, both Daniel and Wilona frequently refer to 

Bryon using the word “boy,” which implies that the person using this term 

of address is older than the person to whom they are referring  Daniel uses 

this speech pattern following Byron’s run-in with the mirror when he says, 

“Well, at least the boy hadn’t gotten too passionate with himself,” and he 

does it again after shaving Byron’s head when he says, “You can tell this 

boy has got a ton of Sands blood in him” (Curtis 14, 98)  Then Wilona 

does the same thing after Byron experiments with fire by saying, “if that 

boy sets this house on fire with his nonsense” (Curtis 71)  The word “boy” 

serves as a constant reminder to Byron that he is younger and therefore 

“underneath” his parents  Not to mention, the context in which they 

use the term “boy” is always centered around Byron’s misdoings (kissing 

the mirror, playing with matches, and transforming his hair), which 

suggests that misbehavior is characteristic of children or youth  In other 

words, this would not be happening if he were an adult  However, these 

age-conscious terms of address do not only apply to Byron  Wilona uses 

an age-oriented term that pertains to herself to figuratively place herself 

above Joey  During Wilona’s attempt to burn Byron she explains, “But 

honey, some of the time Momma has to do things she doesn’t want to 

do” (71)  Wilona first refers to herself in the third person when she calls 

herself “Momma ” This reasserts herself as the authority figure because 

(as a mother) she gave birth to Joey, making her older  Her use of the 

term “Momma” to refer to herself also suggests that she is using it to 

justify her actions to her daughter because adults (especially parents) are 

supposed to be trustworthy  Her saying that she “has to do things she 

doesn’t want to do” also insinuates that she does not have the privilege 

of doing what she wants without second thoughts like a child like Joey 

might  With adulthood comes responsibility, which places Wilona above 

her daughter  She uses her own identity as a power mechanism, whereas 

Daniel takes advantage of age-conscious terms of address that do not even 
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directly refer to him or the object of his subjection (like he and Wilona 

had done with Bryon) to reinforce his superior position  As the narrative 

states, “‘Mrs  Watson’ he said, ‘I’d like to introduce you to your long-lost 

son” (97-98)  Then shortly after, he comments, “And Mrs  Watson” (98)  

Daniel refers to Wilona as Mrs  Watson, especially in front of the kids  

The use of the word “Mrs ” establishes Wilona as a married woman, a 

privilege reserved for adults  Referring to his wife in this way reminds his 

children that that they are not old enough for commitment  That type of 

responsibility comes with age, as does intellect and autonomy 

Daniel and Wilona’s age-oriented terms of address are rather overt, 

as they correlated directly to the issue of age, but their commentary on 

their children’s competence is more imbedded in their language as a 

reflection of their perceptions  Daniel and Wilona comment on their 

children’s ability levels, or lack thereof, to praise their own levels of 

proficiency, thus establishing themselves as superior once again  For 

instance, Daniel refers to Byron as a “little knucklehead” (Curtis 14)  

The word “knucklehead” suggests that Byron is stupid and placing 

“little” in front of it implies that Bryon is dumb because he is young  

This insinuates that knowledge comes with age  As an additional remark 

on Byron’s intellect (but more so in reference to his judgement rather 

than his scholastic ability), Daniel “swear[s] this is the first time” that 

he has seen someone with their lips attached to a mirror in the midst 

of winter (15)  The phrase “the first time” insinuates that Byron is so 

unprecedented in his foolishness that not even Daniel, a 35-year-old 

man, has seen someone get their tongue stuck to a mirror  Then Wilona 

extends Daniel’s commentary on judgement/making decisions as she 

lays into Byron by saying, “but you decided you’re a grown man” (88)  

Wilona’s assertion that Byron “decided” he was a grown man implies 

that he is not able to make decisions on his own  He needs an adult to 

help him reach a conclusion because he is not a “grown” man yet  This 
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suggests that you have to gain this ability over time  This same type of 

age-determined superiority even comes into play with Joey  It might seem 

surprising that this speech pattern persists even with minor characters, 

like Joey, but this actually supports the general aetonormativity that is 

found within The Watsons Go to Birmingham—1963  Wilona addresses 

Joey’s concern by saying, “Sweetheart, I’m so proud of you I know you’re 

trying to protect your brother and that’s a good thing” (71)  Wilona 

addresses Joey as “sweetheart,” which is a term of endearment normally 

used by an older individual to address a younger individual (which is the 

case here)  The use of the term “sweetheart” suggests that Joey is cute for 

protecting her older brother  In other words, this implies that her behavior 

is admirable, but it is also unsolicited, especially with an adult around to 

handle the matter  She then goes on to praise Joey for “trying” to protect 

her brother, which suggests that she was unsuccessful in her attempt to 

do so or was incapable of doing so  Specifically, Wilona describes herself 

as being proud of Joey  The fact that Wilona’s pride comes from Joey 

implies that there is a standard of behavior, established by Wilona (an 

adult), that Joey is satisfying (or trying to), which subsequently places 

her “below” Wilona  Joey is making progress towards the aetonormative 

assumption that adults are more capable protectors than children, which 

does warrant praise according to Wilona  However, by referring to Joey 

as “sweetheart” and discounting her efforts as “trying,” Wilona insinuates 

that Joey is not yet capable of protection at her age, just as Byron was 

unable to make his own, informed choices 

Whereas age-oriented terms of address and ability-level commentary 

can function independently of one another, as mentioned in the previous 

two paragraphs, they come together in Daniel and Wilona’s comedic 

attacks on Byron  Daniel and Wilona use humor to lightheartedly 

strengthen their hold on their children, but more specifically Byron  

For example, Daniel mocks his son when he says, “well lover boy, I 
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guess this means no one can call you Hot Lips” (Curtis 15)  First of all, 

the term “boy” implies that he is younger than Daniel himself, and the 

whole phrase “lover boy” insinuates this humorous tone that suggests 

that by no means is Byron regularly seducing any girls  The word “boy” 

suggests that that is a job for a man, like Daniel himself, and it will come 

with age  Similarly, Wilona calls Byron “Daddy-o” to taunt him (89)  

According to the Oxford English Dictionary, “daddy-o” suggests equality 

between the speaker and the person addressed  However, considering 

the context of the situation, it suggests that Wilona is using these terms 

to mock the fact that Byron thinks he is equal to her and Daniel  He is 

far from being on their level, and Wilona’s use of “Daddy-o” suggests 

that she finds it comical that he thought he could assume this level of 

equality with her and Daniel as adults  Basically, Daniel came before 

Byron, which was the same idea that was instilled with the use of “boy,” 

and this hierarchy helped establish Byron’s lack of ability in seducing 

girls and exercising equality 

Aetonormativity as an Accomplice to Masculinity

As illustrated in his aetonormative approach to subordinating his 

children, Daniel uses all situations at his disposal in order to subordi-

nate others (but particularly his children), whether it be capitalizing on 

someone else’s mistake or the use of simple words  This same type of 

superior behavior then transcends into affirming his masculinity as well  

Amina Chaudhri recognizes The Watsons Go to Birmingham—1963 as 

commendable in that it presents an alternative to typical hegemonic 

masculinity mainly through the portrayal of Kenny (159)  Chaudhri 

notes that “Readers empathize with his tendency to cry, to express fear, 

and to exhibit vulnerability, and as such his character is heroic in ways 

not typically presented in literature with male protagonists” (150)  

However, Chaudhri also acknowledges that Kenny is still surrounded 
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by heteronormative masculinity with the presence of Daniel and Byron 

as it manifests through such channels as physical and emotional distance 

along with hostility in the name of masculine superiority (151-156)  In 

fact, Chaudhri mentions that “hegemonic masculinity involves physical 

and emotional domination, homophobia, and repeated assertions of 

superiority in all aspects of life,” which she finds to be true in The Watsons 

Go to Birmingham—1963 (148)  For example, Chaudhri exposes Daniel 

as taking a materialistic approach (in addition to his other tactics such as 

humor, distractions, etc ) in securing his manhood with his “purchases 

of (among other things) air freshener and a top-of-the line ‘drive-around 

record player’ for the car” (155), which really captures the essence of 

Daniel as everything turns into a power trip 

Building on Daniel and Wilona’s installation of aetonormative 

principles with their children (in order to position them as inferior 

to themselves), age presents itself as another way to secure superiority 

outside of aggression and other such tactics not only as a male, but as 

a female as well  Therefore, Daniel is able to simultaneously reinforce 

aetonormativity and his masculinity, being that hegemonic masculinity 

operates on the notion of “superiority in all aspects of life” (Chaudri 148)  

For example, when Daniel refers to Byron as a “little knucklehead” the 

use of “little” as a modifier for “knucklehead” does suggest that Byron 

is ignorant because he is young, but it also helps Daniel reaffirm his 

masculine identity because now his superiority has approached a mental 

level rather than just a physical one (Curtis 14)  Similarly, when Daniel 

“swear[s] this is the first time” he has seen someone with their tongue 

frozen to a mirror, it does imply that Byron’s stupidity is on a whole 

new level, but it once again helps Daniel expand his superiority and 

subsequently his masculinity in terms of mental capacity (Curtis 15)  

With this being said, aetonormativity and masculinity are both rooted in 

superiority and othering, so aetonormativity lends itself to strengthening 
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masculinity  However, sometimes it works the other way around with 

masculinity helping to subordinate children on the basis of age 

Representation of Children in Literature

Just as aetonormativity affects Daniel’s masculinity, it also affects the 

way that children operate within its constraints in terms of successfully or 

unsuccessfully expressing agency  The Watsons Go to Birmingham—1963 

exhibits strong, young characters (specifically Byron and Kenny) that defy 

and subsequently challenge adult authority by exceeding boundaries of 

choice and thought that are imposed upon them as youth  From Jessica 

Seymour’s ‘Youth Theory’ perspective, this resistance should be ap-

plauded as it gives precedence to youth (when analyzing texts) in the way 

that they are “interacting with dominant, age-based power discourses,” 

which is in opposition to the upper hand that adults are portrayed as 

having over children in Nikolajeva’s construction of aetonormativity (2)  

Seymour identifies ‘exercising agency’ as a power construct that largely 

exists to the exclusion of youth, so she notes the ability of any juvenile 

character to display any degree of “freedom of choice, and the ability 

to act on choices” as significant (3)  Seymour then relates this idea of 

power in choice to the construction of counter narratives “which invert 

the oppressive traditions to the dominant group by creating stories that 

argue against their superiority” to praise youth for not being compliant 

objects of aetonormativity (6)  With that being said, The Watsons Go 

to Birmingham—1963 is a great representation of a counter narrative 

with youth rebelling against adults  Therefore, from a ‘Youth Theory’ 

perspective, The Watsons Go to Birmingham—1963 should be applauded 

for exhibiting young characters (specifically Byron and Kenny) that defy 

and subsequently challenge adult authority, even if some of their choices 

are not intelligent ones  For example, Byron challenges adult authority 

when he chooses to play with fire and dye his hair, while Kenny makes the 
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choice to disobey the sign posted by Joe Collier  However, the narrative 

punishes Byron and Kenny for exhibiting any sort of agency in opposi-

tion to adults  Byron’s hand is almost singed and his hair is shaved off, 

while Kenny almost pays with his life  Therefore, the very existence of 

such ‘Youth Theory’ ideals in this text only exacerbates aetonormativity 

because, although Byron and Kenny portray agency, they are still unable 

to infiltrate adult authority; this strengthens the age barrier more so than 

if they complied 

Power of Dependence

Whereas in The Watsons Go to Birmingham—1963 dependence is 

mainly presented as something to escape (especially with Byron as he 

rebels against his parents), in One Crazy Summer Delphine, Vonetta, and 

Fern—three sisters sent to spend the summer with their mom, whom they 

refer to as Cecile, in California—embrace their dependent position  They 

are largely able to do this because of Cecile’s opposition to the “strong 

black woman” construct  KaaVonia Hinton and Angela Branyon analyze 

depictions of womanhood manifested by Big Ma (the girls’ grandmother 

and primary caretaker along with their father), Marva (the girls’ step 

mom), and Cecile in One Crazy Summer and the rest of the books in the 

trilogy in terms of how closely they align with the “strong black woman” 

construct, and it is no secret that Cecile lies outside of it  Hinton and 

Branyon note that “Black women were excluded from the cult of true 

womanhood,” which is defined as “a set of attitudes that include virtue, 

submission, domesticity, and morality” (329)  Subsequently, in an effort 

to prove themselves, the “strong black woman” construct was set into 

motion as they “encouraged each other to publicly uphold high moral 

standards and to be committed wives and loving parents” (Hinton and 

Branyon 329)  Hinton and Branyon then go on to affiliate Big Ma with 

the strong black woman construct as she “exhibits moral strength and 
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incorporates these efforts in her role as grandmother” (330)  Hinton and 

Branyon also recognize Big Ma as the “girls’ primary model of feminin-

ity,” which causes the girls to view Big Ma’s rendition of womanhood 

as normative in that a mother is a provider and protector (330)  Cecile 

is essentially the opposite of Big Ma, a character closely aligned with the 

“strong black woman” construct, with her need for independence and 

rebellion  However, the girls have expectations for her (as a mother) 

that stem from what they are accustomed to: Big Ma or the “strong 

black woman” construct (Hinter and Branyon 338)  Subsequently, this 

allows the girls to position themselves as dependent and use Cecile’s 

noncompliance, in regard to aetonormative assumptions, against her 

In The Watsons Go to Birmingham—1963 Daniel and Wilona use 

aetonormativity to reinforce their superiority as parents, but when it 

comes to One Crazy Summer, the girls —Delphine, Vonetta, and Fern—

use the same aetonormative approach that Daniel and Wilona used to 

undermine their mother’s authority  Although the girls capitalize on 

aetonormativity in different ways than the Watsons as they first emphasize 

the aetonormative assumption that wealth and financial pursuits come 

with age to belittle Cecile, they are still using it to establish power  

Delphine describes Vonetta as “whirl[ing] around on her heels—taking 

in the clean walls, the curtains, a beat-up sofa, a few stacks of books, and 

not much else—land[ing] and sa[ying] where’s the TV and everything?” 

(Williams-Garcia 26)  Vonetta asks where the TV is, like she is surprised 

that Cecile does not have one  However, it is not weird that Vonetta 

does not have one herself or that she has brought few possessions with 

her  This insinuates that Cecile should be more financially set at her age 

and have something to show for it, and Delphine adds her perspective 

to Vonetta’s by describing what Cecile does have as “beat-up” and “few” 

(without Vonetta even having to say anything), which implies that the 

possessions she does have are limited and not of quality  Additionally, 
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the use of the word “clean” to describe the walls further implies that 

the quantity of Cecile’s possessions is limited, being that the walls are 

absolutely bare  Likewise, Vonetta says to Cecile later on, “You mean you 

don’t have a phone?” (Williams-Garcia 33)  Again, the fact that this is a 

question in the first place insinuates that a phone is a common staple for 

adults to have in their home, and Cecile does not have one, which puts 

her behind the insinuated, appropriate threshold of possessions that she 

should have at this point in her life  This gives the girls the opportunity 

to exploit the fact that, at this stage in the game, it is okay for children 

to have no financial stability  They use their financially inferior position 

to comment on Cecile’s ability to maintain financial stability as a grown 

individual  Then Delphine follows a similar train of thought with her 

reaction to Cecile asking them for their money as she says, “No way she 

was getting our money” (Williams-Garcia 31)  The way that Delphine 

says “our” suggests that Cecile should have plenty of her own money  

She should not have to use their money to provide for them  There is no 

excuse for her lack of material wealth or lack of wealth in general as she 

is a grown individual 

According to the image of the powerful black mother, a mother 

is extremely present on the home front, but Cecile values her freedom 

and independence  Therefore, the girls are able to use their identity as 

children in need of care to undermine Cecile’s authority even further  

Delphine responds to Cecile’s lack of support in pulling out the extra 

bed with saying, “She should have helped us” (Williams-Garcia 27)  

Then Fern adds on, “She surely should have” (Williams-Garcia 27)  The 

word “should” implies that Cecile has an obligation to take care of them 

and that she must do so because she is older than them  Cecile does not 

consider helping the girls  However, Cecile directing the girls on how to 

get their own food warrants an even greater response as Delphine explains, 

“We couldn’t believe our ears  Our crazy mother was sending us outside 
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to find militant strangers if we wanted to eat” (Williams-Garcia 57)  By 

the girls asserting that they “couldn’t believe” their ears, it suggests that 

the idea of providing for themselves was unthinkable  In other words, 

it suggests that it is Cecile’s job to provide them with food, as they are 

in need of protection from the outside world that Cecile can supply  

Furthermore, Delphine is able to use her position as a child even more 

when she receives backlash from Cecile for not calling her father following 

Cecile’s arrest  Delphine tells Cecile, “I’m only eleven years old, but I 

do the best that I can  I don’t just up and leave” (Williams-Garcia 206)  

By Delphine asserting that she is “only eleven years old,” she asserts that 

she is merely a child and that she should not be caring for her sisters at 

her age  Then she goes to criticize Cecile for “up and leav[ing],” which 

implies that Cecile is an escape artist who is neglecting her duty to care 

for her children  The whole suddenness of the phrase “up and leave” 

implies that Cecile spent little time preparing or thinking about the 

consequences of her actions in regard to herself or her children, which an 

adult like herself should plan for in advance  Delphine saying, “I do the 

best that I can,” implies that, as a child, she is not entirely self-sufficient, 

so it is wrong for her mother to put the well-being of herself and her 

sisters solely in her hands; Cecile does not take on the responsibility of 

a caregiver in any sense 

In fact, Cecile does not only disregard the expectations that are 

required of her as a mother/caretaker in a physical sense, but she rejects 

teaching the conventions of society as well  The girls demean Cecile’s 

power by utilizing the aetonormative assumption that the standard of 

behavior increases as one grows older  Delphine describes Cecile as eating 

“hungrily, setting no type of table manner examples for us, her daughters” 

(Williams-Garcia 41)  Delphine’s use of the word “example” indicates 

that, as an adult, Cecile is held to a higher standard of behavior than 

Delphine and her sisters  It suggests that her and her sisters do not know 
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any better, so they need Cecile to model the “right” way of doing things  

Therefore, the girls use the fact that she is not behaving properly in their 

presence to critique her  Then to further critique Cecile’s eating habits, 

Delphine tells her that they “can’t eat takeout everyday” because “Vonetta 

and Fern can’t stomach it” (Williams-Garcia 106)  The use of the word 

“we” implies that Delphine is excluding Cecile from the statement, and 

it suggests that it is not even acceptable for them, as children, to eat like 

she does  As an adult, she is held to a higher standard when it comes to 

what she decides to put in her mouth, and the fact that she is not making 

health-conscious decisions gives Delphine grounds to criticize her  Then 

she goes on to make the point that they are eating takeout “everyday,” 

which suggests that they are not accustomed to eating in this way  Being 

that Delphine, Vonetta, and Fern are dependent children that are not 

accustomed to providing their own food, it suggests that Cecile’s diet 

differs from what the average adult is able to provide  Not only does she 

fail to provide them with food herself, but she cannot supply or eat a 

somewhat balanced diet that other adults are able to sustain, which adds 

merit to Delphine’s claims  Cecile does not exemplify a role model, which 

comes along with not only being a mother, but being a parent 

One Crazy Summer portrays aetonormativity as a weapon of the 

oppressed with the girls undermining Cecile’s authority by having com-

mentary on her lack of material possessions, resistance to caretaking, and 

sub-par behavior, whereas The Watsons Go to Birmingham—1963 lives 

up to aetonormative ideals as Daniel and Wilona assert their authority 

through terms of address that give attention to age (like “boy,” “Momma,” 

and “Mrs  Watson”), references to ability level, and humor  Nikolajeva’s 

concept of aetonormativity presents itself as favoring one group: adults; 

however, in these two texts, it benefits two separate groups: adults and 

children  The most notable group is children because the whole premise 

of aetonormativity is that adults are superior to children, but in One 
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Crazy Summer, the girls exploit normative adult superiority as a means 

of critiquing Cecile, who is an adult herself  Thus, aetonormativity is 

depicted as a double-edged sword that helps and hurts the very group 

it favors—adults—and at the same time affects how children can live 

within its presence 
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Lady Anne Harris Southwell’s Distorted Petrarchan 
Sonnet

Ricky King

Women in early modern England were often constrained 
by marriage, legal codes, and societal norms  To 
provide commentary on their experiences, early 

women writers took to the pen  Even though much of women’s 
writing during this period has either been lost or destroyed, some 
of this writing has survived, giving us a glimpse into the lives that 
they led  Lady Anne Southwell (1574–1636) happens to be one 
of those women writers whose work has survived the test of time  
For the purposes of this study, I will be taking a closer look at her 
short ten-line poem, simply titled “Sonnet ” Although Southwell’s 
“Sonnet” does not abide by the standard conventions of an Italian or 
an English sonnet, I propose that the thematic components do align 
with the traditional Petrarchan subjects of love, pain, and confusion  
That her “Sonnet” does not adopt or reproduce the normative sonnet 
structure suggests that she aims to disrupt the male-dominated 
sonnet tradition of the seventeenth century, ultimately symbolizing 
the distorted experiences of love and marriage that women endured 
in the period 

Prior to discussing Lady Southwell’s work and the experiences of 

early modern women, I will outline the various layers of this analysis  

This analysis of her poem begins with the discussion of the Italian, or 

“Petrarchan,” sonnet form and its thematic and structural components  

After a brief presentation of the historical account of Southwell’s life 

in early modern England, I will provide a close and in-depth reading 
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of her poem titled “Sonnet,” recognizing its lack of sonnet structure 

but analyzing its prevalent Petrarchan themes  Subsequently, once the 

Petrarchan form has been applied to Southwell’s “Sonnet,” I will discuss 

how the structural distortions act as a symbol for her lived experiences as 

a woman in early modern England 

First and foremost, let us look at the Petrarchan sonnet form in both 

a thematic and structural point of view  The term “Petrarchan” comes 

from the Italian poet Francesco Petrarca who wrote during the fourteenth 

century  He, among other Italian writers, is the figure who popularized 

the Italian sonnet form  In the book The Art of the Sonnet, Stephen Burt 

and David Mikics discuss the creation and progression of the sonnet form: 

“The sonnet was born in early thirteenth century Sicily, at the court of 

a cultivated, cosmopolitan ruler, Frederick II…The Sicilian poets gave 

the Italianate sonnet the formal properties it still has today” (Burt and 

Mikics 6-7)  Moreover, Dante Alighieri also began the popularization 

of the Italian sonnet by the end of the thirteenth century; however, it 

was Petrarch who would go on to become one of the most popular, 

influential, and significant sonnet writers of the millennium (8)  As for 

the Petrarchan sonnet form itself, “[it]…consists of an octave, rhyming 

abbaabba (two “closed” quatrains, as opposed to the “open” abab), and a 

sestet, often rhyming cdecde, cdcdcd, or cdedce” (8)  While the standard 

sonnet form contains fourteen lines of rhymed iambic pentameter, which 

are five pairs of unstressed and stressed syllables, the Petrarchan sonnet 

can end on an eleventh syllable which would warrant an unstressed 

rhyme (Hamer xiii)  Nevertheless, the common meter used in Petrarchan 

sonnet structures mirrored that of the English sonnet: rhymed iambic 

pentameter  Regardless of the structural nature of the Petrarchan form, 

its thematic elements reflect the fundamental motifs and meanings of 

the poem and of the authorship itself 

Structural notions aside, Petrarch’s sonnets usually dealt with the 
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loss and longing for love  For Petrarch, this love was for a woman by the 

name of Laura  While the current argument of whether a female figure 

by this name ever existed becomes validated or refuted, the discussion 

of Petrarch’s sonnets and their thematic foundations of love, love lost, 

and gaiety in an unhappy existence is not up for debate  The fact of the 

matter is that most of the sonnets written in the Petrarchan tradition 

narrate the story of a pain-filled lover or poet, longing for something 

that may not be attainable  Mary B  Moore, in her book titled Desiring 

Voices: Women Sonneteers and Petrarchism, details the history of the 

Petrarchan sonnet form and the various women who have enlisted the 

form in order to write about the difficulties of life in the early modern era 

In the introduction to her book, she discusses the painful themes of 

love and life that traditional Petrarchan sonnets reflect:

In typical Petrarchan sonnets, the lover experiences both pain and joy, 

life and death, is firey and icy, tearful and joyous, enslaved though 

free; he is wounded by the beloved’s eye darts; her image resides in 

his heart; he is wan and ‘sicklied o’er by the pale cast of thought’; her 

eyes are suns whose absence darkens the world; night is endless or too 

soon over  (Moore 7-8)

While here, Moore writes about the thematic notions of the 

Petrarchan form from the perspective of a male poet, she does discuss 

the sonnet form universally; both men and women writers who engaged 

in this sonnet tradition, through their writings, expressed feelings of pain, 

remorse, happiness, and joy  Burt and Mickics’ analysis of the thematic 

foundations for the Petrarchan sonnet form agree with that of Moore’s: 

“Driven by perpetual change, the Petrarchan self knows no calm  The 

poet suffers; the heart sighs…the self is fragile, reduced to helpless desire; 

its satisfaction, in moments of fantasy or dream, remains a brief illusion  

Miserable, he weeps, yet fluently composes his copious verses  There is 
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no end to his troubles” (Burt and Mickics 9)  Burt, Mickics, and Moore 

seem to come to a consensus that authors use the form of the Petrarchan 

sonnet in order to write about their sufferings  Burt and Mickics focused 

their conversation about the structure and form of the sonnet and how 

it could be manipulated while Moore took this form and demonstrated 

how it has been used as an expression of pain or sorrow 

While the information above referencing the structural definitions 

and thematic traditions of the Petrarchan sonnet is of importance, the 

former and latter are usually brought up regarding male sonneteers  

This begs the following questions: where were women poets during this 

sonnet craze? Were women even engaging in the sonnet tradition? Burt, 

Mickics, and Moore seem to present evidence that early modern women 

were writing poetry, specifically sonnets, in the Petrarchan tradition  The 

former two scholars bring up Lady Mary Wroth as one example of women 

writing in this sonnet tradition: “In the sixteenth century, women poets 

took up the sonnet avidly…We have chosen a poem from the sequence 

Pamphilia to Amphilanthus (1621), by the English Renaissance poet 

Mary Wroth, to illustrate how women adopted…Petrarchan themes  

Often, they added a twist based on…gender” (13)  Mary Wroth’s son-

net sequence, influenced by that of Sir Phillip Sidney’s Astrophil and 

Stella, narrates the story of a woman, Pamphilia, who addresses her lover, 

Amphilanthus  This sonnet sequence is written in a way that engages 

Pamphilia to discover herself, whether that self is clouded in fear and 

loss, or if that self is endowed with love and happiness 

Similarly, in an attempt to explicate the fact that early modern 

women across Europe were indeed taking on the Petrarchan tradition, 

Moore brings to the table the poetry of sixteenth century Italian woman 

sonneteer Gaspara Stampa, who she argues “aggressively and repeatedly 

enunciates poetic desire, so that her poems reflect on and empower their 

speaker despite tropes that border on self-loathing at times” (Moore 
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23)  As Moore mentioned early on in her introduction to Desiring 

Voices, fifteenth and sixteenth century women sonneteers engaged in 

the Petrarchan tradition in an attempt to include discussions and com-

mentaries on gender and sex  This sonnet form, in turn, would enable 

them to highlight the negative societal experiences, such as life under 

coverture and life without the ability to purchase or own property, of the 

early modern period  Women sonneteers, especially those of Petrarchan 

sonnets, could write about topics that revolved around the enslavement 

and victimization of women under marital unity, the church, religion, and 

the extent of legal codes that restricted their feminine rights and liberties  

Women used the Petrarchan sonnet form to engage in self-exploration, 

whether through social means or economic ventures, while also attempt-

ing to highlight the foundations of society that were preventing them 

from doing just that: the individual exploration of the self 

Lady Southwell went through several tragic life events that may 

have influenced her poetry and her writings  Born to Elizabeth Pomeroy 

and Thomas Harris of Cornworthy, Anne went on to marry Thomas 

Southwell in June of 1594 (Stevenson and Davidson 119)  Based on some 

disagreements between Thomas’s family and Lady Anne, her reputation 

became slightly tarnished and would not become cleared as a result of 

her husband’s knightly status (Southwell xii-xiii )  This minor difficulty 

between Lady Anne and her husband Thomas would only prelude the 

various other marital struggles that the couple would go on to face  

According to the Southwell Commonplace Book, “Considering the anger 

in her satiric poems, we have to wonder about the relationship between 

Sir Thomas and his wife  The lines often suggest that her first husband 

was unfaithful  He may even have been more interested in another man 

than in his wife” (xii-xiii)  While life with her husband Thomas may 

have been difficult, this marriage would not last long, as Thomas died in 

the year 1626  Following his death, Anne Southwell married her second 
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husband Captain Henry Sibthorpe (xix)  The two would go on to live a 

happier marriage than Lady Anne’s first, as Henry and his relatives would 

eventually publish her works and her manuscripts, sharing her work with 

the world  It is for that reason that we have a majority of Southwell’s 

poetry and prose available to us today 

Regarding her writing style and preference, we turn to the introduc-

tion of the Commonplace Book  Perhaps the most important elements 

of her writing style that are significant and relevant to this study are 

her preference for poetry over prose and her desire to play with words 

and poetic structures  As the “Introduction” to her Commonplace Book 

mentions briefly, Lady Southwell thoroughly enjoyed manipulating and 

playing with words in order to convey her thoughts, feelings, and emo-

tions on a subject (xxvi)  Additionally, the introduction cites various 

poems throughout the book that explicate her desire to play with words or 

phrases  The fact of the matter is that, while the simple act of manipulating 

words may seem mundane, when it comes to the sonnet form, such 

manipulations can be used to highlight themes or narratives  Further, 

numerous works of Anne Southwell contained in the Commonplace 

Book do have rhyme patterns, including her “Sonnet” in question  For 

the most part, she had a deep appreciation for structural and lyrical 

poetic components: “Lady Anne clearly cares about conventional aspects 

of good poetry  Her rationale for rhyme appears in Percept 4, where she 

explains that rhyme gives the lines ‘more fuell’ to form ‘a curious Iewel’” 

(xxvii)  Her desire to write in poetic forms and in poetic structures, in 

addition to the desire to manipulate words and phrases, is important, 

especially in the discussion of her willingness to break such structures and 

traditional elements of poetic forms  If she was willing to distort words 

and to break from traditional poetic structures, such as not utilizing the 

fourteen-line, stanzaic sonnet guidelines, then it makes complete sense 

as to why she would label her poem “Sonnet” while refusing to mimic 



63

the Italian or English form 

Having discussed the underlying elements of the Petrarchan sonnet 

form, Lady Southwell’s life experiences, and her desire to stray from 

traditional poetic forms, let us take a closer look at the poem itself  Her 

“Sonnet,” while not written in the standard structural conventions of a 

Petrarchan sonnet, does reflect many of the various themes of the sonnet 

form  With regards to the structure, the poem itself only contains ten of 

the expected fourteen lines:

O how happy were I dearest

ffar aboue all tonges Expressing

If thow wert as thow appearest

Neuer Queene had such a blessing

In the Pride of ffortunes dressing 

Thow hast sworne might I belieue the 

Ill do I deme my suspition

And to say so much, Doth greiue me

That I see thy bad Condition

And my faults are thy Addition  (Southwell 15)

As for the meter of this poem, it is not in rhymed iambic pentameter  

Instead, she employs the use of eight syllables per line, two less than the 

metrical iambic pentameter “requirements” of the Petrarchan sonnet 

form  For the most part, Italian sonnets, especially those by Petrarch, 

followed a ten-syllable pentameter, occasionally using an eleventh syl-

lable or more for thematic and syntactic emphasis  While she refused to 

employ this style of pentameter, she did remain consistent within the 

metrical structure of her poetic lines; every one of the ten lines of her 

poem contains eight syllables, not breaking away from this established 

syntactical convention  Moreover, while there is a rhyme pattern to both 

stanzas (ababb cdcdd), since there is a discrepancy with the number of 



64

lines and the ultimate stanzaic organization of such lines, the rhyme 

pattern of her poem does not seem to reflect any rhythmical patterns 

from the Petrarchan tradition  That said, there is still an unconventional 

rhyme scheme present in her poem  Whether it was to maintain some 

semblance of the sonnet form or to lyrically present her longing for her 

lover, the use of rhyme is a noticeable and relevant part of her work  

Nevertheless, in no way, shape, or form does her sonnet comply with the 

conventions of the Petrarchan sonnet form; her poem does not contain 

the fourteen-line requirement, her poem does not contain lines that are 

in rhymed iambic pentameter, and her poem does not contain the various 

rhyme schemes used in the Petrarchan sonnet tradition 

Although Southwell’s “Sonnet” does not comply to the traditional 

conventions of the Petrarchan form, its thematic elements are what reflect 

the Italian sonnet tradition  As Moore, Burt, and Mickics, discussed 

before, the narrator of a Petrarchan sonnet is a lover that experiences both 

“pain and joy, life and death, is firey and icy, tearful and joyous, enslaved 

though free; he is wounded by the beloved’s eye darts; her image resides 

in his heart; he is wan and ‘sicklied o’er by the pale cast of thought’” 

(Moore 7-8)  The Petrarchan sonnet lover lives a life full of painful and 

joyful emotion as they narrate their stories of love lost, longing for love, 

and the continuation of life in a world without love  It is this world of 

the fifteenth and sixteenth century, an anti-feminine world that seems 

to pain her 

With the latter in mind, let us close read Southwell’s work and analyze 

its thematic notions of pain, happiness, loss, longing, and enslavement 

despite being, in a sense, free  Cardinally, in her “Sonnet,” it is very clear 

that the narrator of the poem, most likely herself, is indeed a lover  The 

first line of the poem seems to suggest that the speaker is in a romantic 

relationship, “O how happy were I dearest” (Southwell 15)  The use 

of the word “dearest” is what gives away the notion that the speaker is 
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attempting to communicate with their lover or their spouse  Similarly, 

the first line of the second stanza opens with a somewhat marital theme, 

“Thow hast sworne ” The “swearing” seems to represent some form of 

matrimonial bond established between the narrator and an unknown 

character  As well, and perhaps more importantly for our discussion, 

Southwell’s narrator, by the first line of the second stanza, seems to be 

longing for their lover  The line “Thow hast sworne might I belieue the / 

Ill do I deme my suspition” signifies a matrimonial bond that is unstable; 

the narrator appears to be questioning the significant other’s commitment 

to the marital unity, perhaps due to extramarital affairs  The latter would 

make sense, as Southwell’s first husband, Thomas, was notorious for his 

infidelity  It is also important to note here that infidelity by men was not 

at all uncommon  A decent percentage of men during the early modern 

period engaged in affairs, oftentimes going unchecked and leaving their 

wives to suffer the emotional sociopolitical consequences of such unfaith-

ful actions  In their book, Mendelson and Crawford discuss that, while 

early modern women were relatively tolerant towards minor cases of 

infidelity, in addition to occasional domestic violence occurrences, they 

would not have expected higher rates of infidelity that would ultimately 

engage in familial destruction  For Southwell, this seems to be the case, 

as is evident from the emotional toil in her sonnet 

As for love lost, Lady Southwell seems to be expressing some form 

of romantic relationship that has been degraded or has dwindled  Just 

as Petrarchan sonnets detail a male speaker longing for the lost love of 

their hearts desire, her narrator speaks of love lost in the first few lines 

of the first stanza, “O how happy were I dearest / ffar aboue all tonges 

Expressing If thow wert as thow appearest ” Here, she seems to prelude 

the sonnet with an idea of love in a happy and joyous manner, stating 

how happy she may be  But, that’s just it: the sonnet reflects how happy 

Southwell’s narrator could be  This remote sense of happiness quickly 
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turns in the opposite direction, as she states that she would only be happy 

if her lover would appear in a similar joyous manner around her  In that 

respect, her love has been lost because her supposed lover, who is no 

longer happy around her 

This negligence of her lover, or more likely her husband, ultimately 

results in the loss of romantic interest between the two partners  No 

line better explicates this idea of love lost than the last three lines of the 

second stanza, “And to say so much, Doth greiue me / That I see thy 

bad Condition / And my faults are thy Addition ” Here, the narrator is 

describing the idea that the loss of her significant other could be due, in 

part, to herself, as her “faults” could be adding to the reasons as to why 

he continues to leave her or continues to not love her  Further, if written 

during the marriage with Thomas Southwell, as the precise dates of this 

poem’s production and publication are unknown, Lady Southwell could 

be writing about the loss of her love due to extramarital affairs  Southwell’s 

sonnet clearly presents us with a narrator who explicates such hopelessness 

in a lost relationship that is full of grief and sorrow 

Longing for love is yet another theme that is present in Petrarchan 

sonnets, and one that is apparent in Southwell’s poem  The second stanza 

is where most of this sense of longing for love can be assessed  The first 

three lines of the second stanza read, “Thow hast sworne might I belieue 

the / Ill do I deme my suspition / And to say so much, Doth greiue me ” 

Here, Southwell’s speaker is depressed at the way in which they are treated 

by their lover  The line “Thow hast sworne might I belieue the” loosely 

translates to “I would believe you if you had sworn,” suggesting that 

the significant other is engaging in infidelity  These unfaithful actions 

have caused the speaker to grieve, as expressed by the lines “Doth grieue 

me ” While the poem can be taken satirically, one can also read the 

sonnet as a more serious work that displays a narrator’s longing for her 

significant other’s love, affection, and fidelity  Perhaps the narrator is in 
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fact Southwell herself who is longing for the love of her husband Thomas, 

ultimately blaming his cruel and unfair “condition” on her inability to 

provide for his needs  This reading of her poem also presents a significant 

other that is irrecoverable, someone who is unknown to their wife despite 

their marriage and their committed relationship 

While Southwell’s sonnet discusses the loss of love and the longing 

for love, her poem doesn’t seem to be too interested in the maintenance of 

such a romantic relationship  The continuation of life in a world without 

love is perhaps one of the most prevalent themes within Petrarchan son-

nets, and her sonnet is definitely a poem that suggests living life is worth 

more than worrying about relationships  More so, the last two lines of 

the sonnet explicate the speaker’s desire to continue life despite possibly 

causing their lover grief, “That I see thy bad Condition / And my faults are 

thy Addition ” The speaker recognizes that they may be part of the reason 

as to why the significant other is running off and engaging in extramarital 

affairs  While they recognize that their lover has an issue and that they 

are possibly contributing to such issues, there is no suggestion made for 

how to repair the “bad condition ” Rather than writing about how their 

marriage or their relationship can be repaired or restored, the speaker 

simply ends on the notion that they are contributing to their lover’s 

need to engage in extramarital affairs  To that end, this poem expresses 

the Petrarchan theme of the continuation of life in a world without love 

because the relationship in the poem does not seem to have any sense of 

love or romance  As well, the speaker’s reluctance to go forth and repair 

any damages between them and their lover also suggest that the speaker 

may simply want to continue life until the marriage dissipates, whether 

that be caused by divorce or by death 

While Southwell’s sonnet contains many of the themes of a 

Petrarchan sonnet, it contains none of the structural components of 

the Italian sonnet tradition  Similarly, unlike Mary Wroth and other 
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of Southwell’s contemporaries, this sonnet was not part of a sequence, 

explicating her desire to not rehearse the depressed sentiment towards 

unfaithful lovers  So, the question becomes why not write the sonnet 

in the traditional fashion? Or, why use or allude to any sonnet form at 

all? Her persistence in exploring the Petrarchan thematic form is what 

makes this ten-line poem beautifully clever and highly significant  Since 

the socioeconomic and political experiences of women during the early 

modern period were much different from those of men, perhaps there can 

be no other way but to present such experiences of lost love and longing 

for love than in a distorted framework  While male sonneteers could write 

about their experiences with love and sorrow in the traditional fourteen 

lines of rhymed iambic pentameter with an established rhyme pattern, 

Southwell did so in an unconventional manner  In that way, her sonnet 

demonstrates that level of inequality because, although her narrator is 

going through similar encounters with love and with happiness, they are 

entirely different experiences, one merely longing for lost love while the 

other longing for lost love in a world that is forgetting and unmerciful  

Rather than the traditional fourteen lines present in a sonnet, Southwell 

enlists two stanzas with five lines each  Instead of having ten or eleven 

syllables per line, she has a shortened amount of time to convey her 

thoughts and emotions, committing to only eight syllables in each line  

Because of this already distorted number of lines, her rhyme becomes 

distorted due to the lack of four lines  Nevertheless, there is a pattern 

of rhyme, as mentioned previously  This persistence and insistence of a 

rhyme pattern and of eight syllables per line symbolically represents her 

desire to discuss her emotions and her experiences to the world, however 

unfair those experiences may be 

In defiance of the structural guides of the traditional Petrarchan son-

net form, Southwell wrote a sonnet that narrated the unequal experiences 

of women during the early modern period  Her poem reflects many of 
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the common themes that the Italian form uses  From the discussion of 

love lost to the portrayal of characters that continue life in the absence 

of love and happiness, her sonnet narrates the story of a woman who 

grieves for the loss of her husband  More so, her narrator blames herself 

for the loss of their husband, recognizing the fact that they may very well 

have to continue living a life that is depressed and lonely  Nonetheless, 

her speaker offers no solutions or suggestions to the marital problems 

that they face  Ultimately, Southwell’s speaker envelops the Petrarchan 

lover who recognizes their drastic fate, longing for love in a relentless and 

incomprehensible world 
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Judith J  Mathes

Sarah M  McHone

Meredith Paullin

Michael Reno

Debra L  Rodgers

Michelle Sayset

Kristen Michelle Schultz

Kristin Smith

Swan Amity Sheridan

Jim Stivers

Alison K  Takenaka

Meredith Tate

Alison Thomas

Kelli Viehl

Tennille Wester

Justine Wogsland

1999–2000

Lisa Alongi

Michael G  Boyd
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Deborah Brothers

Michelle Lynn Citro

Timothy Feeney

Bridget Theresa French

David Haney

Abby Suzanne Koehler

Holly Kurka

Jamie Lane

Nicole Lask

Jennifer Moore

Mary Nash

Mike Perillo

Audrey Rosenblatt

David Dean Seckman

Bruce Sullivan

Jennifer Witt

2000–2001

Craig M  Alexander

Jennifer E  Anderson

Maureen Anderson

Stephanie S  Bertels

Sabrina Binder

Susan Jane Marquardt 

Blystone

Jeremy Alan Boldt

Angela L  Davis

Alex DeBonis

Katherine A  Fiorelli

Rhonda M  Furst

Stacey Gottlieb

Daniel Lee Griffin

Sarah Kristina 

Haberstich

David R  Hammontree

Katie Jones

Brad Joseph

Erin Knoche

Jade R  Lambert

Susan Larkin

Carol Lind

Christian Bradley Long

Brad Lyons

Tom O  McCulley

Marie E  Moeller

Layne E  Moore

Bryon Nicoson

Corey O’Donnell

Michael Pacholski

Petros Panaou

Melissa Purdue

Dana Sabatino

Jeffrey Alan Sartain

Christopher R  Simich

Heidi Tedesco

Jenna Van Dyne

Kevin Yale Vernon

Ashleigh E  Walker

Tara A  Wilkins

John M  Woolsey

2001–2002

Nicole Abrams

Jessie Baginski

Dawn A  Baird

Caroline M  Benzing

Shannon Berg

Jessica Bowman

Bona Jeffers Bradbury

Marcy L  Burdette

Carla Rachelle Burgess

Sreejata Chakraborty

April Chapman

Zachary A  Chase

Tamara L  Fear

Karen Fischer

Joseph Fuller

Tobi L  Griffin

Gloria M  Hedberg

Korinne Marie Hollis

Amanda Michelle 

Jenkins

Jessica Lynn Jones

Stacey L  Kikendall

Kelly A  Kloster

Jen Loster

David J  Marshall

Juventino R  Manzano

Jennifer Matters

Susan Kathleen 

Matthews

Lori A  McCollum

Patrick T  McGranaghan

Anna F  Meents

Lisa D  Naccarato

Brooke Nelson

Sarah L  Rhoads

Christina Marie 

Robertson
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Amy Kathleen Rossi

Michael P  Sapiro

Lisa Savage

Tania Shepherd

Lynn Marie Steinke

Katherine Strand

Megan Aubrey Volpert

Tobi Wilder

Heidi Wilt

2002–2003

Alice Anderson

Tara Baker

Erin S  Bales

Jonathan J  Bobell

Liana Catherine Bracker

Kelly Brown

Danielle Castelli

Brendan Chambers

Sarah Carley

Kelly A  Concannon

Kyle Therese Cranston

Jamaal Crenshaw

Rebecca Derwin

Erinn DeVoss

Kathleen E  Dusenbery

 Woods

Sarah Ehlers

Andrew Ervin

Amanda Fletcher

Sarah B  Gentry-Aubry

Elizabeth M  Gillhouse

Stephanie Guetschow

Thomas L  Herakovich

Melvin G  Hill

Ben Jackson

Sarah E  Jorgensen

Erin M  Kulinski

Gina T  Marinello

Brianne Marshall

Heidi Kathleen 

Oldenburger

Christian Payne

Lorraine (Lori) Ruth 

Propheter

Michael Stephen 

Rudolph

Sarah K  Schlosser

Jennifer Shackleton

Kristie Sheridan

Alex Skorpinski

Mary Timmins

Melissa S  Wagner

Lisa Ziccarelli

2003–2004

Kimberly Berson

Andrea Bozinovich

Aimée Bullinger

Jennifer Ebker

Amy Ehret

Tarin English

Melissa Farmer

Lucas Fawkes

Kristina Gregory

Katy Guimon

James Hultgren

Jamie Jacobs

Andrea Kaplan

Casey Kelly

Eric Lamore

Joan Lawson

Shawna Lefebvre

John Lucas

Zachary McMahon

Amelia Magnuson

Emily McQuillan

Melissa Ann Miller

Michelle Moore

Stephanie Myrick

Julie Quirch

Ryan Rademacher

Jason Safranek

Kyle Scott

Jessica Sidwell

Brian J  Smith

Jami Spencer

Jennifer Spearie

Jarek Szmanski

Julie Turek

Amy Lynn Vandermeer

Melissa Weinstein

Jennifer Williamson

Lauren Zajac

2004–2005

Meghan Adams

Khaled Aljenfawi

Lydia Bock
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Catherine Brown

Rachel Buck

Matthew Chupp

Danielle L  Cochran

Jessica Lynn Faivre

Erin Guimon

Rob Hoadley

Sara Jessee

Erin Johnson

Ryan Kerr

Lindsay Michelle Kroll

Andrea Lafin

Jeffrey Lee Ludwig

Amberyl Malkovich

Devona Mallory

Carlos Joaquim Manuel

Anthony John McGinn

Patricia McGrath

Ted Morrissey

Valerie C  Olson

Richard T  Pallardy, Jr 

Valerie L  Perry

David Peterson

Marcia G  Peterson

Kirsten E  Petlak

Cherie Rankin

Deborah Adams Renville

Katie Resetich

Jamie Ringling

Jamie Runyan

Jessica Satorius

Rachel Schildt

Nicole G  Standley

Mary Ann Styrczula

Nicole Taft

Victoria Webb

Lanelle K  Williamson

2005–2006

Prince Kwame Adika

Dani Athans

Kayla Aylward

Robert G  F  Bartels

Elizabeth Belcarz

Kristin Boniger

Jose Manuel Castellanos

Ricia Anne Chansky

Dawn L  Chorney

Joshua R  Cummins

Michael Dunn

Bruce Erickson

Colin Michael Fahey

Danel Mark Frederking

Sarah Genta

Katherine E  Hertel

John Hunt

Elisabeth James

David Kanak

Daniel J  Kemock

Heather Marie Kosur

Benjamin D  Kuebrich

Sarah Levernier

Kyle T  Mattson

Megan McBride

Carolyn Clancy Nolan

Jeanne Pickett

Catherine A  Ratliff

Ashley Read

Marleen Reimer

Jacklyn Rybczyk

Nicole Short

Michelle Sinkovits

Amanda Stewart

Robert Telfer

Jessica Lynne Titus

Amy Veldman

Andrew Virtue

2006–2007

Carey Applegate

Bryan E  Asbury

Chequita S  Brown

Kathleen A  Buckley

Jessica Clancy*

Danielle Duvick

Ashley Gher

Cristina Giambino

Sarah Heller

Erin Henry

Victoria M  Hohenzy

Lauren P  Kim

Christine Konopasek

Rachel Anne Kuna

Miranda K  LaBatt*

Lauren Lubas

Amy L  Lucas

Nicolas Mansito III

Sarah Mason

Kristina Mazzaferro
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Stephanie Mairead 

McCulley

Daniel Naponiello

Cassandra Nieuwkoop

Cody Oakwood

Rob Paulson

Stefanie Pehr

Christina Pitassi

Jordan Ready

Amy H  Reiman

Alice Riddle

Justin I  Simon

Daniel D  Smith

Susan Weinmann

Ericka Wills*

Kimberly M  Wolf

Arthur Jay Wyckoff

2007–2008

Joe Amadon

Emily F  Cross

Michael Dorsam

Julia L  Drauden

Kenneth Earl

Amber Fessler

Gretchen Frank*

Erin Frost*

Kristina Gaddy

Brad Heurung

Ryan Henneberry

Robert Honeyman

Jennifer Keigher

Shauna J  Kirk

Jenna Kirkman

Andrew Kuritz

Jonathan Timothy Lantz

Brennan McDowell

Tara Courtney 

McKinney-Whitaker 

Brett Nerad

Garrett Wedekind 

Nichols

Amy Riddle

James Robinson

Megan J  Sparling

Rebecca Straple

2008–2009

Alexis Baldacci

Steven Barcus

Sarah Barnes

Sean Becker

Shaunte Brewer

Kelsey Coker

Caitlin Colins

Andrew Kirk Farnsworth

Jenna Goldsmith

Kari Husby

Rachel Johnson

Robby Koehler

Kyle Manders

Kendra Maxwell

Kristina Mazzuca 

Kevin Miller

Rebecca Ruth Olson

Samantha Paoletti

Diane Lyn Peterson

Jennifer Richter

Alexandria Spivey

Janae Stork

Robert Tomei

Kristen Urchell

2009–2010

Katharine Bettendorf

Amy Brueckman

Michael Bunce

Jane L  Carman*

Rylie Ann Carter

Amber Dinquel

Sarah Fasen

Meghan Flanagan 

Brittany Nicole Fox-

Schueler

Elise Victoria Franchi

Ayla J  Goetsch

Stacy E  Greathouse

Megan Gregory

Loretta M  Haskell

Nicholas Hodge

Jeffrey M  Hyde

Kari Kantor

Tom Andrew Krawcyzk

Danile Liddle

Dietrich May

Tracy A  McCoy

Katherine Norcross

Farran Norris*

Heather O’Leary
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Lindy Paczak

Gina Pantone

Beth Pearce*

Crystal Person-Tillman

Lorianne Ramirez-

Madera

Scott Sands

Angelique Simonpietri

Kelly Munson Smith

Samantha Thomas

Emily Voss

Amy Weissenburger

Matthew David 

Wendling

Jessica Wozniak

Elizabeth Zold

2010–2011

Michele Amato

Rebecca Anderson

Stuart Boyd

Kelly Bradley

Sarah Chance

Gina Cooke

Jennifer Davis

Victoria Davis

Lyndsey Eagle

Anna Fogel

Julia Frederick

Mackenzie Frizzell

Adriene Galindo

Katie Goeing

Megan Gorsuch

Allison Hall

Steve Halle

Kyle Henrichs

James Hockley

Aaron Lankster

Miranda Leake

Jamison Lee

Samantha Long

Rachel Parrish

Andrew Peck

Kaitlyn Ralph

Flourice Richardson*

Susana Rodriguez*

Jessica Safran*

Shelley L  Singler

Barbi Smyser-Fauble

Ameliah Tawlks

Sarah Zavoral

2011–2012

Nicole Athans

Justin Beardsley

Sarah Brock

Cassandra Burningham

August Cassens

John H  Cooper

Emily Coughlin

Britten Creasor

Lisa Dominick

Monica Dorsett

Katrina Dunbar

Arnab Dutta-Roy

Ryan Edel*

Josephine Graves

Melinda Harrison

Sarah Hercula*

Josh Hernandez*

Rebekah Hoffman

Lora A  Keller

Chris Krueger

F  Delali Kumavie

Alexandra Maher

Kristi McDuffie

Emily Moody*

Kathryn Mulcahy

Michael Opela

Lisa Phillips*

Chamere R  Poole

Summer Qabazard

Samantha Christine 

Rhoney

Ana Isabel Roncero-

Bellido

Sara Scafidi

Jennifer Scinto

Ardis Stewart*

Andrew Terleckyj

Marissa Welch

Katherine Wolf

Vernie Wong

2012–2013

Connor Allen

Caitlin M  Alvarez

Kayla Bruce*

Brooke Burns
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Matthew Del Fiacco

Kathryn Dowling

Katherine DuBois

Carla Eagon*

Kelsey Forkner*

Jessica Garber

Nick Gentile

Rachel GIles

Dustin Blake Grayson

Shannon Harman

Jason Hayward

Brian Hedgepeth

Laurenn Jarema*

Callan Heurung

Steven Ludson

Lisa Lindenfelser*

Tristan Lipe

Donald G  Miller

Shailen Mishra

Emily Mulligan

Amanda Musolf

Sarah Nelson

Irina Nersessova

Meghan Radosevic

Alexa Schafernak

Jesse M  Schenk

Anne Toussaint

Evan Vandermeer

Stephen Watkins

Justin C  Williams

2013–2014

Cassandra Buchignani

Samantha De Carlo

Mary Coons

Andrew Donald

Molly Fogel

Taylor Hobson

Rachel Johannigmeier

Elizabeth L  Jones*

Carissa Kampmeier

Jamie Koch

Taylor Kremer

Holly Maxwell

Emily Miner

Deborah Riggert-Keiffer

Jeffrey Rients

Samantha Rizzo

Lasantha Rodrigo

Evan J  Syverson*

Irene Taylor

Michelle Warnimont

Jessica Young

2014–2015

Kristina Austin

Lyudmila N  Belomoina

Jordan Bumber

Jayna Leipart Guttilla

Sarah Hinrichs

Michael Johnsen

Lyndsey Jones

Kathryn Koehler

Melora McInerney

Adam Neumann

Taylor Newman

Helena Oberzaucher

Bradley Poling

Shelby Ragan

Jordan Romager

Cristina Sanchez-Martin

Jennifer Seger

Jessica Smith

Amy L  VanVoorhis

Rebecca Weaver

2015–2016

Brigid Ackerman

Gianna Annunzio

Caitlin Backus

Andrea Berns

Adam Brockman

Holly Buescher

Lisa Dooley*

Joseph Ryan Dundovich

Alexis Ellis

Mackenzie Garrity

Joel Gebhardt

Robin E  Cross Halsey

Andrew Harris

Elora Karim

Alexa Leyba

Kematat Matthew 

Medrala

MD Mijanur Rahman

Laura Rocco

Nathan Schmidt

Andrew Schroeder

Maclain Scott
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Katelyn Shellhammer

Delaney Thompson

Andrew James 

Trevarrow

Mary Katherine Umfleet

Tharini Viswanath

Jessica Watson

Britni Marie Williams

Taylor Michelle 

Williams

2016–2017

Julia Andersen

Madeline Blackwell

Kelly Byker

Casey Babcock

Alexandra Daggett

Megan Donnan

Kara Hamilton

Nicolette Jager

Josephine Johnson

Colleen Karn

Su Yin Khor

Britt Kotiw

Anna Kurtz

Bridget Langdon

Katy Lewis

Rachel McKinley

Sara Monks

Kevin Ness

Chantel A  Sisco 

(Reeder)

Kaitlyn Remian

Karla Rodriguez

Andres Sanchez

William Simms

Morgan Thornberry

Ashley Viscioni

Amy Vitale

Michelle Wright-

Dottore 

2017–2018

Emily Bauer

Deborah Bethel

Justin Charron

Stephanie Hedgespeth

Madison Annamarie 

Kartcheske

Jesenia Kolimas

Stephen Jay Jepson

Kimberly Larsen 

Victoria Lieggi

Rebecca Lorenzo

Allison Maretti

Mason McCoy 

Megan Nierenhausen 

Alexa Parker 

Alanah Ruffin 

Austin Yurasek

2018–2019

Hannah Carpenter

D  Shane Combs

Courtney Cox*

Taylor Edwards

Emily Howard

Colleen Keefe

Laura Kimlinger

Laurel Krapivkin

Hannah Kroonblawd*

Brandie Lorenzen*

Sarah McQuaid

Abbey Osborn

Hope Rutgens

Heather Sanford*

Rachel Seitz

Alexis Setterstrom

Gina Singleton

Andrew Stevens

Danielle Sutton*

Maryna Teplova

Brooklyn Vogel

2019–2020

Marley Arenstein

Kelly Graeber

Katy Granbon

Hannah Henley

Sayanti Mondal
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