
Limina: a Journal of Historical and Cultural Studies 

Volume 27, Issue 2: Adaptations 
September 2022 
ISSN 1833-3419

Submissions Editor 
Caitlan Smith

Book Reviews Editors 
Erica Steiner, Jo Penney

Web Editor 
Chris Arnold

Editorial Collective
Chris Arnold WhiteFeather Hunter Erica Steiner
Kerry Bonnie Jo Penney Valentina Utari
Grace Brooks Edward Ross Sarah Yeung
Srishti Guha Caitlan Smith

Advisory Board

Jane Lydon, University of Western Australia
Ned Curthoys, University of Western Australia
David Konstan, New York University
Carolyne Larrington, St. John’s College, Oxford
Sue Broomhall, Australian Catholic University
Andrew Lynch, University of Western Australia
Tony Hughes-d’Aeth, University of Western Australia
Andrew Erskine, University of Edinburgh
Marina Gerzic, University of Western Australia
Paula Duffy, University of St Andrews
Lyn Parker, University of Western Australia
Lachlan Umbers, University of Western Australia

Copyright

All work published by Limina: a Journal of Historical and Cultural Studies is subject to the Creative 
Commons (BY-NC-ND) licensing arrangement. Authors retain copyright of their articles and 
may republish them anywhere provided that Limina is acknowledged as the original place of 
publication, and that the work is not published again within the first twelve (12) months of the 
article’s initial publication in Limina.

Submitting to Limina

Information regarding the journal and how to submit can be found at https://www.limina.arts.
uwa.edu.au/future.

Cover Image

In Dreames. Digital image by Brook Guidry



1
http://www.limina.arts.uwa.edu.au Published by: The Limina Editorial Collective
 This work is licensed under a Creative Commons BY-NC-ND licensing arrangement

‘As it’s never been told before’: investigating the popularity and impact of Rachel 
Smythe’s webcomic ‘Lore Olympus’

Caitlan Smith

The University of Western Australia 

This paper explores the intersection of the new media of webcomics and the Webtoon webcomic, 
Lore Olympus (2018-) which is Rachel Smythe’s adaptation of classical Greek mythology, and 
its effect on the consumption of public knowledge about antiquity. Lore Olympus is a modern 
re-telling of the Abduction of Persephone myth, where the gods, goddesses, and mythical 
creatures reside in a modern era setting and the human world is still set in the ancient Greek 
past. The webcomic currently has over three million subscribers. This paper argues that Lore 
Olympus’ popularity can be attributed to at least three key factors: the accessibility within 
the medium of webcomics and its open-access platforms, Smythe’s artistic style that makes it 
memorable and visually eye-catching, and the webcomic’s relatability to its modern readers 
by including conversations of contemporary social issues including mental health and rape 
culture.

‘Witness what the gods do… after dark. The friendships and the lies, the 
gossip and the wild parties, and of course, forbidden love. Because it 
turns out, the gods aren’t so different from us after all, especially when it 
comes to their problems. Stylish and immersive, this is one of mythology’s 
greatest stories – The Taking of Persephone – as it’s never been told before.’ 

- Description of ‘Lore Olympus’ on Webtoon1

This paper examines the webcomic ‘Lore Olympus’ (2018-) created by Rachel Smythe, 
popular on the website Webtoon, with over 4.8 million subscribed readers.2 In the words 
of its creator, ‘Lore Olympus’ (henceforth LO) is a ‘modern-day deconstruction’ of the 
Greek myth of the Abduction of Persephone by Hades.3 The modern aspect lies not 
only in its setting—the realm of the gods, i.e. Olympus and the Underworld, are set in 
the modern era, while the human world is set in ancient Greece—but with its inclusion 
of contemporary issues such as sexual consent, transitioning into adulthood, mental 
health, and trauma. It follows the main characters, Persephone, and Hades, but their 

1  Rachel Smythe ‘Lore Olympus’, Webtoon (2018-), accessed 31 March, 2021, https://
www.webtoons.com/en/romance/lore-olympus/list?title_no=1320,. Webtoon here and through 
this article is in reference to the English webtoon publishing platform (www.webtoons.com/
en/). It is a part of Webtoon Entertainment Inc. and the Naver Corporation based in South 
Korea. The international platforms of Webtoon Entertainment Inc. subsume different names in 
different countries. For example, it is called Naver Webtoon in Korea, LINE Manga in Japan, and 
Webtoon in England, France, Indonesia, and Thailand. 
2  Subscribed readers: As of March, 2021, Webtoons.com. 
3  D Ekis, ‘Lore Olympus Webtoon comic creator Rachel Smythe on getting noticed, 
popularity, & more (2019)’ [video], YouTube (7 January, 2019), accessed 30 March, 2021,  https://
www.youtube.com/watch?v=2SgG6ZdZlp4,



2
http://www.limina.arts.uwa.edu.au Published by: The Limina Editorial Collective
 This work is licensed under a Creative Commons BY-NC-ND licensing arrangement

Limina, Volume 27.2, 2022 Caitlan Smith

story is supported by other Olympian gods, goddesses, and nymphs with their family 
drama and associated mythologies. For example, the myth of Eros and Psyche is a 
sub-plot and other relatively minor characters in mythology make an appearance such 
as Semele, Thetis, and Echo.

Webcomics, or rather digital comics, are series of comic strips published online 
and is a fast-growing and widely popular media on open-access platforms such as 
Webtoon and Tapas.4 This paper explores the intersection of the new media of webcomics 
and LO’s adaptation of classical mythology and its effect on the consumption of public 
knowledge about antiquity. Firstly, I explore the reason why LO is so popular to a 
modern audience. I argue that the popularity of LO is due, in part, to three key aspects. 
Firstly, to borrow Heekyoung Cho’s terminology, the ‘platformization’ of webcomics, 
whereby platforms, or online arenas that facilitate the production, distribution, 
consumption, and participation of media establish the ecology and, simultaneously, 
‘maximize the commodity value of the cultural content.’5 Secondly, LO/Smythe’s 
artistic style can be attributed to its popularity amongst its readers, notably from the 
assignment of colours to each character; for example, Persephone is pink, and Hades is 
blue. This, in conjunction with the bold but limited colour palettes against watercolour-
like backgrounds, makes Smythe’s artistic style visually compelling. Lastly, LO’s 
popularity can also be linked to its relatability to its modern readers by including and 
retelling ancient myths with contemporary issues, particularly rape culture, misogyny, 
and mental health. 

Popularity

LO is not the only webcomic on Webtoon regarding the Abduction of Persephone; 
however, it is the only featured webcomic on Webtoon regarding this myth.6 In fact, it 
is one of the most liked and subscribed of all the webcomics on Webtoon. 7 The rise of 
LO’s popularity has prompted a print version of the comic, Lore Olympus: Volume One, 
due in October 2021 and The Jim Henson Company is developing an animated version 
to be hosted by Netflix.8 The rising popularity of LO begs the question: why is LO so 
popular? 
4  Anisa Rawhani, ‘The Brave New World of Webcomics: Making Sense of Platforms, 
Publishers, and a Newfound Popularity’, Broken Pencil, Summer (2018), 13-17. 
5  Heekyoung Cho, ‘The Platformization of Culture: Webtoon Platforms and Media 
Ecology in Korea and Beyond’, The Journal of Asian Studies, 80:1 (2021), 77, https://doi.org/10.1017/
S0021911820002405 
6  Featured webtoons are those that are monetized by Webtoon, have weekly scheduled 
updates, and Webtoon editors monitoring the content, versus Canvas content (previously 
known as Discovery) where anyone can upload their artistic content for free. I count at least 
11 webcomics on Webtoons regarding Hades and Persephone (as of March 2021): A Ballad for 
Hades by CielPennemore, Persephone-Queen of Hades by coloricioso, Awkward Hades by Poly-M, 
Hades and Persephone by Gaumeo, Hades by Milkscomics, Hades and Persephone by kimber-anne, 
Hades the Angel by 4minded, Hades for Hire by Jade0w0, Hades in Space by ocxnephilim, I’m a 
Persephone by Ziazia_, and Punderworld by sigeel.
7  Silvana Reyes Lopez, ‘5 Reasons to Love and Support Lore Olympus’, Bookriot (19 
June, 2018), accessed 30 March, 2021, https://bookriot.com/lore-olympus-webcomic/,; Nicole 
Ntim-Addae, ‘The King and his Queen (to be): An Interview with Rachel Smythe’, Gossamer 
Rainbow (24 November 2018), accessed 30 March, 2021, https://gossamerrainbow.wordpress.
com/2018/11/24/rachel-smythe-lore-olympus/,; Juliana Failde, ’15 Best Webtoons, According to 
the App’, CBR.com (19 January, 2021), accessed 30 March, 2021, https://www.cbr.com/best-
webtoon-stories/ 
8  Print: Rachel Smythe, Lore Olympus: Volume One (Random House, 2021). Animation: 
Geoff Boucher, ‘“Lore Olympus”: Webtoon and the Jim Henson Company Will Partner for 
YA Animated Series’, Deadline (10 October, 2019), accessed 30 March, 2021, https://deadline.
com/2019/10/lore-olympus-webtoon-and-the-jim-henson-company-will-partner-for-ya-
animated-series-1202757078/,; Mary Anne Butler, ‘“Lore Olympus” Animated Series Coming 
to Netflix from Jim Henson Company’, Nerdbot (1 June, 2020), accessed 30 March, 2021, https://
nerdbot.com/2020/06/01/lore-olympus-animated-series-coming-to-netflix-from-jim-henson-
company/
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The existence of Greek mythology has persisted throughout human 
consciousness and storytelling.9  However, I do not believe that interest in Greek 
mythology wholly accounts for the popularity of the webcomic. Instead, I argue that 
the accessibility, artistic style, and relatability of the characters by incorporating current 
issues has made LO so popular. The fact that this is an adaptation of Greek mythology 
is secondary. Still, this popularity makes it vital to Classical reception studies and its 
utility of educating the public about antiquity. In the following sections, I will defend 
my reasons for the popularity of LO before examining the webcomic’s educational and 
outreach impact. 

Lore Olympus Season One Summary

LO is an ongoing series; as such, for the confines of this essay, the discussion of material 
will be limited to the first season of LO which was completed on 14 June 2020 and is 
comprised of 115 episodes. The story follows the main characters of Kore/Persephone 
and Hades in the development of their relationship and romance. Persephone is 
nineteen years old and newly transitioned into her immortal-goddess state. Raised 
by her over-protective mother, Demeter, Persephone desperately wishes for freedom, 
which she has subsequently been denied her whole life, not even being allowed to 
leave the confines of her home without an escort (e.g., ep. 62). She finally finds some 
freedom by obtaining an academic scholarship from TGOEM, or The Goddesses of 
Eternal Maidenhood founded by Hestia, Athena, and Artemis, so that she can attend 
university in Olympus. Demeter does not allow Persephone to live in Olympus until 
after Kore has an ‘incident’ that results in her name being changed to Persephone, or 
‘Bringer of Death’, by the mortals. The incident is revealed in the season finale (ep. 
115) where Persephone performed an (unlicensed, as it had to be approved by Zeus) 
act of wrath against a mortal village, disregarded a sacred truce with Demeter and 
dug up a flower patch that allowed the flower nymphs, who had been Persephone’s 
companions since her birth to live. 

LO begins with Persephone and Hades’ ‘meet cute’ at a party hosted by Zeus. 
Hades upon first seeing Persephone states that ‘she puts Aphrodite to shame’ (ep. 3). 
Aphrodite overhears this comment, prompting her rage to pull a ‘prank’ on Hades 
in retaliation. Aphrodite gets her son, Eros to get Persephone drunk and conceal her 
(unconscious body) in Hades’ car to find later. Persephone and Hades are instantly 
smitten with each other and constantly flirt throughout the series whilst battling with 
their rapidly developing feelings. Hades states at one point that Persephone ‘makes 
me [Hades] feel all warm and snuggly inside when I think about her’ (ep. 45), whilst 
Persephone likes to look at his ‘dorky face’ (ep. 12) and feels that he was ‘the first 
person to respect me, and not just because he was obligated to do so’ (ep. 64). 

The aftermath of this prank resulted in Persephone staying over at Hades’ home 
and initiating the beginning of drama and conflict in the series. Persephone and Hades 
are photographed by a paparazzo whilst leaving his house because Hades, as the King 
of the Underworld and part of the ‘Six Traitors Dynasty’, makes him a celebrity in this 
world. The publication of the ‘scandal’ in a gossip magazine alerts the world to the new 
relationship between the couple (although platonic at this point), resulting in criticism 
of both Hades and Persephone by their peers for various reasons. However, the real 
underlying drama and conflict stems from Apollo’s sexual assault of Persephone in 

9  The ongoing debate to define myth is a long-standing scholarly topic, but particularly 
see the pioneering works of Joseph Campbell, The Hero with a Thousand Faces (Princeton: 
Princeton University Press, 1949); Ronald Barthes, Mythologies, trans. Annette Lavers  (London: 
Jonathan Cape, orig. pub. 1957, trans. 1972); Richard Buxton, Imaginary Greece: The Contexts 
of Mythology (Cambridge: Cambridge University Press, 1994); and Bruce Lincoln, Theorizing 
Myth: Narrative, Ideology, and Scholarship (Chicago: University of Chicago Press, 1999) to start off 
with. Also see Ken Dowden & Niall Livingstone’s edited volume, Companion to Greek Mythology 
(Hoboken: Wiley, 2011) particularly chapter 28 for a succinct overview. 
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episode 24 and, afterwards, how Persephone deals with her deteriorating mental 
health due to the assault. 

Webtoons and ‘Platformization of culture’

Cho has argued that ‘the novel system of [the webtoon’s] production, distribution, 
consumption, and participation—namely, the digital webtoon platforms that have 
brought fundamental changes to the comic culture in the twenty-first century.’10 I believe 
this sentiment would also be shared by George Kovacs and C.W. Marshall, editors of 
Classics and Comics and Son of Classics and Comics, two volumes that specifically explore 
the intersections of Classics and comics.11 In his chapter, Kovacs broadly summarises 
the cross-sectional history of comics and Classics — he mentions the evolution of myth 
delivery methods from the oral culture of Homer to the fifth and fourth centuries BCE 
Greek theatres that expanded the reach to wider audiences.12 The dissemination and 
delivery methods of myth continued to expand in the Roman era with Virgil and 
Ovid, who ‘reasserting the primacy of epic, turned myth into a literary pursuit, and 
their efforts have preserved Greco-Roman myth for centuries.’13 With the invention of 
the printing press and the subsequent technological boom of the twentieth century, 
mass media, such as comics and film, were possible where ‘information could now 
reach very large audiences without geographical constraints.’14 Webcomics is the next 
step in the evolution of myth distribution, which allows the instantaneous delivery of 
information across the globe via the internet. 

 Smythe has expressed gratitude to Webtoon for the ‘visibility’ it has offered 
her work in multiple interviews.15 Smythe was initially drawn to Webtoon because it 
is a free-hosting platform that has a ‘built-in audience’ of already established online 
readers.16 Cho identifies the free-content model (both to creator and reader) as what 
made the ‘mid-2000s webtoon boom possible by lowering the barriers to access 
and continuously attracting new users to webtoon culture.’17 There is a difference, 
however, in the types of publication of webcomics on Webtoon — between ‘Discover’ 
and ‘Featured’ webcomics.18 The ‘Discover’ section, as described by Webtoon’s website, 
‘is our free and open platform for creators to publish their digital comics and connect 

10  Cho, ‘The Platformization of Culture’, 74. 
11  Though Kovacs and Marshall did not necessarily include webcomics, a still emerging 
medium at this time, I believe their scholarship still has some applicability to webcomics in 
addition to the original printed formatted of comics that are Kovacs and Marshall’s main 
concerns. 
12  George Kovacs, ‘Comics and Classics: Establishing a Critical Frame’, in Classics and 
Comics, ed. George Kovacs & CW Marshall, (Oxford: Oxford University Press, 2011), 3-24.
13  Kovacs, ‘Comics and Classics’, 11. 
14  Kovacs, ‘Comics and Classics’, 11. 
15  Addae, ‘The King and his Queen (to be)’; Alexandra Kot, ‘Interview with “Lore 
Olympus” Creator Rachel Smythe at LA Comic Con’, Temple of Geek (24 October, 2019), https://
templeofgeek.com/interview-with-lore-olympus-creator-rachel-smythe-at-l-a-comic-con/, 
accessed 30 March 2021; Ekis, ‘Lore Olympus Webtoon creator’.
16  Ekis, ‘Lore Olympus Webtoon creator’.
17  Cho, ‘The Platformization of Culture’, 80. ‘As a business model, webtoon platforms 
can be defined as a multisided market because they facilitate interactions between different 
groups of participants, connecting webtoon artists, viewers/readers, advertisers, and other 
media production companies.’ For more on the success of this model see: José Van Dijck, The 
Culture of Connectivity: A Critical History of Social Media (New York: Oxford University Press, 
2013) and José Van Dijck, Thomas Poell, & Martjin de Waal, The Platform Society: Public Values in 
a Connective World (New York: Oxford University Press, 2018).
18  ‘Discovery’ and ‘Featured’ content were rebranded in July 2019 and now go by 
‘Canvas’ and ‘Originals’, respectfully. Webtoon Canvas, ‘Canvas Corner #1’, Webtoon (2019-), 
accessed 30 March, 2021, https://www.webtoons.com/en/challenge/canvas-corner/list?title_
no=367518&page=4. For the sake of clarity, I have chosen to stick to the original branding for 
this article. 
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with millions of readers around the globe.’19 Whereas, the ‘Featured’ section is more 
professionally managed where creators are paid and receive marketing and PR 
support.20 

When Smythe speaks about how she got where she is today, these three factors 
are always mentioned in her narrative. Smythe has stated that she likes to make 
‘metaphorical dream sequences’, but her editor stops her from making too surreal 
a narrative and monitors the frequency of these sequences to provide a ‘strong[er] 
sequential storytelling’.21 Smythe also makes a great effort to promote her work outside 
of the Webtoon platform by sharing fan-made content (especially fan-art) regularly 
on other social media platforms and thus, directly engaging with her audience.22 
Lastly, Smythe is required to upload ‘high-quality’ chapters once a week as a featured 
webcomic creator. She reveals the struggles of keeping up with this schedule. This, 
however, arguably also adds to the medium’s popularity, which provides consistency 
and reliability which consumers enjoy. ‘Discovery’ creators on the other hand are not 
contracted to a set schedule and in an ‘impatient for content’ culture, waiting months 
for an update can result in the loss of followers.23 All featured webcomics on Webtoons 
are serialised on a designated day once a week (and, sometimes, twice a week), and 
this, Cho argues, ‘shapes viewers’ reading habits’.24 

Thus, Webtoon offer free services to any creator; nonetheless, they are still 
selective about the webcomics that they choose to promote or ‘feature’ and advertise. 
(Webtoon is not the only platform to abide by these methods, but it will be the only one 
under scrutiny here for the confines of this essay.) Cho terms this a ‘platformization 
of culture’, where ‘media ecology is molded by digital platforms’.25 This all, of course, 
is for profitability. Webtoon takes advantage of the impatience of readers and offers 
‘Fast Passes’. As mentioned above, ‘Featured’ webcomics are serialised to a day of the 
week when a new chapter is published and free for all to read. These webcomics also 
have three additional episodes available that can be purchased with ‘coins’, a digital 
currency on Webtoon that is bought with actual currency. So, for instance, let’s say 
LO’s latest chapter is released on Sunday the 2nd for free, but instead of waiting for 
the next chapter to be released on the 9th you can buy a ‘Fast Pass’ to read that chapter 
now. The same is for the chapters that are to be released on 16th and 23rd, with one 
Fast Pass needed for each chapter. Then when it is the 9th, another chapter that would 
be freely published on the 30th is available to be ‘Fast Passed’. This is one of the ways 
by which Webtoon makes money.26 Interestingly, this also splits the fan community 
between those who patiently (but still painstakingly) wait for the free publications 
versus ‘Fast-Passers’. 

Overall, what can be said about the platformization of webcomic culture with 
LO is that while Webtoon as a platform has made LO openly and easily accessible to 

19  Webtoon, ‘Notice: [Q&A] What is LINE WEBTOON Discover?’, Webtoon (26 
February 2016), https://www.webtoons.com/en/notice/detail?noticeNo=188#:~:text=The%20
Featured%20section%20of%20LINE,comics%20for%20our%20Featured%20section, accessed 
30 March, 2021. 
20  Webtoon, ‘Notice’.  
21  Ekis, ‘Lore Olympus Webtoon creator’, 9:50. The most frequent recurring dream 
sequences in LO is the greenhouse metaphor to represent Persephone’s inner-conscience, ep. 6, 
24, 38. 
22  Addae ‘The King and his Queen (to be); Ekis, ‘Lore Olympus Webtoon creator’, 21:55. 
23  Jo Rachel, ‘All About Lore Olympus with Creator Rachel Smythe’ [podcast], Wonder Girl 
Podcast (Soundcloud, 2019), accessed 30 March, 2021, https://soundcloud.com/user-35260934/
all-about-lore-olympus-with,; Ekis, ‘Lore Olympus Webtoon creator’. Often creators apologize 
to their audiences for short chapters or go on hiatus to take a break from the strenuous demands 
of their serialisation schedules, e.g., Smythe, ‘Lore Olympus’, #13, #31. 
24  Cho, ‘The Platformization of Culture’, 83. 
25  Cho, ‘The Platformization of Culture’, 77-90. 
26  There are other similar monetary schemes that will not be discussed here, see Cho, 
‘The Platformization of Culture’. 



6
http://www.limina.arts.uwa.edu.au Published by: The Limina Editorial Collective
 This work is licensed under a Creative Commons BY-NC-ND licensing arrangement

Limina, Volume 27.2, 2022 Caitlan Smith

anyone with an internet connection, it is more fundamental to the core of LO than 
previously supposed. Yes, LO popularity is primarily due to its own unique merits 
as is discussed below, but its platform has made the extent of its popularity and 
accessibility possible. This was not for its mythology content but for its profitability. 

Artistic style

Most notable about LO is its art style: the watercolour-like execution with a bold, 
contrasting, and limited colour palette that establishes characters and scenic 
atmospheres. Each deity is designated by colour — for example, Persephone is 
pink, and Hades is blue. Smythe has stated that this is to create contrast between 
the two characters as she ‘wanted Persephone to really pop out every time she is in 
the underworld’, which is depicted in deep blues, and vice versa.27 Some characters 
share colours, such as the siblings Artemis and Apollo, who are both (slightly varying 
shades of) purple. Smythe has stated that the colour meaning ranges from ‘functional 
to complementary’; even though she claims she has a limited understanding of colour 
theory, she still relies heavily on colour and lighting to tell her story.28 Patti Bellantoni 
in her book on the power of colour in visual storytelling, emphasises the importance 
of colour and its impact on sensory and emotional reactions: ‘I am convinced, whether 
we want it to or not, that it is color that can determine how we think and what we 
feel.’29 Thus, colours in LO are used to evoke emotional reactions, influencing how the 
reader understands and experiences the comic based on the colour palette. Smythe 
has admitted: ‘I communicate a lot of information using colour in a specific way. 
Aside from that fact, I feel like it gives the story a point of difference. There are many 
comics centred around Greek Mythology, and I’d like to think my colourful characters 
make Lore Olympus memorable.’30 Thus Smythe herself, and others, directly link her 
popularity to LO’s use of colour.31

While Smythe has not readily identified any other association between her 
characters and their colours, some, I believe, are easily discernable. For example, other 
couples such as Zeus and Hera are complementary colours (purple and yellow) and 
some colours, I believe, can also represent familial ties (e.g., Ares is yellow because he 
is the son of Hera and Apollo and Artemis are purple because they are the children 
of Zeus, though this has yet to be confirmed in LO). Or simply, a character’s colour 
is representative of their godly function, e.g., Eros is a purplish pink that could be 
associated with love (think Valentine’s hearts and cupid that run towards the pinkish 
side) and Zeus’ purple tone can be representative of his regal status. However, any 
theories I could speculate here would be unconfirmed and not within this paper’s aims. 
Thus, I will only briefly consider the colour-descriptive associations of the two main 

27  Smythe, ‘Lore Olympus’, #18 Q&A. Also noteworthy, is that the characters are aware 
of their colours, often describing each other by their colours, e.g. ‘You big blue idiot!’ (ep. 34), 
‘Who? Pinky?’ (ep. 2)
28  Ekis, ‘Lore Olympus Webtoon creator’, 5:28-6:50 ‘like if you were to look at my drafts, 
which are black and white, it doesn’t make any sense until the colours actually applied’; Rachel, 
‘All about Lore Olympus’, 15:49. It is also worthy to note that Smythe is trained as a graphic 
designer. 
29  Patti Bellantoni, If it’s Purple, Someone’s Gonna Die: The Power of Color in Visual Storytelling 
(Oxford: Focal, 2005), xxvii. Bellantoni conducted a social experiment with her university 
students where she asked them to bring to class what they thought was, say, ‘red’. ‘As students 
began to explore the sounds, tastes, smells, textures, and, of course, ‘sight’ of a color, they 
discovered, for example, that what smells, feels, or tastes a certain color may not be that color 
(e.g. strawberries do not taste red).”, xxii. 
30  Addae, ‘The King and his Queen (to be)’. 
31  Lopez, ‘5 Reasons to Love and Support Lore Olympus,’ in their article lists ‘the 
beautiful art’ as the first reason: ‘[Smythe’s] lovely care for detail and color scheme in this web 
comic will grab you so hard. […] You’ll see that each [color] fits the character so well! It just 
leaves you wanting more.’ A fan-generated question that Smythe, ‘Lore Olympus’ answered 
in her #18 Q&A asked, ‘Would you please share a bit of your artistic process in creating your 
amazing art?’ 
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characters to provide a brief understanding of how character colours affect the reader. 
The visual aesthetic and practical meaning of Persephone and Hades’ colours have 
already been discussed above. Still, I would also like to point out that these colours 
also represent the quintessential female/male gender identification and can serve as a 
symbolism of contrast. Further to this, Bellantoni also notes that ‘bubblegum pink’ is 
often reminiscent of innocence or silliness, which can be amply seen in Persephone’s 
character.32 Furthermore, Hades’ blue, Bellantoni deems ‘The Detached Color’, ‘can be 
a tranquil pond or a soft blanket of sadness. It is quiet and aloof.’33 Hades can be seen as 
a sympathetic character, he is sad, he is alone (despite being in a relationship with the 
nymph, Minthe), and ostracised by his peers and, in fact, the whole world around him, 
not unlike the Hades of ancient mythology (e.g., Homer, Il. 8.369, 9.457; Sophocles, 
El. 542-3).34 Thus, the associated adjectives ‘powerless’, ‘cold’ can be applied here. 35 
Throughout the early chapters, Persephone makes comments on how cold it is in the 
Underworld, which Hades is ‘used to’ (ep. 7), but in this sense, it can also denote being 
emotionally cold or having a lack of feeling as Hades has shut himself off from the 
world (ep. 71). Therefore, it is also with the help of these colour associations that the 
reader defines Persephone and Hades. 

While the use of colour is perhaps the most obvious tool Smythe deploys in 
his storytelling, her use of a specific brush type (drag brush) to invoke the emotional 
turmoil associated with Apollo’s sexual assault of Persephone is just as impactful. Any 
time after the assault when something reminds her of that event, this drag brush is 
used. Ironically, while Smythe has denied this, the brush stroke looks like distorted 
staff lines of a music sheet, music being associated with Apollo.36 This tool not only 
conveys to the reader what Persephone is feeling as she recalls her trauma but also 
triggers the reader’s emotional response. We feel along with Persephone, provoking 
our sympathetic or, even, empathetic feelings towards the character.37 As such, this ties 
into the next section’s discussion on the relatability of LO to a modern audience. 

To summarise, the strategic use of colour employed by Smythe is multifaceted. 
It is used to distinguish characters and their relationship between characters, but it also 
signifies to the reader how to see or read that character. Smythe believes this makes 
LO’s characters memorable in comparison to other Greek mythology comics, but, in 
fact, this is not novel.38 We see a similar colourisation of gods in Disney’s Hercules (1997), 
who also glow with their divinity, differentiating them from the mortals.39 Disney also 
plays with the associative quality of colour throughout their animated films.40 Thus, 

32  Bellantoni, If it’s Purple, xxvii. 
33  Bellantoni, If it’s Purple, 82. 
34  For a wider chronology of Hades’ representation in ancient Greece see Jan N. Bremmer, 
‘Hades,’ in Encyclopedia of Religion, ed. Lindsay Jones, 2nd ed., vol. 6 (Macmillan Reference, 2005), 
3724-3726.
35  Bellantoni, If it’s Purple, 85-110. 
36  Rachel, ‘All about Lore Olympus’, 17:29. 
37  E.g., Reader comments on episode 26 ‘You called, you answered’ where Persephone 
talks on the phone with Hades preceding the assault by Apollo. Joethehero97 (posted 19 August 
2018): ‘GIRL OMG IM HERE FOR YOOOOUUUUUU’; PrimaDiana (posted 7 March 2021): 
‘This had me in tears. I’m so invested in this.’
38  Quoted above in footnote 30: Addae, ‘The King and his Queen (to be)’.
39  E.g., Hercules loses his divine glow when Pain and Panic feed him the elixir that makes 
him mortal. 
40  To name just a few examples, the ‘poisonous’ lime-green associated with villainy: the 
apple that poisons Snow White in Snow White and the Seven Dwarfs (1937) is dipped into a green 
potion. The evil Queen’s eyes are also green, just like Lady Tremaine’s in Cinderella (1950) that 
glow green when her plan to secure her daughter as wife to the prince is almost at its fruition. 
Lastly, though I could go on, Maleficent’s sorcery power in Sleeping Beauty (1959) is lime green 
and is invoked not only when Maleficent uses her power but when Aurora is hypnotised and 
pricks her finger on the spinning wheel. Oh My Disney Contributor, ‘Disney Movies Taught 
Us that Lime Green is a Harbinger of Evil’, Oh My Disney (2016), https://ohmy.disney.com/
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Smythe is falling back on a long-standing tradition of established association of colours 
with specific characteristics.41 

Relatability 

As stated in the description of LO on Webtoon quoted at the beginning of this paper, ‘the 
gods aren’t so different from us after all, especially when it comes to their problems.’42 
The deities in LO are both physically and mentally scarred; they have trauma and 
flaws that (some) fully acknowledge and are aware of. Smythe has stated that she 
is deconstructing the gods’ personalities and recontextualising them in a modern-
day setting because some ancient traits do not work in a modern environment, and 
changes need to be made to make sure that they ‘make sense to us’.43 In doing so, 
Smythe is making the characters and their situations relatable to its modern audience 
and often expanding the psychology of the characters’ personalities and traits. For 
example, Hades is plagued by the trauma of being forcibly separated from his mother, 
Rhea, and devoured by his father, Cronus (ep. 25). He experiences night terrors about 
the event (ep. 25), is covered with physical scars from the ordeal, and is ashamed and 
traumatised that he resembles his father (ep. 76).44 Hades mentions seeing a therapist 
and even employing his therapist’s strategies (even though he does not think they 
work) to compartmentalise his emotions (ep. 47). The psychological expansion of 
Hades’ character by illustrating how an individual might handle the experience of 
being devoured and then left alone for thirteen years (in Cronos’ stomach) brings in the 
modern concept of mental health. Smythe, when speaking about the character Hades, 
stated that he is worldly and mature (he does run the whole Underworld Corporation) 
but still maintains an emotional innocence and is socially awkward because he was 
never given the opportunity to develop emotional maturity (he went from isolation 
in Cronos’ stomach to isolation ruling the Underworld).45 Smythe believes it is this 
juxtaposition between maturity and innocence that makes one ‘want to help him’ and 
makes the character appealing.46 It is also this innocence that makes him relatable to 
Persephone: they ‘both have been left behind by their peers; that is why they get along 
so well.’47 

 Persephone too suffers from mental health issues, especially what I would 
consider an inferiority complex, or the lack of self-esteem. This is evident in her 
persistent reference to herself as a ‘stupid village girl’ (ep. 2, 31, 80) that derives from 
a lack of confidence in the modern world of Olympus and the Underworld after solely 
being raised in the mortal, ancient realm.48 Her naiveté about the modern Olympian 
world is evident early on. She has never had a cell phone or any social media accounts, 

movies/2015/11/12/disney-movies-taught-us-that-lime-green-is-a-harbinger-of-evil/, accessed 
30 March 2021. 
41  Bellantoni, If it’s Purple; Heather Logue, ‘Metaphysics of Color 1: Physicalist Theories 
of Color’, Philosophy Compass 11, no. 4 (2016): 211-219; Janet Best, Colour Design: Theories and 
Applications (Cambridge: Elsevier Science & Technology, 2017), 193-214. 
42  Smythe, ‘Lore Olympus’.
43  Webtoon, ‘ON THE AIR w/ Rachel Smyth | Creator of Lore Olympus’ [video], YouTube 
(17 April, 2020), https://www.youtube.com/watch?v=Yy2WQSy_f5I, 3:10-3:40, accessed 30 
March, 2021. Lillian Doherty concluded similarly, ‘when classical myths […] are adapted to 
new media, they must be changed to appeal to the modern audience’. L. Doherty, Gender and 
the Interpretation of Classical Myth (London: Duckworth, 2001), 33. 
44  Others of the ‘Six Traitors’ (Zeus, Hades, Poseidon, Hera, Demeter, Hestia), as they 
are referred to in LO, also bear scars of the battle with the Titans and overthrow of Cronus, but 
Hades has the most severe and numerous of scars.  
45  Rachel, ‘All about Lore Olympus’, 11:04-11:43. 
46  Rachel, ‘All about Lore Olympus’, 11:04-11:43. 
47  Rachel, ‘All about Lore Olympus’, 11:04-11:43.
48  The APA Dictionary of Psychology defines ‘inferiority complex’ as ‘a basic feeling of 
inadequacy and insecurity, deriving from actual or imagined physical or psychological 
deficiency, Gary R. VandenBos, ed., ‘inferiority complex’, in APA Dictionary of Psychology, 2nd ed. 
(Washington, DC: American Psychological Association, 2015): 537. We discover in a flashback 
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she does not know how to use a computer, and is unfamiliar with the current idioms 
and particular vernacular. For example, in episode 36: ‘Smarty Pants’, when shown the 
scandal magazine of her and Hades, her response is ‘This is a photo of my friend and 
me. But a lot of these other statements are not true. They must have terrible sources, 
*hah* how embarrassing for them. I’m not sure how one “sleeps their way to the 
top.” Sounds pretty lazy to me’ (ep. 36). Thus, Persephone does not understand the 
euphemism ‘sleeping her way to the top’ and is also unaware of the over-exaggeration, 
if not, falsification of information typical in gossip magazines. 

 Persephone’s lack of self-worth is persistent in her budding relationship with 
Hades. In episode 17: ‘Get In’, after she finishes shopping with Eros and Artemis and 
wanders off to the restroom, she begins an inner monologue doubting her relationship 
and importance to Hades, because Hades has yet to return her text message (because 
she failed to put her name in the text and it was an unregistered number on Hades’ 
phone, which he ignored). ‘Why hasn’t he responded? Did I write the number wrong? 
Was he just humoring me? Maybe he doesn’t want to be my friend? What am I even 
trying to achieve anyway?’ (ep. 17). Eros, then, finds her wrapped in the arms of the 
suit of a mannequin (possibly a substitute Hades who often wears suits throughout the 
series). Eros questions Persephone’s feelings towards Hades, to which she responds, 
‘He just…made me feel important,’ Eros then asks, ‘You don’t feel important?’ (ep. 17). 
Before Persephone can answer, Artemis arrives, breaking the conversation. Though 
Persephone did not answer Eros, the impression the reader is given is that she does not 
feel important.

 Hades mirrors these insecurities about his self-worth. In episode 71: ‘Let 
Down’, when Minthe does not show up for their dinner-date and Hades drowns his 
sorrows in alcohol, he laments, ‘I’ve spent lifetimes outrunning that deep feeling of 
loneliness. However, tonight it’s completely inescapable.’ — to which an imaginary 
Cronus responds, ‘Of course she [Minthe] doesn’t want to be around you. You’re 
just like me’ (ep. 71). This is a recall from the first episode where Minthe’s emotional 
manipulation and abusive relationship with Hades is showcased — ‘What I mean is I 
don’t particularly feel like being seen in public with you today’ (ep. 1) after Hades asks 
her to join him at Zeus’ party after he purchased her the purse she wanted. Minthe 
concludes her conversation with, ‘Hades, all the fine suits in the world won’t change 
the fact that you stink of death’ (ep. 1). The insecurities formed in his toxic relationship 
with Minthe spill over into his relationship with Persephone: after Persephone calls 
him to check in on him after he texts her at 4 am, his inner monologue says, ‘You idiot! 
Oh no, I can’t believe I didn’t consider the time when I messaged her! She probably 
thinks I’m a (sic) huge loser. She’s calling to tell me she doesn’t want to come here 
anymore. Maybe Zeus paid her to be nice to me all this time?’ (ep. 74). Thankfully, 
Persephone and Hades make strides in helping each other heal. Persephone is quick to 
defend Hades and admit that she does care for him when Apollo tries to make Hades 
think otherwise (ep. 81) and Hades encourages Persephone not to think of herself as a 
‘stupid village girl’ for being born in rural Sicily, where he admittedly was also born 
(ep. 80).  

 I believe the fundamental feature of LO is its conversation around misogyny 
and rape culture. Several male characters display misogynistic tendencies, particularly 
Zeus and Apollo; however, they are counterbalanced by strong feminine role models, 
namely Hera and Hecate, who outright berate these men on their behaviour. To name 
only one example in episode 19: ‘A Fifth of Gin’ and 20: ‘Treat’, Zeus, Hades, and 
Poseidon are having their weekly ‘family brunch’ (at a strip club), where the brothers 
are ‘considering [the] logistics’ of how Hades and Persephone, who is so ‘itty-bitty’, 
would have intercourse. Hera reveals herself after being disguised as a waitress who 
has heard their whole conversation and scolds the threesome for their crass discussion. 

episode 101: ‘Woman in the Woods’ that the reason she calls herself ‘stupid village girl’ is 
because of Ares, who yells at her upon their first meeting. 
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Inducing Zeus’ anger, he shouts, ‘He [Hades] works hard, doesn’t my brother deserve 
something nice?’ To which, Hera promptly responds, ‘She’s not something nice. She’s a 
woman. She doesn’t exist for your brother to practice on.’ In retaliation for her comment, 
Zeus, crackling with lightning physically gets into Hera’s face and shouts, ‘You’re just 
angry because nobody is talking about you’ (ep. 20). In this scene, Zeus reveals that 
he considers women to be property and finds Hera’s outburst to be hysterical and 
self-serving. Zeus’ mindset is further reinforced when he gives Hades’ permission to 
take Persephone as a wife: ‘Why don’t you just take her as your bride. I won’t stop 
you. I know it’s a little old fashioned, and she might be upset in the beginning. But 
she’d get used to it’ (ep. 20). This dialogue is situated over a panel of Persephone in a 
large, puffy white wedding dress, head in hands, crying. This reflects both Zeus’ lack 
of empathy for women and some of our understanding of ancient Greek marriage 
practices.49 

Throughout LO, the women continually point out their disadvantage and 
stigmatisation ascribed to them in a patriarchal society – such as when Hecate reveals 
the scandal magazine and both physical and verbally scolds Hades for his actions: ‘I’ve 
never been more disappointed! […] What have I told you about being discreet!? This 
doesn’t affect you in the same way. You’ll get a f**king high five at the water cooler 
at most’ (ep. 34). Hera and Hecate stand as powerful women and role models who 
consistently stand up, confront, and try to correct men’s toxic behaviours.

Thus far, I have presented that the issues of mental health and misogyny 
represented in LO could be relatable to a modern female audience. However, even 
more distressing and (sadly) relatable to many modern women are LO’s scenes, 
references, and discussion on rape. Arguably the most controversial scene in LO 
(to date) is Apollo’s sexual assault of Persephone. After spending the evening with 
Artemis, Apollo, and Hermes, Persephone goes to bed, and Apollo secretly follows 
her. Persephone tries to rebuff him, but he coerces her to consent. Her inner thoughts 
are intertwined with the drag brush discussed above — ‘This choice could be my own. 
It feels ugly. But at least it would be mine.’ Persephone then changes her mind, ‘Why 
did I agree to this? I don’t want to do this anymore. I want to stop. Is it too late to say 
something?’ But Apollo begins to take pictures of her, shocking her into submission 
(ep. 24). Following their encounter, Apollo becomes possessive of Persephone (ep. 44) 
and stalks her (ep. 37), despite Persephone outright refusal of wanting any sort of 
relationship with him (ep. 98). 

Throughout the rest of the season, we see Persephone struggle with the trauma 
of her assault. She tries to avoid Apollo, who constantly appears in Artemis’ home 
despite men being (supposedly) forbidden from the household (ep. 12). She no longer 
sleeps in her bed following the event (ep. 95) and goes through an ‘unsettling and 
invasive’ experience at the gynecologist’s office when she realises her period is late (ep. 
83). All the unbridled stress of dealing with the trauma alone (because she does not 
tell anyone but Eros); feeling guilty for taking the TGOEM’s scholarship although she 
no longer qualifies; feeling that she is letting her mother, Hestia, Athena, and Artemis 
down because she no longer wishes to be in TGOEM, therefore, failing to meet their 
expectations; still adjusting to moving to Olympus; dealing with her developing 
feelings for Hades; and not being able to perform well in her internship at Underworld 
Corp, when she has previously always excelled, all accumulates. All these events in 
season one transpired over fifteen days in LO’s world; thus, in the season one finale, 
entirely overwhelmed by everything, Persephone runs away from home (ep. 113). 

49  In that, marriages were often arranged by the kyrios (male guardian) of the bride, who 
selected the future bridegroom and contracted the marriage with a dowry. Bonnie MacLachlan, 
Women in Ancient Greece: A Sourcebook (Bloomsbury Publishing, 2012), 57-65. And in the 
lamentation of young women and their loss of ‘maidenhood’. Sappho, fr. 114V; MacLachlan, 
Women in Ancient Greece, 34-7, 56-7. 
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Smythe, when discussing the topic of sexual assault in LO during an interview, 
said she ‘wanted to be helpful’ and make a space to ‘create a discussion,’ because 
Smythe finds it problematic how sexual assault ‘or any violence against women [on 
TV] is often used to help male characters grow.’50 ‘It’s not helpful to young people,’ 
Smythe continued, ‘it doesn’t create a discussion.’51 ‘I know some people will be 
uncomfortable with [the inclusion of sexual assault] and some people will not like it. 
But a great deal of people do [like it] and I know, because they emailed me. And it is a 
lot of people. It is a horrific amount of young women.’52 Thus, LO ‘is a Her plotline.’53 
Even the interviewer during this conversation mentioned how much the story had 
‘resonated’ with her.54 The overwhelming amount of comments all showcase how 
important it is to have a forum to discuss these issues for woman.55 Smythe drew from 
her own experience to create Persephone’s story; even though Smythe’s story ‘is not 
the same as Persephone’s story’, Smythe had found comfort when she heard people 
having similar experiences to her, and it helped her ‘grieve through it.’56 Arguably, LO 
does the same for many other women.57 

Not only has it given a forum for modern women to discuss their own experiences 
with sexual assault, but it has given a voice to antiquity that is notably absent in the 
ancient sources. Sotiria Koutsopetrou summarises this nicely in her dissertation on 
rape culture in ancient Greece:

[T]he ancient Greeks held a contradictory attitude on the matter [of rape]. 
They did condemn the rape of their women, but also excused many forms 
of sexual violence against them. […] From a legal perspective, an act of 
rape was understood as an insult against the property and the authority of 
the male kyrios (guardian) of the female victim and not against the victim 
herself. The female consent or point of view were immaterial.58

Much of the scholarship on sexual violence in ancient Greece struggles with the 
investigation of the topic using modern conceptions of ‘rape’ and consent.59 Nevertheless, 
LO has made Greek mythology relevant with the discussion on contemporary issues of 
rape culture and mental health and brings forth the inherent absences of psychological 
issues in its mythology. In other words, LO has brought Greek mythology into twenty-
first century social issues by providing references to these modern issues and placing 
them in an ancient context. LO sees its godly characters as psychologically ‘human’ 
and having to deal with the same problems that plague humanity. 

50  Kot, ‘Interview with “Lore Olympus” Creator’, 15:45-19:50.
51  Kot, ‘Interview with “Lore Olympus” Creator’, 15:45-19:50.
52  Kot, ‘Interview with “Lore Olympus” Creator’, 15:45-19:50. My transcription of audio 
interview. 
53  Kot, ‘Interview with “Lore Olympus” Creator’, 15:45-19:50. 
54  Kot, ‘Interview with “Lore Olympus” Creator’, 15:45-19:50.
55  Also see reader comments, esp. on ep. 26, 31, 37, 38, 45, 58, 66, 83. 
56  Kot, ‘Interview with “Lore Olympus” Creator’, 15:45-19:50.
57  Also, this is within a culture where women still do not feel that they have agency with 
regards to sexual assault (e.g., Abigail L. Moser & Lynne M. Webb, ‘U.S. College Women’s 
Reports of Rape, Resistance, and Prevention: A Case Study of One Campus,’ in Rape Culture 
101: Programming Change, ed. Geraldine Cannon Becker & Angel T. Dionne, (Bradford, Ontario: 
Demeter Press, 2020), 75-100 with bibliography). 
58  Sotiria Koutsopetrou, ‘Rape and Rape culture in Ancient Greek Culture? Was rape 
“really” rape in Ancient Greece?’, Master’s Thesis, University of Bergen, 2019, ii, accessed 30 
March, 2021, https://bora.uib.no/bora-xmlui/handle/1956/19935
59  For example, see Edward M. Harris, ‘Susan Deacy and Karen Pierce, eds. Rape in 
Antiquity: Sexual Violence in the Greek and Roman Worlds,’ Mouseion 41, no. 3 (1997): 483-496.
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Conclusion

This paper has examined the inherent popularity of the webcomic Lore Olympus that 
follows a modern adaptation of the Greek myth of the Abduction of Persephone. I 
have argued that LO’s popularity can be attributed to at least three key factors: the 
accessibility within the medium of webcomics and its open-access platforms, Smythe’s 
artistic style that makes it memorable and visually eye-catching, and the webcomic’s 
relatability to its modern readers by including conversations of contemporary social 
issues including mental health and rape culture. Fans of LO continue their conversations 
by commenting on LO episodes and on social media to deliberate about the content of 
LO and disseminate further knowledge about Greek mythology.60 While encouraging 
the ongoing interest in Classical studies by the general public, what is concerning is the 
lack of accountability in these rapidly expanding new media.61 Within social media, it 
is not often that sources are cited, thus information is disseminated with questionable 
authentication. I can offer no sound solution to this problem beyond encouraging 
classicists, academics, and the creators of these adaptations to engage with each other 
more actively. 

60  There is also something to be said about how fans of LO fit into cosplay (or costume 
play) culture, where fans often dress up as characters from LO and how that plays into how 
fan’s identity is associated with LO characters and their trauma, like Persephone and Hades. 
See Osmud Rahman, Liu Wing-Sun, & Brittany Hei-man Cheung, ‘”Cosplay”: Imaginative Self 
and Performing Identity’, Fashion Theory 16, no. 3 (2012), 317-341, https://doi.org/10.2752/17517
4112X13340749707204 
61  E.g., On the Facebook group pages, fan art, other mythology adaptations including 
fanfiction, and cosplay (costume play) is also shared, then liked and shared again, and so on.
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Remembering epiphanies: Adapting the Reproductive Story to Include an 
Abortion Experience

Dorinda ’t Hart

In this article, I explore the act of remembering the abortion experience within a larger 
reproductive narrative. A pregnancy is a private and intimate experience as it occurs within 
a woman’s body, but reproduction is also infused with collective notions of women’s bodies 
and roles in society and nation-building. These collective notions are enacted on the body and 
become internalised within the body. Hence, the act of remembering an abortion experience 
becomes an embodied memory of these sometimes-competing collective notions and internalised 
private desires. Using narratives from the project, Post-Abortion Narratives shared by Perth 
women, I argue that the theoretical concept of epiphanies can provide a vehicle for adapting 
tacit understandings of motherhood into clear articulations of the decision to terminate. I then 
explore the production of an artefact of the experience as described by two participants, Sarah 
and Leanne. 

Introduction

In this article, I explore the act of remembering the abortion experience. A pregnancy is 
a private and intimate experience. It occurs within a woman’s body and usually she is 
the first one to become aware of it, initiating a decision-making process.1 A pregnancy, 
whether it is wanted or unwanted, is often accompanied by physical changes, hormonal, 
and mood changes, and sometimes with illness. Thus, the memory of an unwanted 
pregnancy and subsequent abortion is also a private and intimate experience. The 
memory of the event is located within the woman’s body and sometimes thoughts and 
memories of the event emerge unbidden and intrude into daily life.2 

Yet, the body is not only a private entity. It is simultaneously the vehicle for 
action in the social world. Thus, it is acted upon through interactions in the world 
and is thereby continually informed and inscribed socially and politically.3 Socially, 
a pregnancy foreshadows significant change in lifestyle, career, and family. Other 
than a spontaneous miscarriage or choosing to terminate, a pregnancy will necessarily 
create further changes in the now-mother’s life through the birth of a child. Politically, 
reproduction is at times infused with collective notions of women’s bodies and roles 
in society and nation-building.4 These collective notions are enacted on the body and 
become internalised within the body.5 Hence, the act of remembering an abortion 
experience becomes an embodied memory of these sometimes-competing collective 
notions and internalised private desires.

1  Ramatou Ouedraogo, Leigh Senderowicz, and Coralie Ngbichim ‘”I wasn’t ready”: 
Abortion decision-making pathways in Ouagadougou, Burkina Faso,’ International Journal of 
Public Health 65 (2020): 477-486. doi: 10.1007/s00038-020-01359-6.
2  JoAnn Trybulski, ‘Women and abortion: the past reaches into the present,’ Journal of 
Advanced Nursing 54, no. 6 (2006): 683-690. doi: 10.1111/j.1365-2648.2006.03871
3 Joan Cassell, The Woman in the Surgeon’s Body (Cambridge, Massachusetts: Harvard 
University Press), 42; Elizabeth Grosz, Volatile Bodies: Toward a Corporeal Feminism (St. Leonards, 
NSW: Allen & Unwin, 1994), 23.
4  Loretta Ross and Rickie Solinger, Reproductive Justice: An Introduction (Oakland, 
California: University of California Press, 2017), 92
5  Ross and Solinger, Reproductive Justice, 38; Casell, The Woman in the Surgeon’s Body, 
43. 


