
Transcription of Bitchcast 6: The Art/See episode.  
 
Kjerstin Johnson: Welcome back to another episode of Bitch Radio – the Art/See 
episode, which corresponds to our Winter 2009 issue of Bitch. I’m Kjerstin Johnson, the 
web content manager at Bitch media. In this podcast, we’ll hear from Jessica Cooley and 
Professor Anne Fox, who have curated two art shows on representation and disability; an 
interview with Junie Latte, a student who sculpts sound; and excerpts from the magazine, 
including an expanded interview with Audrey Bilger, the author of “Wife Support”. Plus, 
music by Emily Lacy. Let’s get started. 
 
________________ 
[overvoice]: Being a woman to me is so many things; it’s my body, it’s how I feel about 
my body, it’s my curves, my voice, my… self. 
 
KJ: As Bitch readers probably know, women usually get the short end of the stick when it 
comes to representation, whether it be high art or advertising. But Junie Latte, an art 
student at Montreal’s Concordia University, decided to explore an alternative auditory 
way of portraying women. By using women’s voices rather than their bodies, she has 
created what she calls a “sound sculpture” – basically, turning the cliché about a picture 
being worth a thousand words on its head. I spoke with Junie on the phone about her 
project and began by asking her to describe it. 
 
Junie Latte: Well, my project is about a female identity. Women are basically defined by 
images, all the time, throughout history, politics, art, society… we are always confronted 
with images, everywhere we go, about gender, social codes, social constructions. But I 
was trying to figure out what remains of the female identity when you take the image 
away. When we don’t have any visual labels for the viewer, for example, to try to 
understand who we are, what happens? And what remains?  
 
So the goal was to work with voices – just to ask women, as much women as I can find, 
to talk about what it is for them to be women, basically – and to take those recordings and 
then do a voice sculpture, so the viewer becomes the listener. I’m trying to play with the 
voices, to really sculpt them, with software. I’m working with the different directions of 
the voices and the rooms, how they answer each other and how they speak with each 
other. It’s like creating a whole conversation – it’s really like a sound environment that 
would be installed either in a gallery or in a public space – maybe both.  
 
KJ: What made you want them to talk specifically about being a woman when they did 
share their voices? 
 
JL: I really want to reach as many women as I can. In French we say “la femme” – it’s 
always singular, you know? We never talk about the plural, of women, about the fact that 
every woman is different. So I thought it was really important. So I’m asking women 
who want to participate to talk in their mother language, and to just really feel free to 
relate how being a woman is significant in their own culture. I think it’s really important, 
especially because in fine arts, women were always the object of the piece, and men and 



history were always the artists. It’s truly interesting to see how in the 20th century, lots of 
female artists started to work with their bodies and try to take control of their bodies. So I 
was thinking about that, and I wanted to try to do something new, and voices are 
anonymous really, and they’re really personal too, that’s what’s interesting is that people 
can send me their voices and I don’t really know them but I got really personal messages 
that people send me because they don’t know me so they don’t feel shy or endangered or 
anything, they just tape their voice and it’s really personal still because every voice is 
different. 
 
[Women’s voices in French overlapping one another] 
 
KJ: What is that like collecting all these voices from women that you haven’t even met? 
 
JL: It’s really intense. Yeah. It’s really intense just listening to their voices with your 
headphones and trying to really understand what those women really mean and then 
trying to make sense out of that and do a cohesive work it’s a really interesting 
experience because you try to put your own opinions and your own ideas away. You’re 
just a way for those women to be heard. The art work becomes almost “autosousant”? 
 
KJ: Autonomous? 
 
JL: Yes autonomous exactly because you know I really try to respect everything that 
those women say. Even if I try to give some direction to the piece it can come out a 
completely different way. 
 
KJ: Lastly, what do you want people to take away from your piece once they’ve 
experienced it? 
 
JL: I think it’s the greatest irony. I think that what I want people to take away from the 
pieces is that there’s no such thing about ‘being a woman’; there’s no definition for that, 
everybody’s different. Being a woman is like saying, ‘being a human being.’ It doesn’t 
make any sense, so that project is interesting. I think because it’s a sort of contradiction. 
Everyone will get a different feeling from that piece. Some people will think about 
images, some people will just listen to the voice, some people will agree, some won’t, 
but, that’s the thing, being a woman just doesn’t exist. 
 
[more women’s voices, including that of a young girl’s, played together] 
 
Kj: Junie is still taking submissions for her project. If you’re interested in submitting your 
voice visit womensvoices.weds.com or e-mail her at womensvoices@hotmail.com. To 
hear my full interview with Junie, visit bitchmedia.org/audio. 
_______ 
 
Hi, this Julie Falk, Executive Director of Bitch media. You know how every January you 
make at least one New Year’s resolution that you just can’t keep? Maybe you resolve to 
go to yoga twice a week but it keeps conflicting with American Idol? Or you wanted to 



floss your teeth more often or cut down on caffeine but you just can’t say good bye to 
your morning coffee and bagel. Maybe you vowed to renew your subscription to your 
favorite independent feminist magazine but you just haven’t gotten around to it. We here 
at Bitch Media can’t help you get to yoga on time but we can help you support Bitch with 
a year’s subscription. And if you like Bitch Radio we know you’ll like the all original 
content of Bitch: Feminist Response to Pop Culture, a quarterly dispatch of media 
criticism chock full of in-depth essays, interviews with feminist activists and culture 
makers, book, music and film reviews, comics, and much more. You’ve heard it before 
but indulge us while we tell you again: Subscriptions are crucial to Bitch’s survival. 
When you buy a copy of Bitch on the newsstand a mere seven cents of the cover price 
goes to Bitch Media. And I’m sure we don’t have to tell you how far seven cents goes in 
covering contributor payments, health insurance, and rent. But if you subscribe to the 
magazine, almost all that money goes directly to Bitch Media. And what that means for 
you is a better funded magazine with a stronger future. More subscribers today mean 
more issues of Bitch for you tomorrow, next month and next year. So what are you 
waiting for? Supporting what you love by subscribing to Bitch is one New Year’s 
resolution that’s easy to keep. 
__________________ 
KJ: what does your aesthetic taste say about you? For this episode of Vox Populi we 
asked local Bitch fans if they could own any work of art in the world what it would be: 
 
Fan #1: My name is Checha and I used to read a lot of blogs and there was this one, this 
guy who was in art school in Cooper Union and he was selling off a bunch of his 
drawings and ink paintings for just like, “This is $100 bucks and I need money.” I 
couldn’t afford it then but now I’m like, I wish I had that. It was this really great picture 
of this kid’s face reflected in a video game, like Mario or something, and it said “A-Ok?” 
And I’m not really sure why but it was great and it resonates. I remember it in my heart. 
 
Fan #2: Hi my name’s Edith Spencer and I live here in Portland, Oregon, actually 
Beaverton, Oregon. Any piece of art? None of that Damian Hurst nonsense. It’s made for 
people who make so much money they don’t know what to do with. I’m really becoming 
very, very fond of fabric work, especially quilts and needle work, which is hilarious since 
my mom used to do lots of quilts and then just hang them on the walls of my—of our 
home, growing up in Brooklyn, and I notice there are many people doing, not just your 
regular Americana quilts, but quilts about stories in their lives, about their children, about 
people that they’ve lost and loved, and I’m slowly becoming more attuned to that rather 
than paintings or regular sculpture. 
 
Fan #3: My name’s Marcie Lebron. I work for a small nonprofit called the Northwest 
Photography Archive and I’m a photographer and an appreciator of art, long time 
appreciator of art. And if I could own any piece of art, I probably would want to own one 
of Lee Bontecou’s mobiles. I don’t know if you’ve ever seen her work, but she’s a really 
amazing artist who sort of had this big explosion, I think in the ’60s, became hugely 
famous and just freaked out and ended up setting up this studio in a barn on her property, 
I think she teaches art but, sort of like, completely disconnected herself from the fine art 
community for years and years and years and, maybe just like four or five years ago, had 



this huge retrospective and it’s just this amazing, just beautiful, peaceful, I mean, these 
huge mobiles. They must span, I don’t know, I want to say 8 or 10 feet across I mean 
huge and all of these little tiny clay elements that are suspended. They look like 
constellations, they’re really special and fragile and awesome. So that’s what I would 
own if I could. 
 
Fan #4: My name is Teresa. Probably something famous that you could never ever afford 
on your own. Something that would cost a gazillion dollars. I’m a big Paul Klee fan, 
actually both my partner and I are, and we’re Georgia O’Keefe [fans]. I find there’s quite 
a lot of art in my life in terms of just beautiful things and things that inspire so I think that 
if I had to answer that question in kind of a fun way it would probably be something 
totally famous, you know, beyond my wildest dreams. 
 
Fan #5: My name is Jaime Edwards. I am an unpaid advertising intern. If I could own any 
part of art I would either have the “Raft of the Medusa” hanging over my bed or I would 
probably take Klaus Oldenberg giant anything. It won’t have to be specific. An 
absolutely massive sculpture of his, whatever was up for grabs I would take that and put 
it on my lawn. 
 
 
Kjerstin: Marfa Texas is not just home to 2400 residents. It also houses artist Donald 
Judd’s Chinati Foundation. Anne Elizabeth Moore, former editor of Punk Planet and 
author of Unmarketable paid a visit to Marfa to explore the not-so-symbiotic relationship 
between the two communities. Here’s Bitch Magazine intern Sara Reihani reading an 
excerpt from Moore’s piece, “Minimal Impact.”  
 
Sara: In 1971, three years after his Whitney retrospective and at the peak of his renown, 
the minimalist artist Donald Judd left city life to settle in what he believed to be a 
beautiful but podunk town just past Nowheresville, West Texas: Marfa.  
 
That the ranching town was already home to a few thousand people at the time didn’t 
bother Judd; throughout the 1970s, he worked on a plan to purchase much of it with the 
assistance of the Dia Art Foundation. This led, eventually, to two separate foundations in 
Marfa dedicated to upholding his legacy: the Chinati Foundation and the Judd 
Foundation. Today, the name Judd, as well as the artist’s creations, appear on nearly 
every block in Marfa and take up 340 acres nearby—branding the town, despite all other 
attributes, Judd’s biggest project. 
 
The teen pregnancy rate in Marfa is rumored to be astronomical, and it’s tempting to 
think that it may be a response to the cold inhumanity of the Judd-made metal boxes that 
decorate the two former artillery sheds on the site of U.S. Army Fort DA Russell that are 
painstakingly maintained by the Chinati Foundation. The two football fields’ worth of 
brushed aluminum are not to be touched, and are scrubbed dutifully at regular intervals 
by fleets of volunteers who come from all over the country for the pleasure of doing so. 
In the 1970s, Judd initiated a literal occupation of Marfa, hosting a successive wave of 
art-world friends like John Chamberlin, Dan Flavin, Richard Long, Carl Andre, and Claes 



Oldenburg. This, too, the Chinati Foundation has dutifully maintained, with sqaudrons of 
interns—art professionals all, white mostly—descending regularly upon the town. 
Local teens, when they’re not impregnating each other, derogatorily call the wave of 
artist newcomers “Chinatis.” When they are impregnating each other, they sometimes do 
so at the Chinati Foundation, in a vast field filled with Judd’s concrete boxes—one of the 
few public spaces in town that offers any privacy.  
 
Wikipedia lists the racial makeup of  Marfa as more than 90 percent Caucasian and less 
than 7 percent Latino. A local business website, however, suggests that Latinos make up 
almost 70 percent of the town and white non-Hispanics less than 30 percent. If you listen 
for it, Spanish is spoken throughout the town. Marfa’s older Latinos, like its teens, are 
ambivalent to “outsiders”; some indicate a friendly fascination, others a visible 
disinterest, still others a mild frustration that may actually be rage. For their part, 
outsiders seem to behave as occupiers do: They form a community, pitching in and doing 
their part, largely and perhaps deliberately unaware of local history. 
 
It is entirely possible to spend time in Marfa, read about Marfa, talk about Marfa, and 
think about Marfa and never have any idea that the town existed before 1971. Those who 
lived there before the Judd occupation recall the man as unfriendly, but do not attach their 
names to the accusation. They stop shy of calling him racist, but they don’t visit the 
Chinati Foundation. “Why would I?” a grandmotherly cpa, who grew up in Marfa, asks 
me. 
 
I did visit the Chinati Foundation. The path to the two artillery sheds full of brushed 
aluminum boxes you can worship but not touch is marked with graffiti— silver penises. 
Inside one of the sheds, a friend secretly drops a dead spider on one of the silver boxes, 
which causes an uproar. It’s assumed that the spider crawled up there and then died, and 
the docent assures us that she will soon have the box restored to its pristine condition. 
“Nothing like this has ever happened before,” she tells us. She is Latina, and her 
presence, her gender, her race, here, surprises us. We ask her how she likes it. She says 
only that it is her last day. I leave the Chinati Foundation after the spider incident; I am 
bored by the Judd brand. 
 
Our interventions as women in this space are quiet, feminine, and not impactful. A few 
years ago, Palestinian artist Emily Jacir created an outdoor sculpture with some students 
in a local art program, and its proposed public installation was protested. It detracted 
from the town’s milieu, Chinatis charged. Meaning: the Judd brand.  
 
The aim of minimalism is to create, with as little exertion as possible, work that is 
stripped to its most fundamental, natural  elements. The goal of branding is similar—to 
create an environment of natural- seeming need for product that is then supplied. But 
both ignore that a natural environment already exists, one that is self-evident and 
contradicts the narrative constructed, in Marfa, by those upholding the legacy of Donald 
Judd. That this legacy is colonialist, patriarchal, and so stripped down as to become 
inaccurate is not worth repeating. But that this legacy is constantly interrupted by women 



who speak Spanish, who make art, who drop spiders, and who simply up and leave—this 
is a cold, shiny truth, as permanent as any brushed-aluminum box. 
 
KJ: You can read the rest of “Minimal Impact” in Bitch’s Art/See issue among three 
other pieces about art and activism. 
___________________ 
 
Woman #1: Ever since winter started I’ve been so cold in my house. I could barely read 
this book last night because I was shivering so much.  
Woman #2: Well, why don’t you get a hat like the one I’m wearing right now? 
Woman #1: Oh wow! Where did you get that hat? It’s so awesome. 
Woman#2: I got it at Bitchmart. 
Woman #1: You got your hat from Bitchmart? I got my book from Bitchmart? 
Woman #2: I didn’t know you could get books like bitch fest and feminism and pop 
culture from bitch mart! I thought they only sold cool clothes 
Woman #1: Bitchmart has hats and books along with sweatshirts, tee shirts, aprons and 
tons of other cool bitch stuff 
Woman #2: Wow I’m gonna “book” it to bitch mart right now 
Woman #1: Yeah, lets book it cause this head isn’t gonna warm itself. 
Woman #2: Bitchmart is located at bitchmagazine.org/storeBitchmart 
Woman #1 & #2: Bitchmart! 
JC: Well, the exhibition was really born out of a book written by Dr. Rosemarie Garland-
Thomson who is a professor of Women’s Studies at Emory University. She wrote this 
book entitled  Staring: How We Look. It really investigated staring interactions 
specifically, with physical disability. She used a lot of visuals in her book and while I was 
reading it I was thinking 'God, this would be great as an exhibition because it is so 
visually oriented.' Ann and I started talking with Rosemarie. She was really excited about 
it. So we kind of took the basic ideas of her book and reorganized them so that they 
would work in the medium of an art exhibition. So it was almost all, or was completely, 
two-dimensional paintings, drawings, etchings. The gallery itself is a reasonably sized 
gallery for the size of our school. When you walk in the first work you're greeted by is a 
large oil painting by Doug Auld entitled “Brian.” It's a portrait of a young man who had 
been severely burned. He is in fact, looking, really, staring right out at you. It's really the 
first thing you see and starts the initial visual dialogue. 
AF: It’s interesting because I think your readers will be familiar with ideas like the 
‘gaze.’ We talk about that in Feminist Studies as an exchange between the person who 
looks and the person who is looked at. Very often a woman is the subject of the gaze. 
And this idea of Rosemarie's, this idea of staring, is kind of a parallel idea. There is this 
hierarchical relationship. We stare at other people, but then we're taught not to stare. She 
reinvents this idea and it’s not just a taboo thing and it’s not just an opportunity to 
oppress someone but really an opportunity to know and be known. It’s kind of what she 
also calls ‘stealth disability studies’. It’s a way to introduce concepts from the field of 
disability studies into a larger realm of discourse. For example, when you go into Staring 
you will see artwork that both makes us conscious of the ways in which we already stare 
at things: we stare at things when we're tourists; we stare at dioramas in museums; we 
stare at beautiful vistas in nature; and those are all OK, right? Because they are 



conventional ways to look. We see the medical stare, and the diagnostic stare, but we're 
somehow taught that it's not polite or we shouldn’t look at physical difference. 
Rosemarie's argument is that it becomes an opportunity for a kind of visual activism, an 
opportunity to engage difference and in so doing make it more familiar and make us 
understand that there are many kinds of ways of being in the world—across class, across 
sexuality, across bodily difference. A lot of the exhibition works ask us to engage that 
kind of difference. And art becomes a mediator. Art becomes a way, just for example, 
look at Doug Auld's paintings of burn survivors. If your readers and listeners go to 
www.dougauld.com they will be able to see images of those works in which he painted 
10 adolescent burn survivors and really just invests them with a dignity and a beauty that 
kind of pushes us past our initial responses of 'oh my God, how tragic' and 'oh my God.' 
And really instead makes us see their beauty in their physicality, makes us see their 
strength, see their worth as individuals and not just cause us to stop short of the burn and 
have a response to nothing else. It’s pretty powerful stuff, and really causes us to question 
who we think should or shouldn't be appearing in art. 'Shayla' one of the pieces in the 
exhibition was the first portrait of a burn survivor to hang in the National Portrait Gallery. 
So Doug's work, as well as other work, like that of Chris Rush, really puts disabled 
people, people with physical difference, into the landscape of portraiture. These are also 
worthy subjects, and not just in the traditional, stereotypical ways that disabled people 
have been rendered in art like the fool or a freak or what have you. 
 
KJ: Both Feminist Studies and Disability Studies focus on the representation and 
depictions of the body and art seems like a really good place for both of these discussions 
to occur. I was wondering if you could speak to that a little bit more? 
 
AF: Sure. I think art is a way we tell ourselves stories about ourselves. Art is a way we've 
handed down ideas about who we are. And so art becomes a sort of site for reproducing 
certain stories but it also becomes a site for intervening into those stories. So I think the 
really amazing thing about Feminist Disability Studies is that it takes things that we as 
feminists already think about – we think about the social construction of the body, we 
think about how that circumscribes all of us – and it introduces disability into the 
equation which just opens it all up. If anybody is subject to the tyranny of the normate it 
is the disabled person. And so art that explores that intersection between disability and 
gender shows how rich the opportunities are for the disability and the female experiences 
to speak to one another. I mean, women and the disabled have been labelled passive, have 
been labelled apathetic, have been labelled weaker, you know, secondary, their place is 
the domestic, to be hidden. There’s a lot in common. Feminism and Feminist Disability 
Studies have pushed back at that in very strong ways and so enhance each other. I think 
art becomes a locale for that. Art moves out into the world. And people can engage in art. 
Art is this physical thing and this art was open to this entire campus community so it isn't 
just scholars having a discussion amongst themselves and there is a place for that, the 
genesis of many of these ideas came out of intellectual discussions, but art moves it into 
the realm of the physical and people can engage in art, people who maybe have no idea 
what a phrase like 'the hegemony of the normate’ is right, can go and say 'Damn, what is 
that? Who is in that painting? Why are they depicted that way?  
 



We have another installation in Re/Formations by a woman named Harriet Sanderson. 
She is a Seattle based artist who has post-Polio Syndrome and who takes the cane and 
turns it into this amazing image of whimsicality, and art in that case becomes an 
opportunity to take this thing that's a medical object and make it speak to a very different 
part of the disability experience. It's not just suffering and pain but, for example, she has 
these shoes, these high-heeled shoes that she takes the heels off of and replaces them with 
the tips of canes so it becomes an ironic commentary on the crippling quality of high-
heeled shoes in general, but, it also becomes kind of disability-sexy and disability-cool so 
the art kind of makes a feminist commentary that speaks to her experience, she kind of 
makes a commentary that, you know, ‘those are shoes that I couldn't negotiate the world 
on,’ but also expresses a kind of joyfulness and whimsy and attitude by merging the cane 
with this kind of chic image. So I think art provides opportunities for those kinds of 
intersections in really powerful ways. I don't know, what do you think Jessica? 
 
(interview over) KJ: Honestly I ha a really hard time cutting things out of this 
conversation, which includes even more on representation, disability studies, and art. So I 
highly recommend listening to the entire interview which can be found at 
bitchmedia.org/audio. You can also find links to both exhibits and more info on the artists 
mentioned in the interview.  
 
______________ 
 
KJ: Audrey Bilger’s article, “Wife Support,” in the latest Bitch, Issue #45, caught the 
attention of a local Seattle talk show, the Ménage, who asked Bilger on to talk about the 
changing meaning of wife when it comes to gay marriage. Here’s Jennifer Austin and 
Julie Mains of the Ménage, speaking with Audrey 
 
J: So I came across your work in Bitch Magazine this month. You wrote a really great 
article about redefining what was it called, the new definion—the new meaning of the old 
ball and chain. 
 
Audrey Bilger: It’s called “Wife Support.” 
 
J: Right, wife support.  
 
AB: Well, actually, I was able to marry my partner, wife, last year.  And you know what I 
noticed right away was that when I started saying the word ‘wife’ to people, I could tell 
that that pretty much changed everything. So I argue in this piece that what people who 
argue against marriage-equality often don’t say is that they don’t like the changing status 
of women within same-sex marriage because I think they’re afraid that if women are 
without men, and if ‘wife’ changes in relation to that definition, that the whole system 
might change and that straight women might be more independent even within marriage 
as well. 
 
J: Of that’s kind of fascinating because I always thought that the subconscious argument 
against marriage equality was straight men scared of gay sex 



 
AB: Well I think in terms of gay men, that is true, but really Anna and Eve are probably 
more scared in some ways than Adam and Steve. 
 
J: [laughter] I love it. 
 
AB: When you consider that the real traditional definition of marriage was between a 
man and his property, not between a man and woman, and that in the last 100 years or so, 
that definition has changed radically. So much so, that to be married to a woman isn’t 
really all that different than being married to a man. I’ve tried it both ways and it’s really 
not all that different in terms of the day-to-day life. 
 
J: See, I think that’s so interesting because, in California, we know about Prop 8 and how 
it was repealed and all that stuff. And we railed for marriage equality. And it passed by a 
slim margin here in Washington State. And in Washington we had the “everything but 
marriage” bill that barely squeaked by, but I never even considered how the status of 
women might change with the redefinition of marriage. 
 
AB: Well I think that’s because people who favor marriage equality shy away from this 
whole area of definitions. It’s been controlled by those who say ‘marriage is between a 
man and a woman’, so we don’t even go there. 
 
J: But maybe what you’re saying also is it isn’t really going away from the original 
definition because women are still subconsciously regarded by any many, many men as 
property. 
 
AB: Yes, well, certainly as less than. We have expressions like, ‘the old ball and chain’ 
or, ‘the little woman’, but all of those things come to us because of that idea that women 
are less than men. The legal concept of marriage coming from the 18th century there was 
this idea called coverture, and what it meant was that the wife and the husband were one 
person,  and that person was the husband. And that’s how we get ‘man-and-wife.’ 
 
J: And that’s where we adopt their last name as well 
 
AB: Exactly 
 
J: So as a lesbian wife how did you merge old culture with new or what does your now 
same-sex marriage look like? 
 
AB: Well, as I said it actually looks much like my straight marriage looked. We are two 
people and we love each other and in our day-to-day life we divide our tasks. But we 
don’t divide them according to gender. I’ll say even with my ex-husband we didn’t 
always do that. But we have to negotiate and we have to consider, ‘well, this is what 
women usually do’, ‘this this what men usually do’, but we have two women, that’s not 
the case. A recent study showed that, in relation to lesbian parenting, the children who are 
raised by same-sex parents are actually more flexible in terms of their understanding of 



gender roles and that, actually girls who are raised by two moms, feel more free to enter 
into professions that are defined as masculine. I think that’s very significant and I think 
that the marriage rights people, like myself, need to emphasize these positive changes. 
Instead of being afraid to say that same-sex marriage will change anything 
 
J: Now the correlation that has to go along with that, in my mind, living in a world where 
people hate gays, is that the statistics that children raised in gay marriages are no more 
likely to turn out gay than people raised in straight marriages. Because all of the gay 
people that I know where raised by straight marriages. 
 
AB: Yeah, yeah, yeah, I think there are a lot of myths that are out there about the way 
that gay marriage works in practice and this book is by a woman named Abbey Goldberg, 
she’s psychologist, and it’s called Lesbian and Gay Parents and Their Children, and she 
looks at 100 academic studies, and finds, from all these studies, that there don’t seem to 
be significant negative effects from children being raised by gay parents. But in fact, 
there are these other things that are positive in terms of the way that these children think 
about gender and gender roles. Honestly, when I first started studying the history of 
gender, what I found liberating was recognizing that the way we think about relationships 
between men and women—the way we think about the gender roles in general—that that 
hasn’t been stable across time. And if you realize that they might have thought of these 
things very differently 200 years ago, or you learn that they think about them differently 
in another culture, then you realize that they can be changed; that they aren’t stable and 
fixed. 
 
J: I’m just saying, we are pro-matriarchy here at the Ménage. 
 
AB: pro-matriarchy is a good thing. I do think that most of equality is fundamental and 
that, for centuries, people have been saying that men are the superior sex. The flip side of 
that isn’t to turn that around and say women are the superior sex, but to say that giving 
people the opportunity to be whatever they are is the most important thing. And it’s ironic 
in a country where we believe that freedom is fundamental to who we are as Americans, 
that there is this push to restrict people’s rights in terms of expressing themselves fully, as 
women, or in terms of same-sex marriage. 
 
J; Audrey Bilger, thank you so much for joining us. Your book is Laughing Feminism, a 
book on Jane Austen and early feminist comedy. 
 
J#2: It can be found on amazon.com. 
 
AB: Thank you so much. 
 
J: You are a regular contributor to Bitch Magazine. Is there anything else, any final 
thoughts, anything that we should know? 
 



AB: Well, I just hope that marriage equality progresses across the land. We’ve made so 
many advances and I am very glad that Prop 71 passed. That’s a positive thing, thank 
you. 
 
KJ: To hear more on gay marriage, Rosanne Barr, and women in comedy, check out the 
full interview at bitchmedia.org/audio. You can listen to the Ménage online at 
1150kknw.com, and don’t forget to check out Audrey’s article “Wife Support” in the 
Art/See issue of Bitch. 
 
Thanks again for tuning in to Bitch Radio. This episode was produced by Julie Sabatier 
whose own awesome podcast can be found at destinationdiy.com. Except for the 
Bitchmart and subscription music, which I found at royalty freemusic.com, all songs are 
by Emily Lacey, an electronic sound artist whose work has been featured in esteemed 
museums and DIY spaces alike. Find more of her eclectic work at emilylacey.net. For 
other Bitch Media podcasts look for us on iTunes or visit us at bitchmedia.org/audio 
where you can find past segments, extended interviews, more about what you heard today 
and our bi-weekly pop-culture round table, Popaganda, hosted by Kelsey Wallace. This is 
Kjerstin Johnson, signing off. 
 
 


