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The availability of Lin Manuel-Miranda’s Hamilton (2015) on Disney+, the official streaming site of The
Walt Disney Company, has offered musical theatre fans and other interested parties the ability to revisit
the musical or experience it for the first time. Hamilton’s rising popularity has influenced the increased
concentration on the Black and Latino men at its center, and this is evident in mainstream publications
such as Vox, The Undefeated, CNN, and The New York Times.[1] Even scholars’ and historians’
commentary on the musical, for the most part, has been solely focused on the men represented.[2] While
these analyses create necessary discourse on the musical’s omission of slavery, erasure of Indigeneity,
use of non-traditional casting, and impact in a post-Obama era, so much attention on Hamilton has been
directed toward the men that it has eclipsed critical attention from the “werk” (to borrow a refrain from
the show) that the women do within it.
On the one hand, when the women performers of Hamilton have been examined in popular publications,
they are celebrated because they acknowledge the presence of women in the historical record.[3] On the
other hand, academic research has been much more critical of the musical’s inclusion of women, with
many scholars interrogating what they see as its hollow feminist politics.[4] Both critics and scholars
alike tend to overlook the way that race structures how these women’s bodies are read on stage and
within the musical libretto, suggesting a universalization of gender that ignores the intersection of race.
While I am encouraged by and appreciate the attention to the women of Hamilton, apparently the
possibility that women of color spectators of the musical construct alternative meanings from the
performances of Phillipa Soo, Renée Elise Goldsberry, and Jasmine Cephas-Jones is not considered
viable. In this article I complicate previous studies of the musical’s treatment of race and gender, arguing
that the actresses’ embodiment in Hamilton disrupts normative, white gender constructions while
highlighting the labor of women of color in musical theatre.
I contend that the intersections of race and gender are vital to reading and analyzing the women of color
performers in the musical and that failing to account for this erases the interconnected, racialized, and
gendered histories that the actresses’ bodies bear. Throughout the article, I read Hamilton’s casting of
these women of color by applying Brandi Wilkins Catanese’s theorization of “colorblind” theatre, and I
adopt the concept of “transgression” to “expose the moral limitations of transcendence as a viable
strategy for social change by acknowledging the histories of social location that people wear on their
bodies and that inform all of our interpretive frameworks.”[5] I employ Catanese’s framework in this
article as I refuse to read the women of color in the musical through a single-axis framework (i.e., race
over gender and/or gender over race). I do so to avoid foreclosing the nuances of women of color’s
embodiment in Hamilton as demonstrated in its original Broadway cast and production.[6]
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The various restagings of productions in Chicago, London, New York, Puerto Rico, and the multiple
tours running concurrently in the United States illustrate that Hamilton’s creative team is committed to
continuously casting the show with non-white actresses. For example, I attended a production of the
musical at Washington D.C.’s John F. Kennedy Center in which Asian American women portrayed all
the principal roles, which facilitated a range of readings of the women characters that might be different
from the original Broadway production. Any given theatre piece can be (re)shaped by varied
performances; thus, conversations on embodiment remain central in how audiences receive messages in
theatre.
Despite the proliferation of global productions of the show, the availability of Hamilton via Disney+ has
canonized the original Broadway cast as the standard to which all other future productions will be
compared. As performance scholar Brian Herrera notes, casting is a term that “describes not only the
process through which performers are assessed for and assigned to roles, but also the meanings, effects,
and implications that are activated when the selected performers enact those roles.”[7] Keeping this in
mind, one cannot and should not separate these women (and their racialized, gendered bodies) from their
roles; to do so maintains a white supremacist paradigm that problematically centers white womanhood as
a marker for women of color, thereby erasing the embodied realities produced by the actresses.
I find it more pressing and productive to consider how the bodies on stage affect the musical’s ability to
engage in feminist work; in the spirit of performance studies scholar Robin Bernstein, I am interested in
the musical’s how, rather than its what.[8] By leaning into the nuances that the musical offers and
recognizing how it actively engages with feminist principles (particularly from women of color
feminisms), this article creates space for the existence and exploration for subtleties and contradictions of
people of color. I do so, not to propose that Hamilton should not be critiqued, but rather to assert that
analysis with women of color feminisms allows for new interpretations of the characters which contest
the overwhelming whiteness in musical theatre scholarship. I use a Black feminist dramaturgical lens to
search the gaps and margins of Lin Manuel Miranda’s award-winning Broadway musical Hamilton to
locate the dormant meaning that is activated through the embodiment of the actresses of color.
Black Feminist Dramaturgy
Black theatre scholar and practitioner Michelle Cowin Gibbs argues that Black feminist dramaturgy
“demands an audience to witness and affirm” the various modes of seeing that happen on stage.[9] In
particular, Black feminist dramaturgy magnifies theatre’s interpretive possibilities which disclose the
multiple layers of meaning that are activated not only by the bodies on stage, but also by the audience
members who watch them. Crucial to Black feminist dramaturgy is the ability to offer analyses of theatre
and performance that privilege the “outsider-within” position that Black women often occupy due to a
prevalent focus on whiteness and/or maleness.[10] Black feminist dramaturgies invite us to search on and
through the body of the actresses of color in Hamilton for the gap, the break, or the sites where other
formations of knowing and being are happening.
As many theatre scholars and practitioners are aware, dramaturgy encompasses many elements; however,
it typically refers to the comprehensive study and understanding of a play’s historical, theatrical, and
intellectual contexts.[11] My theorization of Black feminist dramaturgy is also significantly influenced by
Black dramaturg and theatre scholar Faedra Chatard Carpenter’s dramaturgical orientation and practice.
While “dramaturgical concerns” cover a range of different aims and interests when applied to the inner
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workings of a performance piece, among these concerns is the need and desire to design and guide the
interpretative possibilities associated with a particular production. Accordingly, these considerations are
also inclusive of the rationale behind specific casting choices. Carpenter proposes that one must
acknowledge a play’s “time and context” and the site of production which informs how the play will be
received by audiences. In addition, Carpenter notes that the awareness of “the embodied and enacted text,
beyond its literary form” is vital to the dramaturgical process. In other words, the interpretative
possibilities increase dramatically when performance is activated by bodies rather than remaining
stagnant on the page. Further, Carpenter pays close attention to the audience, suggesting that the
“consideration of audience reception and impact of artistic framing” is an important dramaturgical task; a
dramaturg must predict how the audience will understand and read the bodies of the women on stage in
tandem with the artistic elements, or else the framing could distract or create unintended interpretive
themes.[12] To this point, Black feminist dramaturgy traces how the presence of racialized and gendered
bodies on stage may reverberate beyond it.
Furthermore, José Muñoz’s theory of disidentification expands the theoretical consideration of Black
feminist dramaturgy. Muñoz’s theory of disidentification (a survival strategy he traces through the art,
activism, and lives of queers of color) monitors “the ways in which identity is enacted by minority
subjects who must work with/resist the conditions of (im)possibility that dominant culture generates.”[13]
Disidentification attempts to rewrite the dominant script by maneuvering within dominant ideology and
spaces in an effort to subvert it from the inside.[14] Muñoz’s insightful theorization also identifies a core
component of how I situate Black feminist dramaturgy and how it challenges dominant ideological
underpinnings. In the case of Hamilton, this means considering how the performances by women of color
in the musical can (to a certain extent) disrupt racialized and gendered expectations. Therefore, Black
feminist dramaturgy illuminates the way in which an actor’s embodied experience serves as a critical
source of study, aids in disrupting historically stereotypical iconography, and promotes intersectionality
as a concept that is vital to the entanglement of gender with whiteness and Americanness. Put another
way, to apply a Black feminist dramaturgical lens to Lin Manuel-Miranda’s Hamilton is to magnify and
complicate the analysis of the women of color in the musical.[15]
Act One: Angelica Schuyler and Black Feminist Potential
Angelica Schuyler, portrayed by Renée Elise Goldsberry in the original Broadway production of
Hamilton, was the oldest child of Phillip Schuyler, a wealthy general in the Continental Army.[16] In
Miranda’s musical, Angelica is depicted as a woman who is intellectually on par with (and even beyond)
her male counterparts. Miranda describes her as the smartest character in the show, who demonstrates her
intellectual prowess by reciting the most intricate raps.[17] In the musical, we first meet Angelica
alongside her two sisters in the song “The Schuyler Sisters.” While it may be easy to classify Angelica as
merely a source of inspiration for the men who actually do things in history, her character takes on
additional significance when played by a Black woman. As a result, she is a character who is deemed
equal in intelligence to men while overturning representations of Black women as innately promiscuous.
In examining Goldsberry’s physical body within live theatre, it is important to also consider “flesh,”
which Hortense Spillers, Black feminist scholar and cultural critic, differentiates from the body. Spillers
asserts, “Before the ‘body’ there is the ‘flesh,’ that zero degree of social conceptualization that does not
escape concealment under the brush of discourse, or the reflexes of iconography. . . . If we think of the
‘flesh’ as a primary narrative, then we mean its seared, divided, ripped-apartness, riveted to the ship’s
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hole, fallen, or ‘escaped overboard.’”[18] To this point, Goldsberry’s flesh serves as a witness to the
wounds and scars experienced by Black people in American history. As she performs a show about the
birth of America, her flesh carries the trauma of slavery that for hundreds of years this country maintained
and from which it profited and built its economic foundation. Miranda makes visible her “flesh” within
this story and in doing so, he signals the subversive potential that challenges spectators to consider how
power and meaning function in the creation of gender for the Black body. This interpretation runs counter
to scholars’ essays which have critiqued Hamilton for “whitewashing” the travails of Black Americans by
failing to directly address the issue of American slavery in the show. While these critiques are necessary
and should be addressed, I contend that the outright dismissal of Hamilton’s effort to disrupt and
destabilize whiteness is overlooked.[19] The musical’s casting choice disrupts the notion of white
normative gender constructions as the primary way to understand Goldsberry’s embodiment of this white
historical figure. Theorizing the flesh (à la Spillers) in theatre and performance leads to conceptualizing
Goldberry’s racial and gendered embodiment serves as an entryway to further engage with her actions in
the musical that supersedes a white female subject position and/or gaze.
The very first moment the audience encounters Angelica in the musical, she is standing by her sisters—not
by a man. The character demonstrates her intellectual prowess in the song “The Schuyler Sisters.” She
raps:
I’ve been reading Common Sense by Thomas / Paine. / Some men say that I’m intense or I’m
insane. / You want a revolution? I want a revelation / So listen to my declaration. / We hold these
truths to be self-evident / That all men are created equal.’ / And when I meet Thomas Jefferson, /
I’m ‘a compel him to include women in the / sequel![20]

As the only woman who raps in the musical, Angelica demonstrates and asserts a (Black) feminist
position and shows she is intelligent and just as politically savvy as the men. In addition, she goes further
to explain that she influences policy by manipulating men. Though this could be read as a promise of
Angelica’s intellectual prowess—one that is never fulfilled—the use of hip hop provides a subversive
inscription of the representation of Black women. As hip-hop feminists have argued, “Hip hop culture
and rap music hold radical and liberating potential. . . hip hop provides a space for young black women to
express their race and ethnic identities and to critique racism. Moreover, hip hop feminists contend that
hip hop is a site where young Black women begin to build or further develop their own gender criticism
and feminist identity.”[21] Therefore, hip hop serves as a practice of taking ownership of one’s
underprivileged position. Furthermore, hip hop is a way Black women can own their stories and retell
histories that have historically erased them. Angelica navigates her position, which she doesn’t let limit
her ability to improve her status. Indeed, she disidentifies by “working on and against” her subservient
role, to which she sometimes conforms, but also subverts by manipulating men into serving her own
agenda. [22]
Angelica’s relationship with Hamilton is influenced profoundly by that of circumstances, even as they
both share equal affection for one another. As performed by Goldsberry, Angelica is “a headstrong
society woman who loves Hamilton, but loves her sisters even more.”[23] In a similar vein, Angelica
understands that she is limited by the demands placed on her as the eldest daughter, singing in
“Satisfied,” “I’m a girl in a world in which / My only job is to marry rich. / My father has no sons so I’m
the one / Who has to social-climb for one.”[24] Angelica is aware that if she wanted Hamilton, she could
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have him. However, her status in society requires her to “marry rich.” At the end of “Satisfied,” Angelica
does not choose a sexual relationship with Hamilton, even though she desires him. Angelica explicitly
performs and expresses sexual desire for Hamilton, but she does not pursue a physical relationship with
him out of commitment to her sister Eliza. Angelica’s denial of her feelings for Hamilton takes on a new
meaning in Goldsberry’s Black female body. This denial of romantic longing provides a counternarrative
to the stereotype that Black women are overcome by their insatiable desire of sex. The expression of
Angelica’s sexuality, embodied by Goldsberry, gestures towards historical embodiment of the Black
female body, which Miranda subverts by reframing Angelica as simultaneously intelligent and sexually
desirous.
Notably, Miranda manages this subversive representation while avoiding oversexualizing or
desexualizing Angelica, releasing the Black female body from “controlling images.” Thus, Goldsberry’s
body serves as a host and traitor to American history and stage representations of Black femininity. Her
character does not indulge in her desire for Hamilton nor is she relegated to the domestic sphere. Rather,
Goldsberry embodies a character who is able to influence politics from her position yet is still seen as a
woman who is sexually desirable. Notably, most critics have not weighed in on the alternative modes of
labor inscribed by Angelica in the musical, the refusal of ontological categorization of Black women as
asexual or hypersexual, and the recalibration of the Black woman as intelligent and desirable within a
model of marriage. Additionally, Hamilton’s casting of Goldsberry and other women of color continues
to challenge spectators of Hamilton to reconsider who can be a part of American history and what role
they may play in it.[25] That the casting notice for Angelica Schuyler does not specify that the role be
played specifically by a Black woman, but generally by a non-white actress, highlights the commitment
of the Hamilton creative team to place dynamic and complex depictions of women of color on stage.
Act Two: Maria Reynolds’s Deviant Possibility
In “Say No to This,” Hamilton raps about his affair with Maria Reynolds, and the song is juxtaposed with
Maria’s R&B influenced vocality as she provides her perspective of the events. As the affair progresses,
her husband James extorts money from Hamilton; the men make a deal, ensuring that the affair is kept
secret. Jasmine Cephas Jones, the mixed-race (Black and white) actress who originated the role of Maria,
says, “On the page, her affair with Hamilton could be a mere scheme of extortion, a trap she sets because
it’ll help her survive in her marriage. What makes ‘Say No to This’ interesting is the possibility that
she’s also falling in love with him.”[26] Even though Jones’s claim that Maria is also falling in love is
possible, Stacy Wolf observes that this position is not actually supported by the lyrics of the song.[27]
Even though Jones’s interpretation of Maria’s feelings for Hamilton are not supported by the lyrics,
Maria’s character is still more complex than she seems. Scholars such as Wolf may read Maria as falling
into the jezebel trope (a controlling image derived from slavery that portrays African American women as
having excessive sexual appetites), but this argument overlooks the ways that Jones’s embodiment of
Maria subverts the trope. Put another way, categorizing Maria in this way obscures the power of Jones’s
performance to upend audience assumptions about the sexuality of Black women as always already
deviant.
Maria, in Jones’s racialized body, utilizes the only capital she has—her body—to navigate her troubled life.
Jones’s embodiment of Maria allows her to recalibrate and challenge the simplistic characterization of
Maria, and Black women in general, as sexually deviant. Borrowing from Uri McMillian, the role of
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Maria reveals how performance allows “black women performers [to make] meaning within problematic
representation structures.”[28] Performance, therefore, aids in addressing the construction and
malleability of categories structured by race and gender. Rather than figuring Maria as depraved or
framing her as simply a “whore,” Jones’s embodiment of Maria subverts expectations by illustrating how
deviance can be a liberatory site, one where Maria harnesses a survival strategy, financial viability, and
love. To gain insight into Maria Reynolds, I employ Black queer studies scholar Cathy Cohen’s politics
of deviance as a means to examine “deviant practices and behaviors as productive…potential for
resistance” for those who fall outside of the white heterosexual male, upper class position, particularly
poor Black women.[29] Politics of deviance locates the agency of Black women who are deemed outside
of normative sexual politics. Cohen proposes that poor Black women neither conform fully, nor wholly
reject, the possibility of deviance as a strategy to improve their material conditions. Similarly, Maria may
be seen as a “whore” and more complexly interpreted.
Cohen’s politics of deviance is useful as it offers a theoretical lens to locate “the limited agency
available” that Maria uses to “secure small levels of autonomy in [her] life.”[30] This is demonstrated in
“Say No to This” when Maria, from the outset, informs the audience of her life, singing, “My husband’s
doin me wrong / Beatin’ me, cheatin’ me, mistreatin’ me. / Suddenly he’s up and gone / I don’t have the
means to go on.”[31] As the lyrics demonstrate, Maria is unfulfilled by her marriage and, as a married
woman, she is unable to work to provide for herself; therefore, she must create an alternative way to
survive. Maria reconfigures herself within her marriage, superseding the sexuality prescribed to white
women of a certain class and position. Maria approaches Hamilton for her own financial and emotional
needs with the means available to her as a woman in the eighteenth century.
Classifying Maria as a sexual object, a body that is a tool used for sexual pleasure, inscribes the racialized
female body as available solely for male consumption. However, Jones’s embodiment of Maria can be
understood as a performance of disidentification, in which sexuality and desire are used as viable methods
to shift power. Maria’s agency provides an alternative prescription for how Black women’s bodies can
be read, especially in matters of sexuality. Racialization influences how sexuality is circulated and
performed in Hamilton; the musical counters this reading by positioning Maria as a figure in the historical
record without faulting her for Hamilton’s downfall, and instead places the onus on Hamilton and her
husband.
Ultimately, Maria is not the reason for Hamilton’s eventual political downfall. Rather, Aaron Burr,
Thomas Jefferson, and James Madison use Hamilton’s affair to undermine him. This begins when Burr,
Jefferson, and Madison accuse Hamilton of committing treason, and in an effort to clear his name,
Hamilton informs them of the affair and his extortion by James Reynolds. Hamilton’s downfall is not due
to Maria and her seductive prowess; instead, Burr, Jefferson, and Madison’s goal to prevent Hamilton
from becoming president leads Hamilton to implicate himself by revealing his affair. Maria, as a minor
character, is merely a pawn used in the political machinations to facilitate Jefferson and Madison’s
overthrowing of Hamilton. It is important to note that none of the characters in the musical blame Maria
for the affair: Hamilton never places the blame on her; Angelica Schuyler, once she learns of the affair,
blames Hamilton not Maria; and even Eliza Hamilton, when she sings of the affair in her ballad “Burn,”
does not blame her for what happened, but, rather, focuses on Hamilton’s domestic betrayal and failure.
Reading Maria as the culprit of Hamilton’s political misfortune overlooks the musical’s narrative as a
reputable source that informs the spectator, and instead, chooses to lean on Reynolds’s categorization of
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his wife as a whore. Accepting Reynold’s words—“You can keep seeing my whore wife/ If the price is
right”—is siding with her abuser and discrediting her in the process.[32] Adopting this categorization
offered by Reynolds, a figure that the musical establishes as a disreputable character, in effect, prioritizes
the sentiments and worldview of Reynolds over Maria’s own account which troubles easy and
judgmental assumptions about her sexuality and choices.
Act Three: Eliza Schuyler’s Re-telling
Phillipa Soo, a Chinese American woman, originated the role of Eliza Schuyler, the second oldest of the
Schuyler sisters.[33] As Eliza spends the majority of the play in a marriage with Hamilton, Stacy Wolf
has criticized the musical for Eliza’s lack of agency in the show, describing her as “more passive than
active at every turn,” rendering her only as a romantic and domestic partner of Hamilton.[34] Eliza may
seem to be the most submissive character in the musical due to her confinement in the domestic sphere
after her marriage to Hamilton. Some could read this confinement of Eliza as reflecting a lack of desire to
move beyond the expectations of women during the eighteenth century. It is important to note that
reading Eliza in this way makes an assumption that mothers and wives cannot engage in feminist praxis.
By doing so, this overlooks the socio-political work and labor that is done in the domestic sphere.
Instead, I propose that Eliza embraces her role as a mother and wife while simultaneously subverting her
position within the home to negotiate, as Muñoz proposes in Disidentifications, a “phobic majoritarian
public sphere that continuously elides or punishes the existence of subjects who do not conform.”[35]
Eliza must navigate her position and status as a woman to elude consequences for more outward displays
of non-conformity. For instance, when Eliza writes to George Washington that she is pregnant in order to
prevent him from sending Hamilton into battle, she writes the narrative that then affects the rest of
Hamilton’s political career. This moment is illustrative of how Eliza maneuvers the space given to her;
rather than writing a letter to Hamilton, she writes to George Washington, the General of the Army. In
doing so, Eliza sidesteps the patriarch of the family to achieve her own desires and needs.
Including race in an analysis of Eliza’s agency shows how women of color feminisms, and specifically
Asian American feminism, are uniquely different than those of white women and Black women. Soo’s
race in the original Broadway cast serves as a means to grapple with Asian American women’s
relationship to American citizenship and subvert stereotypical tropes of Asian American womanhood.[36]
As literary scholar Traise Yamamoto explains, “The experiences of Asian American women have either
been defined as identical to that of Asian American men or subsumed within the experiences of white
women; both moves attest to the failure of representing Asian American women as sites of the complex
intersections of race, gender, and national identity.”[37] Historically, Asian femininity has been portrayed
as an idealized femininity. Since the politically insurgent feminist movement in the 1960s, images of
Asian women circulated depicting them as hypersexual, de-vocalized, and subservient to white men.[38]
At first glance, one might believe that the musical capitalizes on the stereotypical imagery of an Asian
woman by pushing Soo’s character to the home and because of her performance of docility for
Hamilton.[39] However, the musical counters potential readings of her body as hypersexual and
submissive. When Eliza tells Hamilton that she wrote a letter to George Washington in the song “That
Would Be Enough,” Hamilton immediately replies “No,” marking his disapproval with her action.[40]
Nonetheless, Eliza is steadfast in her choice; in singing to Hamilton, “I’m not sorry,” she declares her
own active participation in their life, even if she must go against societal norms. When Miranda speaks
about this song, he gestures to a conversation with Hamilton director Tommy Kail during the workshop
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of Hamilton, where Kail challenged him to make “Eliza more active” in this moment instead of just
having her express the sentiment to Hamilton.[41]
Eliza literally and figuratively writes herself into history, not in an effort to resist her husband, but as a
means to construct a narrative of legacy in which she is simultaneously an active participant and author.
The recurring narrative-inscription motif woven throughout the musical further illustrates Eliza’s agency:
she asks to be included in, removes herself from, and places herself in the narrative of Hamilton’s life.
This motif is first represented in the song “That Would Be Enough,” in which Eliza announces to
Hamilton that she is pregnant, singing, “Let me be a part of the narrative / In the story they will write
someday.”[42] In Eliza’s second-act solo song “Burn,”[43] she learns of Hamilton’s affair with Maria
Reyonlds and sings, “I’m erasing myself from the narrative / let future historians wonder how Eliza
reacted.”[44] This moment in the musical, described by Stacy Wolf as the moment of agency for Eliza, is
when she decides to leave Hamilton and obscure her own thoughts about the affair.[45] This moment
signifies a rejection of the stereotype that Asian women are submissive. The musical motif comes full
circle in the final song, “Who Lives, Who Dies, Who Tell Your Story,” in which Eliza sings, “I put
myself back in the narrative.”[46] In arguably the most powerful agentive moment in the entire show,
Eliza reinserts herself back into the story, becoming an activist speaking against slavery, founding New
York City’s first private orphanage, and raising funds to memorialize the men Hamilton fought beside.
Alexander Hamilton may be the subject of Hamilton, but Eliza is the author. Eliza plays an active role in
the construction of this narrative, a narrative that is as much hers as it is his. As the author, Eliza uses
Hamilton’s legacy for her own political purpose; she makes the choices of what is deemed important or
not. In the closing musical number, the lyric states that Eliza devotes the next fifty years of her life to
sharing Hamilton’s legacy, but also to claiming her own place in it. Eliza, in tandem with Angelica,
sings, “We tell your story,” referring to Hamilton’s history.[47] A few moments later, Eliza questions,
“Will they tell our story?”[48] and the company queries, “Will they tell your story?” (emphasis
mine).[49] In this moment, Eliza actively places herself in the narrative by making her retelling of this
history a telling of her history, too. The ambiguity of the “your” sung by the company can be interpreted
either as contemplating whether the world will tell Eliza’s story, or as a gesture toward a collective story
that still needs to be told. Regardless of how one reads these lyrics, the ambiguity of who the company is
singing about suggests that the individual story is indistinguishable or inseparable from the collective
story. At the end of the musical, Hamilton and Eliza, along with the company, emphasize that Eliza’s
story is just as important as Hamilton’s story. Eliza is not merely a teller of history, but a maker of history
who was pushed to the margins because of her gender and race. As the musical questions if the audience
will remember Eliza, Hamilton engages in a feminist mode of history writing and meaning making.
This begs the bigger question of Hamilton: are the bodies that tell history just as important as what
happens in history? Eliza’s story provides a resounding “yes.” The character of Eliza, who many claim
has the least amount of agency, is the character who documents not only her husband’s story, but her
own. This is particularly resonant because Soo’s Asian American body, as Karen Shimakawa theorizes, is
marked by its constant oscillating relationship to American citizenship.[50] Placing Soo literally and
figuratively within the nation-state, a site of tension for Asian American people, the musical encourages
us to think about the limits of American citizenship. As Shimakawa reminds us, Americanness itself is
defined by the “positioning of Asian Americans, as foreigners/outsiders/deviants/criminals or as
domesticated/invisible/exemplary/honorary whites.”[51] Miranda recognizes the importance of Asian
American women as central to America by positioning Eliza, embodied by Soo, a Chinese American
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actress, center stage to tell history from her perspective. Hamilton also challenges popular depictions of
Asian American women on stage that only exist to serve the needs, desires, and journey of a white male
character. Soo’s embodiment of Eliza is not merely an imitation of past stereotypical representations of
Asian American women in theatre, such as in the musicals of Miss Saigon and The King and I. Instead,
she is in control, wielding her own pen in her theatrical presentation, moving away from how musical
theatre has scripted Asian American womanhood.
Categorizing Eliza as merely a wife is limiting as it does not consider how the musical subverts and
recalibrates Eliza’s role to incorporate the actress’s own embodiment. It also overlooks the importance of
the wife’s role in male political figures’ lives and in politics in general. If one measures women of color
to this standard of white womanhood, they will fall short every time. While women of color and white
women may have some shared experiences of oppression, one must avoid generalizing in scholarly
analysis to signal solidarity. Doing so erases the specific voices, experiences, and trauma of women of
color. Hamilton combats this not only by positioning a woman as the final voice at the end of the musical,
but a woman of color. Eliza’s act of writing history and telling Hamilton’s story—Hamilton and Eliza’s
story—appeals to a feminist telling of history; as she tells her own story, she is simultaneously telling the
story of the family, the nation, and, most importantly, of women of color.
Even when Soo stands in the spotlight at the conclusion of Hamilton, she is not alone, nor is her presence
divorced from the women who have shared the musical with her. It is noteworthy that in “The Schuyler
Sisters,” when the three women are first introduced, they are identified as a collective. Also, of note: the
actual song “The Schuyler Sisters” (which Miranda described as a “Destiny’s Child-esque” song) builds
upon familiar “girl group” images, such as coordinated outfits and harmonies signaling a communal goal.
Alongside the content of the song, “The Schuyler Sisters” illustrates how these three women, who bring
different but equally important vocal styles, skills, and prowess to the musical number, are working
together for the collective good.
Our introduction to these women creates a purposeful contradistinction to the introduction of John
Laurens, Marquis de Lafayette, and Hercules Mulligan. In “Aaron Burr, Sir,” the men are also introduced
as a trio. But unlike the women, they all try to “one-up” each other during the hip-hop cypher. The hiphop cypher, by definition, is simultaneously communal and competitive as rappers enter the space to
illustrate their linguistic and performative prowess over one another, while also working to outlast the rest
of the rappers in the circle.[52] In the musical, Hamilton is the one who is victorious in the cypher, which
ultimately crowns him as the group’s leader. The format of the song, the staging of “Aaron Burr, Sir,”
and the transition to “My Shot” demonstrate the deeply competitive nature of the men, who are overly
concerned with individual legacy, and who almost exclusively work together to achieve their own
personal goals. By contrast, the women ask us to consider the importance of sisterhood and investing in
collective consciousness.
Hamilton’s grouping of the three principal actresses and their characters demonstrates a revolutionary call
for women of color feminist collaboration. It asks that audiences consider how these women invest in
modes of care for one another and challenges the role that patriarchy has in determining how they see
each other. This is the major feminist work that the musical does. The collective investment in women of
color’s coalition that the musical models, reiterates Chicana feminist Cherríe Moraga’s call for women of
color to “create bridges of consciousness” by imagining women of color working together among, across,
and in spite of difference.[53] It is these women of color’s embodiment on stage that signals women of
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color’s coalition building. Even if the musical does not always abide by this principle, the unified
presence of Goldsberry, Soo, and Cephas-Jones and their laboring bodies on stage (as characters and as
actors) urge us to consider the “work,” or “werk,” that women of color have done in the face of violence
and erasure.
Hamilton imagines and conceives white female historical figures as women of color, and while I have
argued that Miranda’s casting subverts dominant racial and gendered expectations, I also recognize the
limits of casting as a strategy in addressing the calls of Black, Indigenous, and People of Color (BIPOC)
in theatre. While Hamilton is not the first show to use casting to address dominant societal and cultural
values, it arguably sparked a resurgence of Broadway producers and fans celebrating Broadway revivals
that adopt non-traditional casting methods to signal a commitment to diversity, equity, and inclusion.[54]
This trend relies on casting to fix the systemic issues that displace marginalized theatre artists from the
Broadway stage. Miranda’s (and his creative team’s) casting choices differ in critical ways; the musical
from its inception intentionally cast non-white performers in the roles of white historical figures.[55]
The meanings from these choices may be read differently, but the casting choices are anything but
circumstantial. In fact, the identities and bodies of the actors are central to performance meanings.
Beyond Hamilton, casting choices made in theatre should not simply function as ornamentation to
obscure the racist and sexist meanings of a show. Instead, dramaturgs must explore how the corporeality
of performers change characters and stories. When theatrical production and, arguably, theatre criticism,
critically examine the corporeality of actors as a meaning-making practice, we can destabilize whiteness
in our theatrical imagination. In the case of Hamilton, audiences may be better off noticing the impact of
raced and gendered bodies in their perceptions of shows, instead of maintaining that race and gender is
irrelevant to their experience of the musical. Hamilton’s representation of women of color attempts to
embrace the complexity and the contradictions that cause the audience to repeatedly interrogate
themselves, as well as the history of racial and gender oppression in the United States.
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