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In The Laugh of the Medusa, Hélène Cixous struck a chord when she 

appropriated the metaphor of voice to state powerfully that “women should break 

out of the snare of silence” (881). Her description of a female speaker taking the 

floor and not being heard written in 1975 still resonates today in 2019: 

 

Every woman has known the torment of getting up to speak. Her heart racing, at 

times entirely lost for words, ground and language slipping away—that's how 

daring a feat, how great a transgression it is for a woman to speak—even just 

open her mouth—in public. A double distress, for even if she transgresses, her 

words fall almost always upon the deaf male ear.…  

Listen to a woman speak at a public gathering (if she hasn’t painfully lost her 

wind). She doesn’t ‘speak,’ she throws her trembling body forward; […] all of 

her passes into her voice, and it’s with her body that she vitally supports the 

‘logic’ of her speech (881).  

 

Cixous aptly captures the difficulty of public speaking for women that has resulted 

in her being caught in “the snare of silence” throughout (literary) history. The 

image of “all of her [body passing] into her voice” also foregrounds the marked 

relationship between female voice and body so that “woman” paradoxically 

becomes nothing if no(t) voice. The feminine “voice-body” is conceived as an 

emotional outpouring opposed to the masculine logic of discursive mastery, that 

breaches the confines of language. Indeed, her title “Le rire de la Méduse” 

highlights the importance of paralinguistic laughter and myth. The story of 

Medusa, and even more that of the Sirens (both briefly mentioned in the essay in 

Signs [885]) evoke the long-standing tradition of representations of the female 

voice as a seductive but castrating song. Not solely a Classical topos, the tradition 

of the mutilated female speaker extends across world cultures to include other 

non-Western mythic figures such as the Vodou deity Ezili Je Wouj discussed in 

the WIF 2018 conference keynote address, who “comes to people in spirit 

possession, [but] communicates [only] by … the sound ‘ke ke ke.’” Writing 

against the psychoanalytic tradition that defined the feminine subject as castrated 

and castrating, Cixous imagines the female voice not as 

disembodied/disembodying but as beautiful and laughing. Today, perhaps more 

than ever, we can agree with Cixous’s manifesto, that to listen to women and to 

speak as a woman can become political acts. Women’s interventions in discourse 
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have been condemned or erased, and there are still disciplines and contexts devoid 

of female voices. Since the 1970s, feminist scholarship has strived to turn up the 

volume on the silence surrounding past generations of women’s experiences, 

stories, and artistic achievements.  

The #MeToo movement has recently brought renewed attention to the stakes 

and the politics of speaking out as a woman. “Speaking out” can take many forms, 

including high-profile testimony and strident public statements in the press or on 

social media, semi-private testimonials expressed through fiction, or even 

whispered cautionary tales that quietly complain about predatory behaviors in the 

workplace. All forms aim in their different ways to attest to institutionalized 

discrimination and sexual harassment, as well as sexual violence and pay inequity. 

In doing so, the chorus of voices has achieved a new level of feminine solidarity 

compellingly represented in the hashtag #MeToo. Some four months before the 

start of the WIF 2018 conference, allegations of sexual harassment by high profile 

women in the entertainment business flooded social media with the hashtag 

#MeToo in mid-October 2017. The movement spread to other countries, including 

France where accusations coalesced around the hashtag #BalanceTonPorc. The 

timing of the WIF 2018 conference was serendipitous, an unplanned but resonant 

happenstance. 

These conference proceedings bring attention to stories about speaking out, 

being heard, listening to others, making noise, muting the voice, remaining tight-

lipped, or being silenced. These issues are examined in an interdisciplinary, 

transhistorical, and transnational perspective in a range of writers of different 

genders and genres, and from different historical periods and geographic spaces. 

The proceedings of the roundtable “Paging the Administration” organized by 

Marijn S. Kaplan, on the ways in which women find their own voices in higher 

education administration, offer practical insights into gender and academic 

leadership within the context of Women in French’s mission as an organization 

that in 2018 celebrated its fortieth year. In 1978, when Women in French was 

founded, “speaking out” was political—and it still is today.  

Let us recall how Cixous characterized female vocal performance and 

speaking anxiety. These cultural clichés are all too familiar to any reader who 

lived through the 2016 presidential campaigns and birth of the #MeToo 

movement: women’s voices are caught in a binary that opposes excess and 

restraint. They are heard as too strident and irritating, too chatty and gossipy, too 

disorderly and unruly, too meek and lacking authority. Or, conversely, they feel 

too soft, because they seem more soothing, maternal, or yielding, and encourage 

compliance in those who listen. We have only to think of the mythical Sirens, or 

the contemporary Siri and Alexa, to hear how female vocality is associated with 

coaxing and comfort. These cultural traits even seem to be confirmed by the 

physical attributes widely associated with the female voice as higher pitched, thin, 

and shrill. Identifying people’s gender by their voice or vocal profiling is a 

widespread social practice that makes it clear that even though “visual aspects of 
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experience have [usually] been foregrounded in the study of culture... [s]ound is 

important in the qualitative study of gender, since learning gender roles not only 

means visible aspects of those roles: we learn gender through the total sensorium” 

(Järviluoma 100). Indeed, gender is both constructed, (re)produced, and 

challenged through sonic and aural practices. The traits listed above are not 

natural but socially constructed as well as fluid in time and space (or historically 

and geographically determined). Gender and sound are mutually constitutive, as 

Marie Thompson explains in The Routledge Companion to Sound Studies:  

 

Sound does not reflect pre-existing gendered modes of being, nor is sound a 

passive medium through which notions of gender are transmitted. Rather, […] 

gender is constituted ‘with, through and alongside’ the sonic. Sound is one of a 

number of materialities and mediums with which gender is made and remade, 

produced and reproduced. The relationship between sound and gender is thus 

multidirectional and co-productive. (108–09) 

 

If we learn and reproduce gender through sonic practices and through vocal 

profiling in particular, then the human voice plays a special role in expressions of 

identity. This is indeed the commonplace meaning of “speaking out.”  

Voice has often been connected to expressions of human subjectivity and 

what philosopher Adriana Cavarero has termed the “vocal phenomenology of 

uniqueness” in her book For More than One Voice (7). As she states in her 

introduction, “when the human voice vibrates, there is someone in flesh and bone 

who emits it”; “this is why, as [Italo] Calvino suggests, the voice is the equivalent 

of what the unique person has that is most hidden and most genuine” (4). Cavarero 

further explains that “vocal self-revelation” is validated by the ear of the other 

who perceives the voice (generally presumed to be embodied). As a result, 

according to Cavarero, the “reciprocal intention to listen” is essential in the 

“communication of one’s own uniqueness” (5).  

Is the speaking voice, however, necessarily the source of authenticity and 

affirmation these terms assume? Does voic/ing always deploy agency? As the 

contributions in the volume demonstrate, sometimes spoken words merely repeat 

clichés or partial truths, and silence is how the whole truth is best conveyed. The 

power dynamics that make speech and writing (im)possible within a given society 

also condition how the prise de parole is received by listeners and whether 

reciprocity (‘being heard’) is even feasible. Listening can after all also be less 

cooperative than persecutory, as Peter Szendy demonstrated in his exploration of 

auditory surveillance and eavesdropping, All Ears: The Aesthetics of Espionage. 

Rather than communicate “uniqueness” in every case then, voicing can obfuscate 

singularity by blending voices into a chorus, by repeating or duplicating them, or 

by dissolving them into silence.  

Several contributions to this volume raise pertinent questions about whether 

silence is freely chosen or imposed, reactive or performative, oppressive or a 

means of resistance. If imposed, which institutions (family, state, education, 
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religious) are involved and how? If chosen, is it passively so, or is choice

empowering and rebellious? 

 

Considerations of women’s voices, sounds, and silences can be fruitfully 

illuminated by adopting historicizing viewpoints that value the often strikingly 

different ways of understanding voice and text in medieval and early modern 

culture. Paul Zumthor famously introduced literary scholars not just to the orality 

of medieval poetic texts, i.e. the inherent features of poetry that characterize it as 

being mediated by the human voice rather than the written word (18–21), but also 

their “vocality,” which he defined as “the whole of the activities and values that 

belong to the voice as such, independently of language” (quoted in Cavarero 12). 

These give the voice ‘presence’ and include the body, for instance in its gestural 

action that accompanies utterances, or, sometimes, silence. This kind of 

embodiment further acquired special meaning and function in early modern 

culture through the omnipresent consciousness of the body of Christ as the 

incarnated Word. Gérard Defaux aptly expresses the sense of materiality and 

tangibility this belief associated with the voice of God in the earthly realm: “la 

Parole de Dieu est Présence, elle est présence au point d’être Dieu; elle est une 

réalité spirituelle vivante, un lieu de plénitude, un espace habité” (19–20).

Two of the volume's contributions judiciously highlight the ways in which 

gender enriches these corporeal and spiritual modalities of vocal ‘presence’ (or 

absence) and plenitude. It is often assumed that regardless of the existence of 

women in medieval and early modern texts, their voices are muted or simply 

absent. In “La Femme, la voix, le livre. De la séduction heureuse des voix 

féminines dans les récits courtois (XII
e
-XIV

e
siècles),” Lévy-Gires nuances this 

perspective by concentrating on the female voice in several courtly romances 

written in the twelfth (Chrétien de Troyes) and the fourteenth century (Froissart). 

Shedding the Church Fathers’ stigma of the exemplary woman as silent, or 

speaking sparingly, female characters in twelfth-century romance regain la 

parole. Yet, as Lévy-Gires shows, this does not always mean the reader perceives 

their voice in direct discourse; rather, their ‘vocality’ must be inferred without 

hearing their bruit. A case in point is Philomena in Chrétien’s adaptation of Ovid’s 

tale, who narrates her rape by Tereus in a woven tapestry after the perpetrator has 

cut out her tongue. Implying greater agency, both Chrétien and Froissart also 

feature women in the act of courtly seduction by reading a book aloud, thus 

actively mediating the symbolic incarnation of the word. Turning to the early 

sixteenth century, Merry Low focuses on the religious noise made in Geneva by 

the ex-nun Marie Dentière, who, in her Epistre tres utile (1539), addressed to the 

reform-minded Marguerite de Navarre, sister of King Francis I, voices both an 

apology for the reformed faith and justifies women’s involvement in spreading 
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the word of God (“Listening to the voix prescheresse in Marie Dentière’s Epistre 

tres utile [1539]”). Dentière turns this epistle into a full-fledged sermon by 

applying a distinctly feminized version of the rhetorical strategy of amplificatio 

and by staging herself as a prophetess as an example for other women to 

participate in voicing and spreading of the divine word. That these strategies were 

not just textual but reflected le bruit des femmes within the tumultuous 

proclamation of the Reformation is clear from several contemporary sources that 

attest to her loud and outspoken presence in the streets of Geneva. 

Similar articulations of female voice and female noise can be found in early 

modern women’s subversion of the male-centered historical narrative, in which 

they were often silenced. Emerging from the alternative ‘secret’ historical 

narratives that blur fact and fiction, Madame de Villedieu’s Les Désordres de 

l’amour (1675) reallocates voices to female characters in multiple ways, thus 

creating, a unique “her-story” as Valentine Balguerie argues in her essay “Voicing 

Herstory: Women Making History In Villedieu’s Les Désordres de l’amour 

(1675).” Villedieu not only bluntly grants large amounts of direct discourse to 

women in the narrative, thus creating a space to cultivate identity and 

individuality, but also, and more importantly, valorizes the paraverbal aspects of 

their discursive presence (speaking tone, and gestures, gazes, and noises that 

accompany speech), which guarantee their success at court. 

The French Revolution is a historical moment in which women felt most 

compelled to retake agency in the socio-political arena and to participate in the 

concert of voices touting equality and citizenship for all. Even so, true égalité for 

men and women turned out to be a distant dream and stereotypes of women as 

unruly noisemakers persisted, as Arlette Farge describes:  

 

Si les voix féminines et masculines font peur, les voix féminines sont la plupart 

du temps stigmatisées. L’histoire de la Révolution française a jalonné son récit 

des descriptions terrifiantes des voix de femmes considérées comme ‘furies’, 

proche du diable et de l’animal. Si l’histoire en a parlé ainsi, c’est bien parce que 

les observateurs contemporains ont mis sur ces hurlements une valeur 

paroxystique, qui correspond à ce qu’ils croient savoir de l’hystérisation 

féminine. (44)  

 

Women writers of the period countered these stigmatized perceptions with 

reasoned intervention. In “Nous aussi nous sommes citoyennes: Female Activism 

during the French Revolution,” Anaïs Pédron compares the visions on women in 

society expounded in two female-authored proto-feminist pamphlets, Jodin’s 

Vues législatives pour les femmes (1790) and Gouges’ well-known Déclaration 

des Droits de la Femme (1791), an ingenious pastiche of the famous 1789 

Déclaration des Droits de l’Homme. While their ideas of female involvement in 

the public vs private spheres differed, both women were passionate in their claims 

for equal citizenship, especially in areas of marriage and family law. 
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Paradoxically, however, both were also noticeably low-key participants in 

revolutionary events in which many other women did not hesitate to speak and 

make noise, a discrepancy Pédron explains by considering their pacifist attitudes. 

Vicki Mistacco’s essay “‘Le corps petit, mais l’âme grande’: Voicing a Woman’s 

Ambition in Louise de Keralio” highlights a similar ambivalence toward women’s 

prise de parole in the writings of the Revolutionary-era historian, journalist, and 

essayist. Keralio (1756–1822) conforms to Rousseauist models of feminine 

modesty (aka silence) while also ambitioning to contribute with authority to 

public debates during the French Revolution. These contributions on the 

eighteenth century show how fraught it can be to equate “speaking out” as a 

transparent source of authenticity and affirmation (Cavarero), given the gendered 

power dynamic between speakers and listeners.  

Two contributions address the importance of listening in terms of how sound 

is perceived in social space during the nineteenth century. In “The Gendering of 

Listening and Speaking in Post-Revolutionary Salons,” Melanie Conroy 

considers the asymmetry of auditory relations in post-revolutionary salons and 

cénacles; salonnières, though culturally prominent, were largely non-speaking 

roles for women even while they shouldered the burden of controlling their own 

and policing other’s speech to adhere to the rules of politesse and mondain 

sociability. Conroy compares the styles of Juliette Récamier during the 

Restauration and of Delphine de Girardin during the July Monarchy, to show how 

salon audiences’ listening evolved over time and changed gendered expectations 

about women’s participation as hosts and literary performers. In her essay on 

literary tourism and Colette’s house in Saint-Sauveur-en-Puisaye, Tama 

Engelking also considers spatial-sonic arrangements, namely how storytelling is 

used to engage visitors on the writer’s house museum tour. Colette, herself a 

consummate storyteller, compiled her stories about her childhood home in La 

Maison de Claudine (1922). Engelking demonstrates that the museum curator 

effectively drew from the author’s childhood and fiction to design a soundscape 

during the tour that connects visitors to the location and constructs a sense of 

place. These two contributions exemplify that sound creates spatial effects of 

belonging and connection, but can equally produce exclusive spaces in which 

gender asymmetry prevails.  

Given the different ways women’s experience has been silenced, it is helpful 

to keep in mind that ‘speaking out’ can take many forms, including wordless roars, 

cries, or vibrations. These forms of inarticulate sound act as forceful and resonant 

expression that promote a reimagining of social orders and gender relations. 

Annabelle Rea probes the animal metaphor of roaring in George Sand’s La 

Filleule, a novel published in 1853 about a Romany girl in Spain, as a means to 

represent three characters’ emotional but wordless vocalizations; drawing on an 

analogy to the subaltern who speaks but cannot be heard, Rea suggests that 

inarticulate speech in this novel conveys, indirectly but forcefully, the unjust ways 

that gender, class, and race define who has the legitimacy to speak and be heard. 
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Sand’s novels such as Consuelo (1842) and Les Maîtres sonneurs (1853) or the 

lesser known works discussed in this volume, La Filleule and Malgrétout (1870), 

frequently use music to underscore questions of communication and human 

connection that sound out a vision of progressive gendered relations. Anne 

Marcoline’s “‘Ma voix se dégagea’: Music, Risk, and the Heroine’s Voice in 

George Sand’s Malgrétout” analyzes how the children’s cradlesong invented by 

the heroine, Sarah Owen, develops into a musical plot device that serves to test 

her lover, Abel’s commitment to her and to build her confidence in her own 

artistic voice. “Sand’s narrative of vibrating instrumental chords, shivering 

bodies, and trembling voices,” Marcoline explains, “explores the intersubjective 

and relational nature of both music and love” (137). Léo Tertrain’s essay, “Des 

soupirs de la sainte aux cris de la fée: réversibilité des genres et androgynie dans 

‘El Desdichado’ et Pandora,” proposes an interpretation of le bruit des femmes 

(the two non-linguistic sounds, sighs and cries, made by the saint and the fairy in 

the poem) in the last line of Nerval’s poem from Les Chimères (1854) about a 

‘disinherited’ and widowed poet-musician mourning the loss of idealized mother 

figures. Maternal lamentations are a culturally prominent type of inarticulate but 

forceful sound that both glorifies the maternal role, restricts women’s expression 

and agency, and, if uncontrolled, threatens the social order. Tertrain draws 

attention to the intra- and intertextual references to maternal grieving within the 

poem, linking them to their political resonances as well as to the gender role 

reversal that the poem enacts (the androgynous lyric speaker also grieves). All in 

all, the contributions on the Enlightenment and nineteenth century evince that 

sound played a significant role in shaping modern gendered interactions and 

demarcations among social groups in both public and private spheres.  

A remarkable number of the volume’s contributions on contemporary fiction 

focus on silence, sometimes outwardly imposed and oppressive, and at others self-

imposed, freely chosen, or as a means of resistance. Nancy Huston’s autofiction, 

as discussed by Geneviève De Viveiros, suggests that intertextuality is a way to 

bolster the author’s prise de parole in the context of the conspiracies of silence 

enveloping women’s writing. Huston sounds out misunderstood or hidden 

existences of women from the past because, as De Viveiros states, “Pour Huston 

être écrivain, c’est d’abord savoir écouter” (156). Julie Commans’s essay on Bord 

de mer by Véronique Olmi breaks through the conspiracies of silence surrounding 

maternal infanticide by attending to the silences and gaps in the narration of the 

main character who kills her two sons during a trip to the beach. The maternal 

narrator here is neither a hysteric nor a Furie or Medea, but rather a single mother 

mute/d by circumstance. With interesting parallels to Léo Tertrain’s and Siobhan 

McIllvaney’s essays on the grieving maternal voice, Commans observes that the 

maternal voice—not the voice of the “bonne mère” who silently sacrifices herself 

for her family but of the anguished, depressed, and … murderous mother—is too 

often inaudible because taboo in contemporary society.  
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Several other essays on the nebulous quality of silence examine literary 

works from the French-speaking postcolonial world. While we might be tempted 

to attribute this tendency to the fact that postcolonial regions, for centuries, have 

faced challenges of representation, silenced by European standards, norms, 

theories, and beliefs, this might be too simplistic a model. In indigenous 

communities, speaking out, especially for women, can be stigmatized, as it often 

runs counter to tradition. In “A contre-silence: Articulating a Taxonomy of 

Maternal Grief in Maïssa Bey’s Puisque mon coeur est mort (2010),” Siobhan 

McIllvaney demonstrates that in the post-colonial Algeria of Maïssa Bey’s work, 

silence is not a chosen form of resistance, nor a post-colonial imposition, but 

rather an imposition resulting from religious and political oppression. As 

McIllvaney insists, Algerian women in Bey’s works remain “at the edges of 

sound,” (179) articulating their maternal grief through and despite a forced 

silence. Marda Messay similarly views mutism as trauma-induced or forced 

through various oppressive institutions in an examination of accused child witches 

in Léonora Miano’s Contours du jour qui vient (2006). Messay argues that Miano 

envisions a world in which silence can inspire resistance to those oppressive 

forces, and that a community of formerly-silenced women can work together to 

create positive noise, disavowing and exposing the damage a silent, complicit 

community has caused. These contributions show us that examining silence 

through a nuanced lens has the power to enable a more reflective and multi-

dimensional reading of silence and noise. Perhaps, in fact, silence can be noisy, 

as Tessa Nunn observes in her contribution examining Ousmane Sembene’s 1966 

film La Noire de… Shot just six years after Senegal’s independence, the film 

denounces the silencing of Senegalese women, while simultaneously giving the 

silenced female protagonist a voice through voice-over. In this way, as Nunn 

argues, the film “makes their silence and shouts heard” (200). 

Nunn’s contribution also makes connections between silence, the body, or 

disembodiment, as the silent body screams, through suicide, in Sembene’s film, 

physically articulating the pain that cannot be spoken. Tahitian author and thinker 

Flora Devatine similarly envisions the body’s capacity to articulate, when the 

voice remains silent: “Encore faut-il pouvoir et vouloir écouter le corps qui 

s’exprime…” (13). As previously mentioned, Hélène Cixous parallels the 

woman’s voice and her body, noting that a woman’s message can be expressed 

corporeally: “[the woman] physically materializes what she’s thinking, she 

signifies it with her body” (881). Yet many of our contributions explore 

disembodied voices, as is the case with Renée Altergott’s chapter, “Parasitic 

Reproduction: Recording the Female in the Early Works of Patrick Chamoiseau.” 

Altergott examines the gendered use of the sound recorder in Chamoiseau’s 

works, which creates a feedback loop enabling a sort of duplication of voice. As 

she notes, the woman’s recorded voice repeats her father’s words “without 

perceiving her own voice as an auditory palimpsest” (209). Joëlle Vitiello’s 

contribution also examines the idea of the “reproduction” of a female journalist’s 
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voice. In “Le bruit des femmes haïtiennes: écrivaines et militantes,” Vitiello

discusses women authors and activists that revisit the case of Yvonne Hakim

Rimpel, who embodies the repression (specifically an anti-woman repression) of 

the Duvalier regime. Silenced under the dictatorship, her voice resurges, making 

noise through the vehicle of other Haitian women’s voices. 

Another critical aspect of voice is its reception: how do we listen to a person’s 

voice? How do we (accurately) interpret another person’s utterances? In a keynote 

address entitled “On Writing and Rights: Some Thoughts on the Culture of

Human Rights,” postcolonial theorist Homi Bhabha insists on listening as an

ethical imperative, part of a praxis of human rights. Bhabha posits that “giving

voice and body to the aspirational and affective aspects of rights” (3) is an

invaluable part of participating in an exercise of free will in a fragile political

atmosphere. Interpreting a text, Bhabha argues, is “a way of giving voice to

another person, place, or period and setting the stage in their interest and from

their perspective” (3). In other words, listening paves a pathway toward empathy, 

and ensures that our “aspirational thinking maintains a reachable, human

measure” (4). Bhabha emphasizes the role of interlocution and interpretation,

which “expand the role of language and discourse from being a mere vehicle of

meaning and communication, to becoming an ethical value-system in the very

practice of enunciation” (10). Voice goes beyond sound, and listening to a

polyphony of voices results in a more empathetic and peaceful existence, an

understanding of the “Other” and perhaps, then, a willingness to resist violence

and seek understanding. In his analysis of two Haitian women’s works, Robert

Sapp posits that Marie-Célie Agnant and Yanick Lahens go beyond sound by

employing the use of haunting female “voices” that uncover the silenced voices

of history in Haiti. As he states in the beginning of his contribution to this volume, 

the novels in his study “evoke a moral obligation on the part of the listener to

allow herself to be haunted by the spectral voices” (225). Likewise, Amy Vidor

suggests that Charlotte Delbo’s Les Belles lettres reflects the writer’s own sense

of moral obligation to amplify a polyphony of marginalized voices during the

period of the Algerian war. Vidor argues that by democratizing testimonial letters 

written and published during this period, Delbo uses a pluralized writerly voice to 

express indignation and speak out against injustices. The epistolary genre, 

historically categorized as a feminine genre, here becomes repurposed as a form 

of civil disobedience, allowing women’s voices to speak out, to dialogue with one 

another, and to destabilize the master narrative France chose to disseminate about 

the Algerian War in the 1950s and 60s. Similarly, in “With(out) Words: Baya 

Mahieddine and Lalla Essaydi: Reimag(in)ing Maghrebi Girlhoods Through the 

Female Gaze,” C. Wakaba Futamura argues that listening is a moral obligation, 

even if this means listening to women who make noise without words. In her 

contribution on Maghrebi women artists, Futamura suggests that art serves to 

restore women’s voice and agency by challenging Western stereotypes about 
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Arab norms. Art, too, then destabilizes master narratives, allowing women to 

speak out without making audible noise. 

Although the #MeToo movement brought a certain resonance and energy to 

the conversation at the WIF conference in 2018, the theme of “Le bruit des 

femmes” was not restricted to female vocality or orality. It aimed, rather, to think 

critically about the relationship between women and sound without unduly 

narrowing “bruit” to “voix,” and working around the attendant consequences of 

foregrounding relationships to language, words, or text. The articulate human 

voice is but one kind of sound among many human sounds, including inarticulate, 

paralinguistic, or non-linguistic noises that implicate the whole body. Featured at 

the beginning of this volume, our keynote address about Haitian women’s use of 

fugitive speech and boisterous song to constitute themselves into strong 

communities by Elizabeth McAlister aptly conveyed the power of the sonic to 

shatter stereotypes surrounding le bruit des femmes both in its content and its 

delivery.

The editors express their appreciation to everyone who participated in the 

conference. We would especially like to thank the contributors to this volume and 

to acknowledge the peer evaluators and WIFS editors who supported this project.

As editors, we recognize that the present volume cannot be an exhaustive 

treatment of the subject, notably in the absence of contributions on LGTBQIA 

voices and non-anthropocentric inquiry; we hope we have at least initiated a 

conversation about gender and sound in research on literature and cultures of the 

French-speaking world. 
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