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Refusing to be Silenced and Demanding Respect: A Case Study About Black Female Sexuality in Popular
Culture Focusing on Beyoncé Knowles
By: Lea Trageser
Dating back to nineteenth century Europe and the antebellum American South Black female sexuality
has been fetishized, otherized, objectified and commoditized. The problematic judging and stereotyping of Black
female sexuality continues today especially with a strong prevalence in popular culture. From Sarah Baartmann,
more commonly known as Hottentot Venus, to Onika Maraj, more commonly known as Nicki Minaj, Black
female sexuality has always been put on display and Black females have been reduced to their sexual parts
because of this (Collins, 2000).
Sex and sexuality are integral to human life; they can almost be considered human nature. Despite the
two being such large parts of human existence, often in society it is thought of as taboo to talk about these
topics. As women, we are only allowed to talk about sex and sexuality within the context of a discourse and a
representation that is laden with racial and sexual politics that is foisted upon us, our bodies and psyches. This
overwhelming imposition of intersecting racial and sexual politics is particularly evident in popular culture
especially the music industry, which is heavily male dominated. In this male dominated industry both Black
and White men have control over how female sexuality is represented, which often leads to Black women being
objectified and hyper-sexualized (Collins 2000). Men often have control over the music that is written, how
women are portrayed in music videos, all affecting how society perceives those women. It is my contention
and that of other feminists that in order for Black women to successfully express sexuality and demand respect,
intervention must occur at the level of who controls the music. This can be done in a number of ways. From a
woman writing her own music, to a woman choosing to not engage in certain interviews and even choosing to
manage herself allowing her to have the power to make executive decisions, there are many ways that a woman
can be in control of how she is represented. Once Black women reclaim the self-authorship of their music they
are able to control the representation of their sexuality, which allows them to both not only express but embrace
their sexuality all the while gaining respect from both peers and fans.
In this paper I will argue that by combining pre-existing theories such as intersectionality theory, queer
theory and theory on popular culture, while maintaining a Black feminist approach my new theoretical model
emerges. My new model helps us understand how Black women musicians can achieve a separate space in
which they express their sexuality and they can also demand respect. In the next section of this paper, labeled
“Merging Black Feminist Theory and Popular Culture,” I aim to present each pre-existing theory, and the
strengths and limitations of each. In the following section, labeled “Reclamation as a Mechanism for Achieving
Sexual Expression and Respect,” I suggest, through the creation of my own theoretical model, how each existing
could be expanded in order to mutually benefit the emancipatory goals of the feminist movement and support
the creation of my theoretical model. Later, I will include an in-depth explanation of my model. In the final
section I will provide evidence of the efficacy of my model in action through a case study on Beyoncé. I begin
with analyzing intersectionality.
Merging Black Feminist Theory and Popular Culture
A common threat in theorizing Black women’s oppression is the idea of a multilayered oppression.
Intersectionality theory addresses the multiplicative nature of categories of identity in order to help us better
understand a person’s experiences. For example, a Black woman who is a lesbian does not face oppression
of each of those marginalized identities individually. Instead, she faces oppression that is the outcome of the
intersections of each of those identities. In 1989 Kimberle Crenshaw coined the term intersectionality in her
article, “Demarginalizing the Intersection of Race and Sex: A Black Feminist Critique of Antidiscrimination
Doctrine, Feminist Theory and Antiracist Politics.” Crenshaw compares the multiple marginalized identities of
Black women with a traffic pattern with multiple intersections. Through this analogy she articulates how the
oppression and marginalization that Black women face occurs at the intersection of an “accident,” which may
have been caused from any number of the directions of the traffic/identities of a woman or a combination of
each direction of traffic/identities (Crenshaw, 1989). Throughout history, as Black women have been excluded
from protection under the law because of these multiple marginalizing facets of their identities. They can
neither represent all women in the court of law, because they are Black, nor all Blacks, because they are women.
Crenshaw posits that, “Black women encounter combined race and sex discrimination...the boundaries of sex

and race discrimination doctrine are defined respectively by White women’s and Black men’s experiences,”
(1989). For example, Black women were unrapable in the eyes of the law and the successful conviction of a
White male for raping a Black female was unthinkable. Rape laws were constructed in a way to maintain female
chastity instead of protecting women from being raped. Because of the history of Black female sexuality Black
women were not thought to be chaste and courts in some states had told the jurors that unlike White women
Black women were not chaste. When a Black woman is raped it is her gender that makes her vulnerable to the
raping; however simultaneously it is her Blackness that excludes her from protection under the law.
￼ Although intersectionality theory was and remains to be impactful, there are a few aspects that if changed
could both strengthen the theory itself and support my theory. First, in this article Crenshaw focuses mainly on
race and gender. However, for my theory, sexuality, and the history of Black female sexuality, must be centered.
I acknowledge that since the publication of Crenshaw’s article there has been more work with intersectionality
including sexuality, and this is what my theory will include. Second, Crenshaw applies intersectionality theory
to the criminal justice system in order to expose how Black women have been systematically erased from the
United States judicial system and are not protected under the law. Historically law has been written that makes
it difficult for a man to be convicted of raping a Black woman because a Black woman was not seen as pure,
they were seen as innately sexual beings. This hypersexualization also occurs in the music industry. Often when
a Black woman does express her sexuality she is hypervisualized through hypersexuality, which opposes the
making Black women invisible within the representational politics of the law. Although they are opposites, they
both dehumanize Black women.I wish to apply intersectionality theory to popular culture in order to reveal the
implications of being a Black woman who expresses her sexuality in a public discourse.
When turning to queer theory, we also encounter theoretical accounts of the erasure of Black women,
but here the focus is on Black women’s sexuality. Similar to how Kimberle Crenshaw reveals the erasure of Black
women from the American judicial system, in “Black (W)holes and the geometry of Black female sexuality,”
Evelynn Hammonds exposes the systematic erasure and silencing of the expression of nonwhite sexuality. What
is essential from this article is the history of the Politics of Respectability. During the eighteenth century, images
of Black women were produced in a way that pathologized and otherized them. The pathologizing and otherizing
images of the Black women acted as justification for their abuse, economic and sexual exploitation, and rape,
both during and after slavery.
In response to this Black women reformers developed strategies to counter these negative stereotypes
and justifications for their abuse: in the early twentieth century Black women reformers promoted a public
silencing about the expression of their sexuality. This strategic silencing was a political strategy hoping that
“silence and promotion of proper Victorian morality” would keep them safe and gain respect (Higginbotham,
1992). Furthermore, Hammonds argues that in order to understand what Black female sexuality looks like we
must abandon the idea that Black means nonwhite and start looking at Black sexuality as its own entity, with
its own “geometry” (Hammonds, 1994). Creating a space for Black sexuality to be represented that is created
by Black women, for Black women and is analyzed through a critical lens separate from the binary of Black
and White female sexuality is an imperative part in altering the perception of the expression of Black female
sexuality.
Brittney Cooper furthers the idea of the need of a separate space for Black female sexuality in her article,
“Love No Limit: Towards a Black Feminist Future (In Theory),” (Cooper, 2015). In this article she argues, that
for too long Black feminists have had their “intellectual territory,” encroached on and “violence done to the
space they occupy” (2015). She continues by arguing that once a separate space is successfully achieved and they
no longer feel the need to defend it that “queer Black feminism makes space for a range of desires and gender
performances, but refuses the power-laden, normativizing imperatives of heteropatriarchy,” (2015).
There are parts of queer theory that are imperative to the construction of my theory including the
argument that a separate space for Black female sexuality to exist apart from the white/nonwhite binary, as well
as the history of the Politics of Respectability. However, what could be improved upon is how this space can be
created.
Still, Black feminist scholars working within the framework of intersectionality have advanced
scholarship of the second wave, namely, that produced the politics of respectability to continue to work within
the politics of representation to give visual expressivity to Black women’s sexual pleasure. These Black feminist
scholars work to counteract prexisting ideas about Black female sexuality as well as some Black women who
silence their sexuality in order to avoid criticism. These Black feminist scholars aim to shamelessly embrace
their sexualities. According to Jennifer C. Nash, “for as long as Black women have adopted strategic silences to
protect their bodies from scrutiny, there have been Black women...attempting to break that silence...by insisting
on Black women’s complex pleasure’s and longings,” (2012).
Valerie Chepp further explores the theory of this resistance to be silenced within the context of popular
culture, or what she calls the politics of irreverence, in her article, “Black Feminist Theory and the Politics of
Irreverence: The Case of Women’s Rap,” (2015). According to Chepp, the politics of irreverence is a strategy

implored by female musicians in order to demand respect while simultaneously expressing their sexuality:
“Assigning value and reverence to the Black female sexual body, albeit in sexually explicit and profane ways,
blurs the boundaries between respectability and irreverence and intervenes in patriarchal and racist discourses
that traditionally refer to Black women’s bodies as unattractive, undesirable, and unworthy of respect,” (Chepp,
2015). Chepp argues that the silence that resulted from the politics of respectability is problematic because
Black women lost the ability to express their own sexuality. This led to the lack of representation of Black female
sexual identity, desire, pleasure and agency in public discourses, including feminist theory. In order to try to
address this silence, alternative depictions of sexuality, often in music, were analyzed. Musicians often display
irreverence in their music videos and lyrics because of their “unapologetic, vocalized, playful, and often raunchy
approach to Black female sexuality,” (Chepp 2015). This unapologetic tone began to be more explicit with the
arrival of third wave women’s rap, which was even more provocative and explicit than earlier rap. Artists such
as Lil’ Kim and Foxy Brown contributed to this third wave and she expressed her sexuality in a way that allowed
her to use irreverence to claim respectability, embracing the contradiction of the two.
Cooper also argues that it is this unapologetic nature that is needed in order to express their interests
and views in a way that they will be separate from the White hegemonic society. Her article abides by this
unapologetic tone by stating, “we must, in short, stop letting others fuck with our future,” (Cooper, 2015).
Valerie Chepp’s article on the politics of irreverence is an immensely important part of my theoretical
model. Although I appreciate her acknowledgement that Black women, especially in popular culture, are resisting
the politics of respectability by beginning to adhere to the politics of irreverence, I think that what is lacking
is once again how a Black female in popular culture can portray her sexuality while still demanding respect.
Although Chepp does importantly address that these two no longer should exist in separate categories, and that
they can happen simultaneously, what needs to be addressed is how a Black woman can do this. After reviewing
the current body of literature on intersectionality theory, queer theory and theory on the field of popular culture,
it becomes evident that a new theoretical framework to examine Black female sexuality in popular culture must
be established. In order to better understand the challenges that Black women face in expressing their sexuality,
we must develop a framework that not only states that women can simultaneously express their sexuality and
demand respect, but includes how they can achieve this. I begin by putting intersectional theory, queer theory
and popular culture theory in conversation with one another to further reveal the need of my new theoretical
model.
Reclamation as a Mechanism for Achieving Sexual Expression and Respect
Intersectionality theory, queer theory and popular Culture theory have each been influential in feminist
theory for their own reasons. However, I believe that when analyzed together and applied to popular culture a
new theoretical model, which shows that when a Black woman reclaims her self-authorship she is able to both
express her sexuality and demand respect, emerges. In order to better understand how this theory emerges, it is
essential to put these theories in conversation with one another and with the history of Black female sexuality.
Analyzing intersectionality theory with the politics of respectability from queer theory reveals the
unique history of the representation and implications of Black female sexuality and the continuous impact that
it has today. In order to better understand this, let’s analyze Beyoncé and Madonna. Madonna is a White female
musician who is known for the unapologetic expression of her sexuality. Beyoncé is a Black female musician
who is known for the same. However, Beyoncé being a self-proclaimed feminist often is criticized or questioned
because of how she expresses her sexuality. Diane Lewis posed the question on the NPR radio show Here and
Now, “What makes Beyoncé not a feminist because of her sexuality and the way she expresses it and what makes
Madonna a feminist, particularly because of her sexuality and the way she expresses it?” (Young, 2014). I believe
that the answer to this question is the history that is associated with Black female sexuality. Beyoncé expresses
her sexuality in “a way that makes people recall the Jezebel image of the sort of hypersexual, hyper-sexed Black
woman,” (Lewis). Because of Beyoncé’s race, and history of her race, how the representation of her sexuality is
perceived is different than Madonna’s. Through this conversation it is revealed that Black women musicians have
a different history than White women musicians because of intersectionality. Furthermore, Inters ectionality
and Queer theory reveal that the different histories of Black female sexuality and White female sexuality impact
perceptions of the expression of sexuality today. In order to combat this, spaces in the music industry, separate
from the domination of men in the industry, need to be established.
When the politics of irreverence are entered into this conversation, it suggests that resistance is the way
to achieve this separate space. The refusal to let Black female sexuality be silenced will help achieve a space
within popular culture where Black female sexuality can be expressed. However, this is where the conversation
stops. What these theories do not address is in what way can this space can be achieved that simultaneously
allows the Black woman who is expressing her sexuality to be respected.
I argue that a main reason why women are objectified and hypersexualized in popular culture is because

men dominate the music industry: “fewer than 5% of all professional producers and engineers are women5
and, overall, only six females have ever been nominated for best producer at the Brits and Grammys combined;
none have won the prize,” (Patel, 2015). When men dominate the music industry they control how Black female
sexuality is represented. Because of the lack of control regarding self-expression that Black women experience
they are objectified and hyper-sexualized. It is the action of when women reclaim the control and self-authorship
of their art and music, which in turn allows them to control their representation, that allows them to achieve
this ability to simultaneously express their sexuality and demand respect. Although the representation of Black
female sexuality can be problematic when men are the authors of how it is portrayed, when women reclaim this
authorship they become in control of how their sexuality is expressed and no longer are the object.
By treating Beyoncé, more specifically her self-titled album, which was released in 2013, as a case study
I hope to further explore and strengthen my theoretical model in order to help us better understand the process
that Black female musicians can follow in order to express their sexuality and be respected. I do so by exploring
how Beyoncé reclaimed the self-authorship of her music with her self-titled album, followed by evidence of
Beyoncé expressing her sexuality in this album. Lastly, I will include evidence that Beyoncé and her music is still
respected by many people in various fields. Doing so, I hope to prove that through the reclamation of her selfauthorship Beyoncé is able to control the expression of her sexuality, which allows her to express her sexuality
and be respected. I begin with the evidence of the reclamation of her self-authorship.
Case Study: Beyoncé
On December 13th2013 Beyoncé released her self-titled album completely unannounced. This was just
one of the many ways that she reclaimed her self-authorship in order to successfully express her sexuality and also
maintain being respected. In order to understand the entire process of the reclamation of her self-authorship we
must look at the process of making the album, and the important decisions she made surrounding her album.
First, in 2011, Beyoncé decided to fire her father, who had been her manager since 1990. The reason for
firing her father was that he would often ask her if she wanted to do certain shows and regardless of her response
he would book them. Deciding to manage herself allowed Beyoncé to be in complete control of her music and
her career.
Second, the decision to make the album a visual album was strategic in reclaiming her authorship. Each
of the videos was shot on Beyoncé’s terms based off of her vision. Most often Beyoncé and her team did not
have a plan of what they were going to shoot until they arrived on set together. This was a new freedom that
allowed Beyoncé to authentically reveal to her audience what she wished to reveal, she was able to be raw; she
was able to “rebel against perfection and embrace innate beauty,” (Knowles, 2013).
Not only was the decision to shoot the videos raw a statement to reclaim self-authorship, but so was the
decision to release all thirteen singles, with music videos, all at the same time. In a five part YouTube miniseries
titled “Self-Titled” Beyoncé talks about how many fans invest neither time nor money in an entire album, how
the hype is about the single. This hype over the single takes away from the story of the album, which is what
her self-titled visual album truly is. By releasing the album all at once as thirteen singles, she took away this
“hype,” was able to re-center her music, and allowed fans to see the album as a story. This also is connected
to the unexpected release. According to Beyoncé, “so much gets between the music, the artist, and the fans,”
(2013). With this album she didn’t want to tell anyone when the album would come out. She released it when
she thought it was ready, from her to her fans.
Lastly, and possibly the biggest statement of all, was to name the album after herself. Making the album
self-titled is such a bold statement and portrays the fact this album was made by Beyoncé and the fact that she
is in complete control of her representation and how she wishes to be portrayed.
Furthermore, on April 23rd 2016 Beyoncé released her visual album “Lemonade.” Since this release was so
recent I decided to continue to focus solely on the self-titled album because I knew that it would not be possible
to critically analyze the new album like it so deserves. However, I do believe that Beyoncé continued to reclaim
her self-authorship in this album because the album truly does not have a singular genre, and once again she
released the album as a visual album. This time she released the album as an hour-long video with the songs
from the album as well as spoken word poetry. This form of release made sure that people watched the album
and listened to it in its entirety as if it were a movie, telling the story of being betrayed by someone she loved
most.
Following the sequence of my theoretical model, I will now explore the expression of Black female
sexuality in Beyoncé’s self-titled album. Although in this album Beyoncé reflects about other facets of her
identity other than just sexuality, such as miscarriage, becoming a mother and body image, what I will focus
on for the purpose of my theoretical model is the representation of her sexuality. Of the fourteen songs on the
album, “Haunted,” “Drunk in Love,” “Blow,” “No Angel,” “Partition,” “Jealous,” “Rocket,” and “Superpower,” all
have some sort of sexual expression, some much more subtle, such as in “Blow” when she says “Can you eat my
skittle it’s the sweetest in the middle,” which refers to oral sex and her clitoris, or others that are more obvert,
such as the music video and lyrics of “Partition.” In order to effectively reveal the representation of her sexuality,

I will analyze three of these songs, both the lyrics and music videos.
The music video for “Drunk in Love” features only Beyoncé and Jay-Z dancing together on a beach and
is shot in black and white. Although the music video is not as sexual as some others, it can be described as more
sensual. Beyoncé is dancing on the beach in a bathing suit with the waves hitting her. Some of the most sexual
lyrics from this song include, “Cigars on ice,” which refers to men alleviating their erections by taking cold
showers, “Then I fill the tub up halfway then ride it with my surfboard,” which is a sex position, and from Jay-Z’s
verse, “Foreplay in the foyer, fucked up my Warhol...Slip the panties right to the side...Ain’t got the time to take
draws off.”
“Partition” perhaps has become one of the more popular or well-known songs from this album, and it
is possible that the extremely sexual music video is one of the reasons why. In this video, Beyoncé expresses her
sexuality by wearing lingerie, is featured nude only in silhouette, and at times is pole-dancing. She spoke out
about the music video saying, “The day that I got engaged was my husband’s birthday and I took him to Crazy
Horse. And I remember thinking, ‘Damn, these girls are fly.’ I just thought it was the ultimate sexy show I’ve ever
seen. And I was like, ‘I wish I was up there, I wish I could perform that for my man...’ So that’s what I did for the
video,” (Knowles, 2013). Furthermore, the video begins with Beyoncé at the breakfast table with a man who is
assumed to be Jay-Z. She attempts to get his attention and then the music video continues with Beyoncé acting
out many sexual fantasies, such as having sex in the back of a limousine. Along with the video being sexual
in nature, the lyrics in their entirety are the ultimate declaration of sexuality: “Now my mascara runnin’, red
lipstick smudged...Oh he so horny, yeah he want to fuck...He popped all my buttons and he ripped my blouse...
He Monica Luwinski’d all on my gown,” “Hand prints and footprints on my glass...Hand prints and good grips
all on my ass...Private show with the music blastin’...He like to call me peaches when we get this nasty,” and lastly,
“Took 45 minutes to get all dressed up...And we ain’t even gonna make it to this club.” Aside from the sexual
innuendos and images displayed through the lyrics, the song concludes with a few lines of french, although they
clearly sound sexual unless one speaks French it is not clear what one is singing along to.. The translation is, “Do
you like sex? Sex. I mean, the physical activity. Coitus. Do you like it? You’re not interested in sex? Men think
that feminists hate sex, But it’s a very stimulating and natural activity that women love.” This is evidence that
“Partition” is not only explicitly sexual but it is also implicitly sexual.
“Rocket” is the final song that I will analyze. This song has been called “a tribute to her curves,” by Puja
Patel of Spin (2013) and Stereogum journalist Tom Breihan referred to it as an “old-school sex-ballad” (Breihan,
2013). The video is shot in black and white and features only Beyoncé. Once again she is shown wearing lingerie
and touching her body in a sexual manner. The lyrics, “And rock right up to, the side of my mountain...Climb
until you reach my peak baby peak baby peak,” are visualized in the music video with the images of the female
body up close in a way that looks like mountains with water being dripped onto them. These lyrics refer to
the female body and orgasm. The sexual lyrics begin at the start of the song with, “Let me sit this ass on you,
show you how I feel,” which refers to a lap dance. “Rocket” the name of the song is transformed to “Rock it ‘til
waterfalls...bathe in these waterfalls,” in the actual lyrics of the song. These lyrics refer to both an instruction of
how she wants to have sex as well as symbolizing the sensations of sex and imagery of female ejaculation. This
music video and lyrics encompass the process of having sex, beginning with foreplay, exploring each other’s
bodies, sexual intercourse, orgasm and resolution. The resolution period, which follows sex, is shown in the last
scene where she is displayed laying on the bed partially dressed, looks into the camera and says, “damn.”
Now that I have explored how Beyoncé both reclaims her self-authorship and expresses her sexuality
in her self-titled album, in order to completely support my theoretical model I will next provide evidence that
Beyoncé is still able to demand respect.
With more than sixty-nine million followers on Instagram, more than thirty-five million albums sold
since the release of her first album “Dangerously in Love,” and the ability to sell out a world stadium tour before
even releasing a new album, as shown with her Formation World Tour, it is made clear that Beyoncé’s fan base
is more than loyal and has tremendous respect for her. Her fan base calls themselves the “Bey-Hive” and refers
to Beyoncé as the “Queen Bey.” This respect that is displayed through her fans also is displayed amongst many
other people, including fellow musicians and people in media. For my paper is it essential to include what I
mean by respect. Countless people still regard Beyoncé’s sexual expression as negative and self-objectification,
such as Bill O’Reilly. However, for my theoretical model, by being respected I mean that she demands respect
from those whose opinions I believe she may deem important to her: loyal fans, fellow musicians, music critics
and herself.
Beginning with fellow musicians and people in the music industry, in order to create her self-titled
album, Beyoncé invited some of the artists she respected most to the Hamptons with her in order to collaborate
and record the album. While recording “Rocket” Beyoncé left Justin Timberlake and Timbaland speechless
by captivating them after releasing any inhibitions and belting out the lyrics. Afterwards, Timbaland, who is
a Black male producer, singer, songwriter, rapper and DJ, stated, “Beyoncé just sets women free,” (Knowles,
2013). Melina Matsoukas, a mixed race women director of music videos, has directed nine of Beyoncé’s videos
since 2007, including both “Pretty Hurts” and most recently “Formation.” Melina Matsoukas has stated, “She

is trying to carve a way for other female artists to do the same and follow in her path and have control in their
art,” (2013). Furthermore, “Formation” was produced by Mike Will Made-It and after the release he tweeted, “
Always wanted to work with Beyoncé and after working with her I respect her on even more levels than I knew
she was on... Real ARTist Fr.” These artists who Beyoncé worked and collaborated with are all examples of how
fellow artists view and respect her.
In addition to many people in the music industry respecting Beyoncé, critics of the industry also have
respect for her. In an episode of her NPR radio show, entitled, “A Feminist Weighs in On the Debate Over
Beyoncé,” Robin Young shares an interesting perspective on Beyoncé and her expression of sexuality: “Beyoncé
might be doing what many young Black men are doing with the N-word, seizing the thing that was used against
her and controlling it,” (2014). In recent history words that were once used to otherize certain groups of people
have been reclaimed in order to no longer give the words power. From the feminist publications entitled “Bitch”
and “Jezebel” to the reclamation of the word queer, even the n-word has been reclaimed. Robin Young puts
the way that Beyoncé expresses her sexuality in parallel to these reclamations because Beyoncé is “seizing the
thing that was used against her and controlling it.” (Young, 2014). She is taking back the power of her body and
celebrating her sexual agency (Lee, 2010).
Conclusion
In exploring the combination of intersectionality theory, queer theory, and theory on popular culture and
the application of each to Black female sexuality in popular culture, the need for my theoretical model emerges.
When men, both Black and White, dominate the music industry and have control over the representation of
women, Black women are often represented as passive sexual objects. However, as I argued in this paper it is the
reclamation of Black women’s self-authorship that allows them to portray their sexuality how they wish for it to
be portrayed while they also demand respect.
Bill O’Reilly is one critic who believes that Black women, who express their sexuality, like Beyoncé, are
contributing to the objectification of Black women, are contributing to the amount of teen pregnancies in the
Black community, and harming young children (Culp-Pressler, 2014). Even if one agrees with O’Reilly it cannot
be refuted that Beyoncé and other Black female musicians like her are both reclaiming their self-autonomy
and starting a conversation regarding a previously silenced topic. Beyoncé is aware that the music she makes is
controversial, as revealed in Formation’s lyrics, “You know you that bitch when you cause all this conversation.”

References
Breihan, T. (2013, December 16). Premature Evaluation: Beyoncé BEYONCÉ. Retrieved from
http://www.stereogum.com/1604191/premature-evaluation-beyonce-beyonce/franchises/p
remature-evaluation/
Collins, P. H. (2000). Black Feminist Thought: Knowledge, Consciousness, and the Politics of
Empowerment (Revised 10th anniversary edition ed.). New York, NY: Routledge. Cooper, B. (2015). Love No
Limit: Towards a Black Feminist Future (In Theory). The Black
Scholar, 45: 7-21.
Crenshaw, Kimberle. (1991). “Mapping the Margins: Intersectionality, Identity Politics, and
Violence Against Women of Color.” Standford Law Review 43(6):1241-1299.
Culp-Pressler, T. (2014, April 27). Bill O’Reilly Says Beyoncé Is Encouraging Black Girls
To Get Pregnant. Retrieved from http://thinkprogress.org/culture/2014/04/27/3431245/oreilly-beyonce-teenpregna ncies/
Hammonds, Evelynn . (1994). Black (W)holes and the geometry of Black female sexuality. Differences: A Journal
of Feminist Cultural Studies.
Higgenbotham, Evelynn B. (1992). “African-American Women’s History and the Metalanguage of Race.” Signs
17.2: 251-74.
Hooks, Bell. (1992). “Selling Hot Pussy: Representations of Black Female Sexuality in the Cultural Marketplace.”
Black Look: Race and Representation. Boston: South End. 61-76.
King, Deborah K. 1988. “Multiple Jeopardy, Multiple Conciousness: The Context of a Black Feminist Ideology.
Signs 14(1):47-72.
Knowles, Bey oncé. [Beyoncé]. (2013. December 13). Self-Titled. Retrieved from https://www.youtube.com/
watch?v=IcN6Ke2V-rQ
Lee, S. (2010). E
 rotic revolutionaries: Black women, sexuality, and popular culture. Hamilton Books.
Nash, Jennif er C. (2012). Theorizing Pleasure: New Directions in Black Feminist Studies. Feminist Studies,
38(2), 507-515.Cooper
Rose, T. (2016, March 16). Black Feminism, Popular Culture and Respectability Politics. Lecture presented at
The Annual Elizabeth Munves Sherman’77, P’06, P’09 Lecture in Gender and Sexuality Studies in Pembroke
Hall, Brown University, Providence.
Patel, Natasha. “Gender in the Music Industry.” Music Business Journal Berklee College of Music RSS. N.p., Oct.
2015. Web. 16 Feb. 2017
Patel, Puja. Beyonce’s ‘Beyonce’: Our Impulsive Reviews | SPIN. (2013, December 13). Retrieved from http://
www.spin.com/2013/12/beyonce-impulsive-album-review/
Young, Robin (Narrator). (2014, May 16). “A Feminist Weighs In On Debate Over Beyoncé.”
[Radio broadcast episode]. Here and Now. Washington DC: National Public Radio.

