05356 53539 39mo0
0emosl bobgemdfogm mboggtbodgdo

Jomobs s g39bgmmo dmmgdob Mg3cgdbgb®sios
39-20 baygmbob dgmeg bobggzmalb Jormmem s
P ommsdghmoznem 3mgdbosdo

Loggobdm Lo@yggdo: 3mgdos, 39bwyto, JommGo [9cs, 3GMABIbBO,
dsbgmemobamo olbzm®bo, bodgdmoms, 3mbdzmenmbosennto, boombs-

@960 65638030, 5cnB9FHbsBGommo bsGsBogzo
Fgbogsmo, mgmBogmo dsbs s jombzgdo

3bogmnM Lobmaomgdgdo Jomms bmiosmno Mmebsbfmemdo-
Lo @S 130053 33006M9d0L Lsgombo 0dmegomgg oMM o9 303T0t-
©5 M0BgMoGNMl, Hmames 306Hmzgbgdol mgomgsdmbse@gol ghom-gthrom
MBmogmab 3mMIsL, OHmIgmbei owo bgasgmgbol dmbogbs Bgmdmos
LoEosmYH s 3mmodoznd 3MmEgbgddg. dgEb®sdgdg-dgmig Longa-
69980L doggbody, HmEs 39bgONmo MbsLFmEO™B0L Logombol sgd@e-
3m0do300 bgds, Mmobomsb 0fygds 03 Bod@ol aoEbmdogtgds, Hm3
m0@gMoGNM530 Jomgdl o6 3gmbrom Logmmato gbol Bgddbol LoTe-
3mgds s Jomgdol doge Lsgnmet mogdg Fomdmmagbol dgddbs 3o¢39-
3oL doge Fggdbomo gbmdmogo LEHNIGNMgdom, Lobggdoo s bGgtg-
™&039%000 bgdms.

39m9 LogMbgdo, Jomms mMo@ghmo@ums, obggg Bmamb Jomms
sbobgs mo@gkodnMslo, (396@Momumo Logombos obgmo x93060LbG0
L ogmnmgdobs o IPghmgdobmgol, GmamMgdos sM0sb: 30Mx0bos
39930, Lodmb g dmzgnsto, Jgom Bomgmo, boboMs gomdgm@o s bo-
MmBob g¢detn, 0mmos 360bEg3s, ML oMogsmgo, gmgb Logbe, gmab
Bomgmm@gho. gmgb Lodumb gdmadal Jomaneo Famol (36gds (écriture
feminine) o 53830(390L, O™I obGMMOYMI© Jomgdo asbwgzbombo oy-
3696 §9600006, 0bgzg Bmamti bogmmato Lbgmmagdowsb (Cixous et. al
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1975, 875). gmmgb dm9ygmm@ghds Fgdmo@obs gobmaodozol 36909, s
dobo ghm-ghomo sb3gddo - Jomms Hg36M9dgbGoiool 33emggs ™modg-
6@ 9M530. Bmnzmm@gol sdDMom, ,Jomms mo@ghodnes Igodmgds
fog0300bmom, Hmamt g m&b3osbo obgn®bo, GmIgmoi Imoisogh ,om-
30656 M6 s ,,ob3mm*“ 53d53L* (Showalter 1981, 204).

ROOM d5GmMghnds 3553608035 356537 9Mbgdmmo 539d0bob@nco
09mEH09d0 5 Jgdmo@ebs bggbobs s agbogcol smddol LHmmosw sbs-
mo 3960b39d& 039, M3mos M Jsm bmosmymow 3mblbEMmnoMgdmman
(domgto 1990).

39-20 Loy 3Mbosb sfygdmmo, 333mgatgdo 0b@gegbmagdosh do-
mgdol ©g3609d96@ 530000 ™ol ob3m®L3o s 5™mboBboggb, HmAI of do-
magdo Fomdmoagbombo 6056, Hmame Fbotrmaggmobs s dHMbgal
Pyormagdo s sdgm dgdtrdmmagdols smdeool Mbdisos (3memosdzomo
2018, 3-4).

Lbgmmol 3mbigd@o 36033b9mmgsbos msbsdgotmgg 393060LE -
60 MoGgMsGNONMO 33m93900Lmzol; Jobodbgdgdo Lbgmmdg s 3mb-
&63LEBY 3o30bs s Jomol Lbgmmgdl Bmeol bJomow agbzogds &adu-
&0l 56smodob ML (3o@stadg 2020, 93).

Jomol doggogdgmemmds Labmdy, s Jomoal Jogfgmdmmds bagstrm
byghmdy, BmIgmoi smfaomos 39-20 boyzmbol dMsgsem B™MIs6To,

3bogg brgds 21-9 Laygnbob Bgdabobamo wo@gMsddamo 33my-
3900l dmogoto Lsgombo. Jomol Jobsgsbo gdoatsios — ambgdog, Jo-
bogob Logt3930 god3939, 0bg3g BMamE domboto s dybgds, brogds
Jomobomgol gommdsbmeb go83moggdol sm@gtmbodommo ads (3@o-
6o0dg 2020, 121-123).

®obodgmmgg $393060B30 sLg3z9 yMHoMgdsl sdsbgzomadl 0bGgm-
Ladsoae™mdobs s 0b3mmdools 3Mb(39389ddg, ©s gsbobomagh Jomols
Roagtol mutm gomom 9;mobsbfmmmdol 3mbdgdu®do, gbgds s Lbgs
35630b5m0dgd M RanBgdL s obgm 3OMdmMgdgdl, Mmammgdoi 6ol
6oboddo, Lgdbodo, gogoddo ©s LgduMsmyMo MmEMogbGsios (Rampton
2015). sbggg, Mebsdgemzgg Mo gMHoGNOHNMO 30108035 IMmoegb GEMab-
Lx3gd060Bdol, Lydbymsmyeo dosmomdol, Hobol, dogMsioolb, Tgdbme-
o Jgbodmgdmmdgdol s Lbgs bggmmgdol 33emggzgdL. 53 bogombg-
3ol 33emgge bogds Lbgomsalbzs modgdodmdam 5669330, oo Bmeals
3mgb0530. sbg obgbgb Jomgdo Hgnmgdlbosl 3s@Mostrds@ol Bogh s-
&™M39d7mm FHommdgddy, 0bgzg Mmamiz Lognme® s3dmbbs ©s 3m-
&9b@dg, B b3oMow aodmobs@gds ghm@oodd3o (Cooke 2020).

1 Lows bbgs dmotgdbgmo / Jotrmmmgbmgabo gsdmzgds o6 ool domomgdamo,
Tgotrmgdol ©s (30808 900L motadsbo Jotmmam gbsdy g3nmgbol LGs@ool og-
&MOb, 05356 53534 39mb.
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B906Mgd0m0 30 0gs ©s Fobsstbol sbsmodo Fotrdmoagbl o3
Logombgdolb 3gmaggol domgdayem Jgmmegdl msbsdgtmgzg modghod -
6530, OHM3gemo(3 sboboglh Mgomue sbmaMgdsl s ssdnsbnt mohgdey-
m9ogdlb (Hambur and Nurhayati 2019).

a5058M0 L30go3ds mogobo bsTHm™do ,gmdemos LYdosmEB gebl Lo-
mds00?“ (Spivak 1988) domdmabs bdswszotgmem Jomgdl. bL3ogsgzol do-
bg30m, 3mmmbodgdanm Ladmasmydasdo saommdmogo Jormgdol b3s
30003 9BO™ ab3gymos.

LESG00L gMmembosmoddol 396b3gd@0g0sb gobbomgobmgals, sbig-
39 boob@agtgbms dgebl dorgogol oBEo, BMIgmbsi ob mebsdgotmgg
Yn@moboonmo 3mgbool gosbsmodgdobsl godmmdgsdl: ,ms6ymanmo
Jomo ogm o6 Ibmemme 3oblbozmmtgdnmom 30399 ME0gbdoMgdymmo
96m3bmmo 0gb@mdols 3hmond@o, sMedge sMbgdmdL 3sMemgmoddo
Rogtam gebs o RobTmm Joma®mdsb ImEol; Jomol 0gbdmdol ¢mot-
gmgo bogds @ozoManmo gehmgbmmo 0gb&mdol dohggbgdgmo; obobo
bogd0sb gmo haggmol, ghmo o¢doemol 93dmgdgdo” (Craig 1996, 355).

Bgbodsdobo, gb gds asblbogmmtgdom LogmMopmgdm bogds od
Lobmaomgdgdobmgol, GmImgdbsi Lotogdom Logmmeto Fombe-
ol goosdegds, Fomdbamol dmgmgbgdol sbmadadow Iguobgds, bm-
305mNMo 356300056 gd0bmzol sbosmo Fgbodmgdemmdgdol Bgddbs. dom
60alb g56939m3698s ol J39969d0, ds0 TmEl bogotrmggmms, HM3gem-
®5(3 9939 LEdFMYH0 EMT0bs300L 3odMEEOMgds — Mmegobo sMLom, 3m-
mmbogio godmeomgds — MmIgmo, 83539 OML, GmEsmodotrmm/
33@MM0GoONm Mg90db S 0EIMEMa0Ne 3MbEOHMMUL ¢ 353F0Mmgds.

b99dmngddnmol gomgzgomobfobgdom, LEsGos 033magL Jomolb s
agbgtnmo Mmmgdol 6g30gdgb@oiosl Lsddmms 3geommol Jot-
0nm 3m9d0530, 8 5sMgdL dob Jomms bIsb dmaogtmo msebsdgotm-
39 B6romm-5396039m0 3mg@ob Fg3mddgrgdsdo.

LESG0530 gsbbomymo Jostrmggmo 3mg@agdol Bgdhggzs doGrome-
s dmbos bogombomymo boto@ogzol (369d0L Loxkymdzgmdyg, HmAg-
o 89ms Foxrn®0sd Fg3mo@sbs bLodgmms 3gtommoal Jotrommo 3mem-
&nmo Logholb Fgdmbodmgcol dodbom. dgms Foxneosl mddom,
»3M Sb8™0560sb dmymmgdmmo, INbMsb Jsgoge®osbal, In®dsb
mgd560dol, Jmoms 603b0sbodol, 965 3omsbosdol 3mgbos Jororymo
oGPGO 5, dmassw, bagombsmamo sMgsmol gm®Iohg-
35 obgbl [...]* (Foxymmos 2016, 96). dgms Foxneos sbgzg agmegsodmdL
Sm@gebos@ommo bots@ogzolb (369dsL, HmIgmoi udm dgdow bobosm-
0905 060g0000L 30ge b 3NN Moz3T0 Romtdsggdoom s M3o3ToMmmgds

ammdsme dmgMbolb@dym s 3mb@Imogtbob@nm 3nm@ucsl (Fo-
#3900 2016, 12-13).
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nbgool mEbosnanbmgsbo @m3obsizool 3gMommBa, dgsbeedgdg
Lomgmbol @obsFyobBo, Jommmo modghodyds Ibotl MFgtms Jot-
o9 ghmabnm 0gb@mdsl, s sbg3y 3mgbrs wibsgmymo -
&nM0b39b LEMKE3sL. Jgmzg LoyzmbgBo Lodgmms ngmmmaosd bgmo
FgmBoems 53 M Fmogod Ggbogb0sl, BMIgmmegsb ghmo v353d06-
©g0mMEs 3mr0@03nc/ghmabynr, bmem dgmtg ~ Hdobws gnmendue
69ommdsl (Foxzmmos 2016, 499). Bmegcbob@mmo 3am@acnmo &gb-
©96(30980L LoFPomgdom, HMBmgdoz 3gmoeg Bgbomhnmbros Logdotmgg-
o bodgmms ogmmmaon®o dgfmemol 306Hmdgd30, s bagombsmey-
60 m6096@5300b 3gmby gnmE NG amo &9bogbiogdom, Lagdstmggmma
Fgdmm Lbodgmms Bgommdobomgol Fobsomdmgamdol gofggs s sgmgb-
&NM0 3nmENONmo/bsombsmymo LoghEob Jgbsehabgds (Foga®os
2016, 503).

LoobBgtgbms 03 &gbgb(3098dg 330603905, HMAmgdai Fob Mb-
F6Hg0@s bogombamyar mMogb@omgdnmo 3nmeamamo gbrgbio-
900L o dsLgMmobyMo ©obinEbol smdggzgdsl Lsdgmmes 3geomemals
Joogm 3mgbosdo s gbsdmms, gogmagbs dmgbwobs domdy. Loydeb
mgo@mbols dobggom (1992), 39-19 Lonznbol GNLam mo@gcodnts-
Bo Logdotrnggmm Fothdmemagbomo oym, Bmaméi sgmzgobgdgmo dofs,
emIgmoi OHNbgmobasb gmmes gos®mPgbsl, bmmm dotmggmo Joemg-
30 foedmmagbombo 0y3bgb, Hmamt oBogtmmbo o6 sMsbozdstobio
BEr9b30L Mdogd@gdo Jormzgmo ,m3nmENM™” 353900L IbG0sb, Hm3-
mgdobasbs obobo HAL ,3030m0BDgdMM” 35390L Mbos gowsg®hoboom.
LoobB g gbms, OMA 35T0b, Hmwabsi dmaoghmo bmdomo GNbo 3o0
3myBob mo@gtodnmmsdo, Johmzggmo Jomgdo doMomomsw mEo ¢30-
96abo boboo 0ygbgb Fotdmmagbombo — ghmo dbog, Hmamé 3o6-
a0, 9hmanmo, §dobws, s Igmeg dbeog, Mmagmtz dmemEo, ds09-
60, 3509M0 s bago®m oygm HAbo 353980L Jogh domo 3o3mbGHmmmgds
(Layton 1992, 196), dotronggmo 3530 3OMEo3mbol@gdolb b Jommggmo
adotgdol Lobggdo o6 Robos BHNLNm modghodnOnm &9db®gddo, ob
Joromggmo 353900 sbs@Nmo 093696 Motrymnomo 3nmbom, Bmamts
365Lobmbo, gosymmombo mgobmbs s Jgoxb . ,,...30609mo dodgdbo
030bs, 091 93 Bgco@mEM0ol Jormneo 3obbaboghgds dmgsmgdemo Mo-
&m3 6gdads MLgml, 560l ob, Hm™3 ol sesbmegl Bgbzgomos Fgboxg-
6ol dgfyzoemgl Bob“ (Layton 1992, 209). , 35335600 36mdoemo mgdal dg-
3930l Mo@gMsGnemo aomggolbash gobbbgezgdom (Bmamgdos
56056: 88smom-8gdo, 0B3som-d90, 30bd0k0, Joxo NGB0 s Jsdomo),
Jooggmo 3o8035(30 MG oa3mbob@gdo 08300mo Robsob by @9du-
&9030“ (Layton 1992, 195). doybgmsegsm 0dobs, Hm3 mgo@dmbol doge asb-
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boenmmo s3@mMgdo (semgdLebog 3983060, smgdbobrotg gtodmgom-
30, dobgom mg&dmb@mgon, smgdLobodg dotrmobl 3o, 003md 3memmbl 30,
omgJLbobthg mmgalgo) o6 0bosMgdwbgb ghmboot 3mmodosné Tg-
bgmmgdgdl, yggmes domasbo 83gmezbgdms badstrmggmmBo Gabnmo
9JL35bbool Ivstroggcsl, s sbggg g MIsbgml 3ao30bgb 03530, o
OHmamc 500d35dbgb s 3o3mbobogbgb Jotmggm 3o(390bs s Jormgdl
bogmot MoGghodntanm &gdu@gddo (Layton 1992, 196-197). Grobey-
™Mo M0BgHoGNMs 03 39HommTo bodomggmmb godmbobeglh dmame s
dg®mdomo bdgbol dofol, HB™3gmbsa bLotrgds Logmmato Jzgybols
39399b9 98O dmogho 353980L Bogch o330 s mIobotgds. gb ogs
9839d6gds Jomol mmomob@ne Lobgl — ghomo beog 3o6aol (93dsbzm
JomTamol, mogoemgdnmo ©gool), doacmsd dmOm@o s Io(309)-
Mo 3500593930L &9bgboom. 83 mgombadMmabol dobgrogoom, sbgmo
36Lgdgdo 3mbEOHmMmUL Logotmgdgb, ghmabads 30 gosdfyzg® ™ML
SLOYmMgdL 538™MEMH0G9E 0L goblodMgEHsTo, s gmmolbdmdl 3ol m3o-
58 bmBSL, HmamM(z 39bgdcng, dmgdnm Bgd@L. ,OHYLds IFgMmadds
B9ddbgl ghm@oznmo o@z0mmzol ddmbyg 3mm@utmmo Jommemmaos
Lozt magol, Mmaméi dmogho s MoEombsmaymo ,930m3gemo”
0896@9%0L, G™Imgdbsi Mbogosmumsw Bggdmmo Bmamt Ladsto-
39mmb (339, sbgag dobo dmGmEgdol Jgzeggds” (Layton 1992, 196).
Lodomggmml smddoms s 3odmbobgom, Mmamt s Jomol, dgoal,
»3563m" Bofobs, OdMIgmbsi Bbo 3o3gd0L dogh oigs bfotmgds, gb
Obymo &9du@gdo sbgbobgb MHYLgmal Joge Lodstrmggmmb s6gdlboals
353560 gdsl. mM339, Joybgsgsem bodotmggmmb ,,a00560Rgbol” @3-
motomgdnmo asbdemobgzolbs, Gabgml saommdmogo GMawoiEogdol
358030b(3935 96 3o5Rbos s 0ym IMogsomo Fgdmbgggs HMLo 353900l
3096 Johmggmo Jomagdols gon3s@oncgdobs. nbo IFgemmgdo Mameng-
dgmymnebgb 03 BogBL, H™I Ladstrmzgmmad JMobE0sbmds HMbamdyg
35309300 sMg Joomm ©s (30mmdbgb Logdstmggmm FotmBmgho-
bom, Bmamtri smIdmbogmydo, sdoyMo, HmIgmoi GLgml dnbemodo
386 gdobash Mbos gomegthobs. obobo Jotrmggm Jomgdlbsi dbgogbow
bo@o300b696 — Jomgda, HMmgdLo 003w ,,(3030em0dDgdYm” Hbo
39(39%0L M3065@gbmds s dYMal 9d3930b696 Jormggm ,enmm s Lyy-
maem” 35:390L (Layton 1992, 196-209).

Bgodmgds omgdgzol, GmI dgEb®edgdg Lomambol dgmerg bobggetls
©5 39m3g Lomgmbol 30639m sfPmgmmgdBo Joomemo Lodmgsomgd-
030 bogM3g, Jomms Logombob sd@nsmmdol dbEog, LobdOmbamos s-
LogmyEo Lobmasmgdgdobs, dogcmsd Hmammos gl Jodscrmgds Lodgm-
09 3960m©T0? Ho3gbs 00s 5300960 s MHO3gbsw 3obsdntmdgdl
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53L LedFM™M 2 nEgMEMMa0N&-3Mm0@03N6M0 3MbGMH™MmO? Loobdgtg-
bms, M3 Jgoom Bomgmo, megol Lggbmomn® 3memodozodo, 3dmAL,
O™ 00300056 Loddmms 3933060 sbgbws 396gMH MmO MSbsbfmEmmd0ls
36m3535b0sb, Joghed gl ogs Rogotws (Millet 1970, 157-176).

LESmobol gdmdol Bgdwga, 9.§. »EoMdMI0L” MM, brgdmms
BogombomaMom mMogb@otgdnmo 3nmEnmamo 3Mmgbgdol dbsm-
oggcs (Scott 2016). boombomnt boto@ogdg s dobgmmobyé wob-
3n6bdg, s Imeol omootob@yem Lmmobzggmgdsdg aosdMHomo
0939680 9393906 gdmos boombomadmo botms@ogol smdbgggdsl Lod-
Fmmo 3538060b F936 J39969880 mmgsmude, s 8339 eOHmL gnd-
69dmes Lodgmms 393306MBo Igmeg bmxyemom mdols EmL s 3ol Fg3-
©93 353039980 39bgeyrgdgdl. 8gagodmos ©s3s330M©gM Jorrms
69369b96@ 53006 BMEFdbs s G9begb0gdL 33emggzedo, BM3gemocs
Ro@otros mdomobol bamboms dgamdemdols Indgmdol oo Lsdsdyemm
m3obowdo dodmzbomo gsdmangbobs (1970-056 Femgdo s 80-0s60 Femg-
3ol 3otrggmo bobgzeton) s gmtol Lodtdmemm ©owgdol dNdgndol
(1960-0560 Femgdol doFnermmowsb 80-0560 Femgdol sbsefyobol Rsmga-
mom) dsgomomgddg (mmennms 2020). ,35dmBgbol botro@ngBo 03ggmgds
%39306960Ls s Job3MmobyMol, Lodgmms s gehmagbnmol asdmbabgol
533035mab@nto 3m™3gdo... Jomolb md3o dmbsfomagmds mEmLIsym-
Mo 30005609300 560l godmP3gnmo; Jomo ool dbotmesdbst, 3o3-
39396 0360dz0l; 9dsbmsb, Jomggmo gos 9gmbozn®o 3umEnmal
dMg0s, 3535 3o — obEmMonmo sg@me* (mmenas 2020, 4).

0939680 Jomolb m3Bo dmboFomgmdsdyg Fggbedsdgdmms bENIAm-
30L 3geomeol Ho@mEMozsl, GmIgmoi 3OM3sgsbosl 9fggos owgsl,
O™ Ladgmms 393906Fo Lagstrm bogdosbmdalb LgzgOhmBo Jomgdo 3oi9-
3oL bsLFmMbo 093696 (cnmeeys 2020, 10). s 3o0b(s, Jomgdols Hmmo
™d3o, 35T0bs 30, OmMEgLsi obobo FotdImmagbombo 0y3bgb, Hmame 3
35680bobgdo, 5300@MM9d0, 36 K3M0bIsEgd0 (Bmamti gb sbggg sbe-
bamos 36dmygbgdBon), ds0bz Fgmergbstobbmgsbo oym 35390056 Bgs-

2 Igbcedg®g Longnbgdo Jotrmggm domagdl (930 ghobyg asdsBgzomo, dotdstrg
ROORSdg) 0b 990056900, O™ obobo FaMwbab dmasmerm Jomgdol 3BMdmg-
390%g, 5 Fgbodsdabo Bgbl MFymdobgb 0dtHmobrogmo Jbmgmoml 3MmEnmal
©5 (3030005(300b. 0bobo gdMIMEEYL sELdMm NLsTsBINEMMISL, 0dMIMwbIE Jo-
m3gdolb gobomnmgdobs s Lbgs 3Mbosd9bE Mo NBmMgdgdol sbosgse. Bod@0s,
™3 393060930 M0GgMGWGSB0 03 OHMOLmZb Lszdeme Bgbdmowgdanmo ogm
©5 98OM 336300m8MEgdmms, HMI s6s badgmms 3039060l 70-Frmosbo 33stro-
39mds, LoEs 50830560l NBRMgdgdolb (330l s 39306030l sgomo 56 oym.
dotrmomos, 89-20 Loyzmbol sboFyobol s dmazosbgdom 1920-0860 Femgdol
0@ MG N30 ,Jornao” b3gdo 0bdol (Jstrnggsbo 5641 Bor053 semgdbadg, bLagm
dagmady, 3o@m Bogdgmedg, gmgbg o®0sbn), Fog®msd ofmobeidotoboe (3o5c0b-
©5330mm0, godmbos 2013. mdomobo: 3506603 dommol gmbwo).
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69000, MmImadoi s0Jdnmbo s Focmdmwmagbombo 093bgb, Gmams
dmogato dgdmdmmgdo, asbdsmsgobyxnmgdmgdo s ob@m&ool Bgddad-
bamagdo (mmemas 2020, 26). Ladgmms gocobgsgo FoMdmmagbomo oym
bam3o 0somom, Bmamez Lodgstrmb BsFod3obgsb FbLbgmo (mmemns
2020, 23), boomm domgdo bogmgdo 0ygbgb obs@nmbo ostomom, s
domo Mmmo mdBo bJoMow Igmcs 3989game0gddo gobobomgdmes:
obobo 09zgbgb 33OM3gmo Jomgdo, HmImgdos Jo@gMosmato Mgbymbg-
B0 NdOHNb3gmymnbab 3OMbEL 56 BEOIMbsgbgb MmdBo wogtom xo-
0L 353909 S MBdMe B539390Bg. ,dgmIsM0 S 356MHE Db Joemo, m-
bmtho, Igs s dammzgosthg adoto gEs, HmMIgmoi ©sNB0JMIdMS®
LPoMogl Fg0mgdl LedTMdMMbmzol s 5doymdL dsmo MmogmoEgdom*”
(comemays 2020, 17).

03 309mx3969330 g356Ls3MNMgdom LsobGgtgbms gool Mmmab go-
dmbobgs — Jomgdo ggdol HmmTo doMomsmso sLOHNmMadgb bodgmms
©5 bo30mbsmaé Im@039dL Dm0l ©ods 3033060 gdemol B3mbdiosl.

L03gdoMm39mmBo Mol Ladndgndm Hg3cmgdab@oiEnsdo dammgnsty
9ol byGsmbs@o Fobs 3mobdy godmmol. sdsbmsb, wgws IMsgsm-
Lobmgobo dg@onm®mss, MHoash LodBmdmmb goggds Msmolidymos s
3sbBo Logstrmggmmz 0gMmobbdgds s Ladgmms 3ogBoto, MmIgmogs
BEOINMBogl o 006, oz Lommgds zomgdol dogh. gmtols Lod-
dmmm ©ogdol INdgmdol 9du3mdoool mgds@né g9adsdo gzomby-
mmdm, ™I gb mMo 653 9335608 gdsL Fotrdmowagbl: ,,939emal 3yogl
0905, Hm3gmdsz Igo 080 S g, MMImol Labgmoi oMol Loddmd-
o (mmeeys 2020, 14).

333mx9bgdo sbg3zg MamMmadgmymaxgh IGEolb dogh Jomgdol do-
3560 domomdol Bogd@gdl. gb Godmamgdammo bsgzombo oym, Hoash
LadbmsmaEo dosmomdol Bod@gdo Fomgm s0dosToz brgdmms (mm-
s 2020, 18).

Mmambz gbgoogm, Jomo, Hmamt mdob mb dgmeg batobbmgs-
b0, 536356 g, LEAFMBMML s(330Ls s Jobmzgol FgdGdmmgdol smdE-
ol 36m39b30 3nmENOHYmo 3603369mmdol Jo@emgdgmo (gos sbg-
39 85030390005 LEFIMIMMLMSL) s 3s@MomE Mo bnemob3ggmgdol
535 gdol aoMbG0, 56 IbmemmE sanmmdMogz0 bogombomuno bo-
658030, 50539 sbg3g NBO® FsOOM, Ladgmms bstrs@ozol bofomos.

Lodomggmml, dmgmés §dobos, ,Jomaem] Gubgmol dogeH asws-
Lo®BRgb dofo, Jomggmo 3533900, Bmame s6bobome, bmmm Jot-
0390 Jomgdob Gabo 353535(39%0L Bogh IBsM3gemmdols 3dgdbgmgdsw
FomBmoagbol &9bogb3090L, Mo Igbsedhbggzos 89-19 Lomzmbolb Gabo

33@™MM 930l Mo ghro@nemm 89db@gddo, obggg BHmames bogombome-
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60 ©5 ba30mbasmGo mM0gb@0Mmgdanmo 3nm@Nmymo Ggbogbiogdal
smbgggdsl, Mo doMomsmse gsdmfggmnmo oym 3mb@LEsmobnto gdm-
Job 3mmo@oznco 3Gm3gLgdom, Fgbodmms godmgfzos boombosmayo
Boto@ogobes s dsbgnmobnmo obgnmbol godms 03 3gommals Jot-
0390 35G0 93&MMgdol 3mgdosTo.

B99mblLgbgdmmdg oytbmdom, LGo@os Jobbo obobseglh Fgdmgy
B93006390Dg 3obabol gogdab:

* MHmamt 560l sbs@Mmo Jomo s 3gbmgMmmo Gmmgdo bod-
Fmms 3gMomob Jotrornem bsgombosman®o botms@ogol 3mgbosdn?
Omgme 5ol Fohdmoagbomo dsbzmmobydo obin®lbo s do-
maéo Fahs?

* Mmamt dogdothmngds Lsddmoms 3gMomeol Jotromm 3mgdo-
3o Fomdmmggbomo Jomydo Fgtrs LESG0To gosbsmodgdymmo
Reromm-9dgeozgmo 3mg@gdol 653039369330 smdmbgboem dJo-
maé Fgeob? Go doomomo dbgogbgdgdo s asbbbgeggdgdos dsom
Bmeolb?

* 560b 09 Mo obgmmabato obgmMbo Jostommo bsiombes-
maeo 6s65&030L 3mgbool bsformo s Fgagodmos o9y s, B3
mMb3osbo obine®bo s Jomneo Fgbs dogoznomgbmom 0dsgg 39-
Gomolb 3@ gibs@onm bos@ogl, Mmamii ammdsmanéo Im-

©9gmbob@nmo s 3mb@dmogtbob@mmo 3nm@acol bofomlb?

LESG0530 3og59b65m0dgdm Fgdgan 53@™MEMdol 65dnBgzegdL: bo-
3mb Rogmgsbo (1903-1966), mswm sbomosbo (1917-1943), ombgd bmbgd-
30omo (1918-1980), goméao magmbodg (1899-1966), 39863 atrndobbgo
(1920-1984), 3mbLES6G0bg gs3bobmEmos (1893-1975), dnEBsb mgds-
bodg (1922-2002), 3nbheb dogegstosbo (1929-2010), Imms 60Tbosbodg
(1929-1999), sbs 3oemabroadyg (1924-2008), 0ds mergmbogody (1938-2010),
mos bEOs (1939), gbds Mmbosbo (1938-1999), bLoemgzos dmmomo (1932-
1963), 3otraotg® 930 (od: 1939), ds0s sbgggmme (1928-2014).

asbbsbomggmo Jotrmgzggmo 3mg@gdol &9gdb@gdo doMomswsw Jgé-
Rammos bogombomado gnm@adamo Loghobs s sm@ghbs@onmo
boto@0g0L bogymdzgmdg o  gosbsmodgdnmos sbmgdneo dogmdom
- Ygsmgdomo 36080300, Fobsstbol sbsmobol, 39doboli@ e 30080-
30Ls s MgmMM0gdal a5dmygbgdom, 3mb@zmmmbosmobddal mgmtool
aomgomobfobgdoom.
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Jd9wgagdo

1. badgmoms 3gMomeob bagdseromggmmb gogo 3mg@gdob 3mgbosda
sm3mhgbomo 839begbingdo

Lodgmms 3gMomeal bogotrmzgmmb 3oio 3mg@gdol 3mgdosdo, Hm-
3gmboi sbabosmgdl bagombomato bods@ogo, 93 33mo30b Jgmgasw
smdmgohobgm Fgdgaon bymomo &gbogbzos.

1.1. 3530, Gmameg bsdIMmdmmbogob IgdeHdmmo, Jomo go -

33&Mom@amo byymobzgzgmgdol 3sdsgdEgmgdgmo s bsdImdmmb
boddmemm

30639mo §9bgbool Jobgwmgzom, 3oio Fotdmmagbomos bogstro-
39mmb 833339 dgdMHdmmom, bmmm dJoemo - bLedIMmdemmb Loddmmmeo
5 33¢MomGamo Lymobizgmgdolb Fystmw. malb ofogstgo 3@ 30-
390L, O™ 3s@Mostrdomad LGOYNIGNHgdTo gs smddymos, Gm-
améi 3o3ob ©obs3ds@0, mdogd@o, sdbdstg Hgdmmmndiool s Jms-
dmdsgmagdols Bgddbol 3rm(39L30, brnmmm dmogeto Hmmo gboggds 3odsb,
30b0 39333006M9mds3 Mbrs goatdgmmgl (Irigaray 1974, 122).

LobMS 30mdgMHEo s Lydsb andsto LomdMmdgb xgob mbE0bal
3mbodGgdodg 30@Em0mEB0dIol s 39(39%0L JogH @m3obomgdmmo ob-
&mE00b Igbsbgd. xgob mb@obo gmmolbdmdl, Gm3 obEmEas godmgds
094mb ,db3nmobnMo 3mdbomemds” s oefomewn Bodios, HBmIgmBos
Jomgdo s6sbmmagl ImboFomgmdobab ©s ,093696 Mmomddol LENMmos®
a5693b0mbo dobo gg9tmgdowsb” (Gilbert and Gubar 1979, 134).

b &9bwgbios sbg3g Fgazedmos IgM33oMme™ 33egasl, Gm-
3gmoi Bo@otros mdomobol bomboms dgamdemmdol Indgmdolb oo
Lodsdmemm M3obodo dodmgbomo asdmezgbols s gmtol LodtHdmem
03980l INdgmdol dogomomgddg. dgmerg dbmgmom mIob wMmb s
3ol 9g30gg Lodgmms 3o3FoMbs s LoadosrmzgmmTo gogt(gmadymo
bo®mo@0gol dobgrogom, Jomobs s @gwol Gmmo 3608369mmgsbo oym
35@E0mENmo 5 Jomo@stobGnmo Lymolzgzgmgdol gomgzodgdsdo,
bomm 3930 0003mgdmes Jmnogst dgdmdmmoem ©s obmMonm sg@m-
6o (mmemas 2020).

3m9@o, OmIgmoi FomBmawaqbl boombsmado botmo@ogol 3mem-
&OL, 356038 30390L Jormzgmo gmol Lodsgsmomm Labgl, g,
mIgmos 03o3L ghmzgbym 3606303980, 30L0 Fmsegeto sb0Tbymgds(s
adotgdol, 38Mol Fobssmdmga dgdtrdmmagdols smdGss. gwols M3ot-
39mgbo dmgomgmdss, Bmosgmbmlb Bz0mgdl LedFmdmmL Loygstrmmo
©5 dobmgol mogasbfomzol Lyyezomo. gool gb 3Mbdios gomdMog
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Loggetmmdg domms ash s Jdbol Bmedgdmomgdslb, ™I LsdBmd-
b (36909, baombasmaymo botrs@ongo, LobsdrgomgBo 56393l gl
6o3g0mm 0gmdslL, 5d393L 3oL ,FMOFmaow; HM3gmos mdL s dEoals
J39960Lmg0L BgboFot dmdomadggdl.

bodmb Rogmzgsbob cmgdLbBo ,Jormgzgmo gws” (1942)% Foedmwmagbo-
™05 LodogomMomm Jormzggmo ©gEs. Isb (3BEMS gogo 3ysgl s st gt mo
Jomo. Hmeabsi 39935390L dMdmmaBo MFoMom, mgws d5dobgg Abrogds
5 5dbbgzgdl, sgmmosbgdl dsm, mmgel FgeBzgmadl s oblgbgdl,
™3 ob doo Lbodomggmmb dydal” sFmggdws.

Fodmdgoto mghsdl godmobg@ols, / gmtol (soboom sbms ¢mbdmdl dbg-
o6b: / - 3o3nmobogol, d0dmemes dodmmoborgol! - / oo BggagLb Lo-
Jotroggmmb gws. (Fogmgsbo 1990, 415)

mom dbsmoasbol mgdlo Lodeormzggmm ogm domo Lombgdm Lo-
bamo® (1939) Logbgs 3gemogymmo bsts@ogom. ghmo Ibcog, madubBo
smfPgomos 39bgtrnmo mobsbfmemds 38 gehmeb d&dmmsdo, Lowss
»353535(390L 3396 0m 3ys3om, 3000 Bmemsol Bsgdo, -/ s 3GMgdL
3omob ghmow b3gdbgb Lodostrmggmml domgdo® (sbomosbo 1990,
468). 0033o gb MobsLfmOMdS sMLYdMdL 0bgg s 0bgg LEgOHgME03%-
MO »393NM* bLogdgTo, cbGmMoNmow 3o3900L dogé Bgddbom 5396m3g6-
Do, o699 m3To. 8d53, MBS sLOBILIdgMOS sES BIMamME (3 Jormal me-
30Lbomogso 360836gmmgabo Mbd0s, s08dg Mmamt (3 Igomagdols mddo
Fomdadogbgmol s ddmmols Fob ©odtoggdmobls. of gos 0dwgbsw
33936005, ™I B30madL Fygzmob 03 FgdmbgggzsBo, e obobo Hsdy Lo-
LLBL godmagmagbgb dédmmol ™. Lobnb@ge 30 s00ddgds obcal
bdEado dmbzgtol zod@oi o:

B30emgdlb ™30 53bogb0wbgb [otdBgstmmo mgwgdo, / sa3bogbowbgb,
5350 gdbgb gmt s0dggdom: o9 oboto dmEmado dmabzogm, o6
s0gMom d3ghmgdo, / bgmdgmmgw 64 agbsbmo bogdstrmggmmb Jgogdol
(sLomosbo 1990, 468)

magdbo @sofghe Igmerg Jbmamom mdob ™ML, sdo@m3d Igodmgds
3035609mm, MmJ 5g LodFMdMmL MMIsgo 360T3z6gmmds g3l — JsbBo
0a3mmobbdgds Mmame(z bodgmms 3038060, sbggg bogdomggmm.

3 yggmo gsbbomam magdlmeb o6 stol Fetrdmmagbomo dobo ofgeol mstomo
(dmangtor gdmbzgzedo mgdbolb @sFgmol Famo maaiosmamow fbmdas). med-
3o Yagms aobbomamo mggdbo g3nmgbol 3mg@gdl, MmAmgdas dg@-bogmgdaw
FotBmoagbgb bogombomato boto@ngol 3MmEnMal, aotms 0ds megmbogo-
dob, gbds mBosbabs s mas bEEnsbo, MHmBmagdai Bggembogo Bmams badgm-
00 3933060L 3mbGEG™EsmMoGstmmo 3gMommol 3mgdoolb gsdm®Bgnmo Joemmeo
b3gdo.
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0mbgd bmbgdgzomol mgdLBo ,39009s” (1978) Focdmoagbomos mem-
bo Jomols @Eogoznmo dgwo gibm dofodg. Iggs adytrmdomo, boms-
58930 Lodotrmzggmmb Lobgs. ob sbggg Lobgs Jotrmggmo Jomoabs, Gm-
39moi MEbmA s3ENbs, 3o0dM0yzs, Moms@o Rsswgbabs, dmo@ozs o
Fgdga 30 gotoys. Igodmgds omdgzel, OdmA o dggs yzgmes 0d Jotrom-
390 Jomob Lobgs, HmIgmo ITmdmoy&ol dogogtow NiEbmb 06hggl.
Jommo, Gm3gemoi LoFTMIMM™L BmzgdL © Lbgsash dowol, cbggds s3d39y-
Boc m8dndgbo (3mrgolb Rsgboom — gomgdol Bmzgmom, Howasb:

Lbgogob / blbgol Bofadg 30l gonbathos, / gb Moo 0og0bmdobgb, Jomm.
[ o sbg modado, / 36dgbo s /3560 bo, / dgtdgbo Mow sMs botrm?!
(6mbgBz0emo 2007)

Jomol Boge gbmb o6Bggs yzgmodg 3@ 303bg9mmo smogddgds,
50356 Jomo 353535(30L o LEFFMIMML LogMMGgds omgmgds. Tg-
Lodsdabo, Jomalb FBMosb 3oMswo sthgzsbol dobgogom dmddgwgds
LodMgsEMgdolmgol Jommgdgmos. Jomol sbgm Lagdisogmlb dm3gzgds
MOMOBG0 S 3560Y39, M dbggg gadbobyEgds o3 Joemolb Lsbgmol Lodm-
mmmE gdmemgsl.

1.2 Joemo, Mmgmii m6Mo 9zonmgbmds — sbggmmbo 36 @gdmbo,
$30bcs 56 ds30nM0

LobMs gomdgMEobs s Lnbob amdstol BmbsdMhgdoom (1979), 3030
33@™MM 930 Jormb Fotdmaowagbgb mé Mz00mMgbmdoe — MHmames sbag-
mdL 96 Omamd 9ehRbymb. sbagmmdo sl Laby sdgmenn, dmt-
Roemo, 3sbogo doemobs, Hm3gmoi bodsgomomme omgmagds bodmgs-
©magdol Bogc, (Hmameg Lodsgsmomm MmO, ©gEs), bmmm MORbymo
a565bobogMgdl goblbbgezgdmm, sg&omm, 39o3dmby, doiE® Jomb, Mm-
3gmoi Lodmgsmgdobmgol Jommgdgmos. aomdgm@obs s gndstol
dobggom, Jomol 3mbgdol ¢3009mcabo odm@mdos sbggg aogmgbsol
obgbl 03sdg, o Bmam® bgoseggbh ©s smfghgbh domagdo Logmme®
0o3l.

Bmaoghmo gsbbommmo sg@meol gdmddgmgdsdo gbgosgm Jomg-
dob, BHmam®E Mo N300MMabmdoL MHg3cmgdgb@eosl — Hmamt sbag-
mmdob 96 Bmamé gdmbol, Hmagme §dobosl o6 dmames Boioe-
6ob.

39863 at9dabbgo Logzstgm Jomb Fomdmowmagbl 39635, bo@swm.
bLOmmymzom Jomow §dobos, L3g@ogo Jomos FotmBmhgbomo, bmmm
o b domo bbgs 3o3ob Logmotgds aobogds, moMoznmo adotol
»3omo 3oMasgl bLo§dnbroglb ws 0digze BgOTsLym oo, goddstrmem
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39635, HmM3gemass Imm (3390 s 3Mg3mo ©835Mas. Lobgdgs Jomal
LogMomodsos, Jomol Loyzstumo googoggdnmos HFdgbsbmeb, do-
ol 8356335 30 — MHFIgbol s 3o6a35Lmsb:

R96OFobym bogow ghggbgdo, / goddostrmm 396dsw, / M3 wotBs 3gb-
&o© / dmmggmol s IMg3emob go69dg.../ 306 goandgws? / gob gogndg-
&5? / 306 3mzgo bg@og / Bgdl ogoge dmmggmae Bgbrs? (3trandobl o,
»350DsBNMmo 396M30")

dn®dsb mgdsbodalb mggdbBo ,bo6 oo Lobotm dm@ohgmoal...”
(1968), doemo FotmBmmagbomos, dmam 3oi30b 36980lL, 393ga 30 dobo
509330l d0dgdo. Jomo oMoz adocb gbgdsl nmgadgdl, ,a069dm-
39mo bg@o6gdom” 53LgdL, Go@sby® domsl Jmodgmagl, dogcmsd Lodm-
mmme 3sb 9xbtnmobyzgb dosgdsbgdl:

3obos gogzotrm: / - Lomegds! gbgogo! Jomo!® — / Boghed 86gmmgde
/ 08 bmGbmEom, / 303306300 s &sBom / Bngdsebgds / 9xbatrnmgdBo /
53LbgMgnmo bmdo s dgomo. (emgdsbodg 1984, 387)

Bmms 603bosbodg magdLBo ,domo o9 dgds Lomsyzsbm 3gG3sw
aobos; Jomlb mo93560L(3930L, ImE0sb Fatrg@ol mdogddow Fotmdma-
3000396L o dob 3963, bobo@l sstgdl, HmImols mombgdss dodogsds
mbos Fgogzgsbmb:

Jomo 09y 390035 Lomsyzsbm 39M3sm asbows, / Jgygetmgdmmgdl ghggbg-
3500 Joemo bobod .

Jombs s Bobo@l Laghmm sdgm ghmo mzobgds: / ¢9bros dMsgemzat
Bgoigomm F3tg@olb dsbdomo,

O™ 9z6m LG Fgogsbm Jomo modbgds / s gutdm 0gthdbm bome-
3obg BomBo aobiomo. (60860sbadg 1970, 295)

mgdL3o o Fgdnyzetg dg-bmtzogmo..: (1968) 60Bbosbodg Joml
obggmmdols Lobom agobs@oglh. ,umgbzmmo Lobg; Lamm Gogcm;
»BOMgd0; ,Bo6M535600“ — 93 g3omg@gdoom o Jg@ozmegdom Sbsbo-
smg8L 33@mM0 Jomb. Jomol dogh 3o3olb Bgyzecgdsdo, MoE s3@m-
6ol sBMom, 9bggmmdmdol 80IMdsL 6036sgL, Fgodmagds MdHsmm®
amemobbdmdgl domol doge 3oiob sMRggzsl, dmamei Lamanbggdol
396353mmdsd0 35638 3039090 Hmmgdol Fobsomdwmga Fobgmasl. Tg-
Lodsdobow, 3530 9damdlL, Mbos OMIML M9 sMs Jomds bogmmeto, bLog-
Moo Lodgstm s Fgzoglb bsdgom, 569 3o3s3o(30L LodysermBo.
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Mo dgdoyzetg dg-bmtogmo, / GoGmI 0@gzobmmy 3mogs dotowo. / m,
obggmmbm - Lyyemm (3096m, /65 Mysg BOM9do s Fohsgsboo? (603bo-
obodg 1988, 463)

35353530 06035 gomabadMgdYmos M3gMmmab, bmem  Jomol
3096 3ob LodysermBo Fgbgms 560l ,m@as JoMrowo; MHm3gmoa Joemds
08306ms. gbodsdobow, 83 3meg0Lmgol Jomo mzommb sggdl 3sbnbl
5 3530 Jggagddy 3sbabobdagdmmdal obbbol. Joeml, Gmdgmos Wotm-
goxzgb Logmme® Logbomau®mmdsl 8s3s35(30L bsdystrmBo Fgdmbgemoom,
3930 9g8OMbomgdl, MM ggMsxgml dobzgdl LsdsgogHml, MGm3 Jomals
IbG0sb 33 ghmazst sxsbygdsl Wohymgzomo Jgogagdo dm3y3gds,
OmImgddgs Immme Jomos 3sbbolbdggdgmo:

Bgbo gMgbgnmo Labg 3gEbmds, / gbo modamo, bnymm Eoghm, / Moo
Mo ysgo obggmmbmds, / 6o mbos dmasg bodsgogthm? (60Bbosbodg 1988,
463)

dnb@sb dogsgo®mosbol mgdlo ,g0s3530" dBodmmon®o batrs@ngom
0§9ygds, HmImol dobggom Lodmmbg ,gs35(385 Oa33535Ma30bs; Tgd-
©9a mgdbo aédgmegds sMamboz@gdol doool gdodmwom, G™Imal
dobggom LoFdobolb ozomagzsdoi Jomlb dogmdmgol drsemo. Jomo go-
dmygobomos 336530390, MHMame(3 3o3MdMH0omMdL, sbgzg Jotrmggmms
§0603g. 393aa 53& ™G0 Jomab swgdoom bstrggddy, sdbabeymgdgddyg
535630 gdL ymEomgdsl:

o.._L33og0ghmE / ©0s(33539 0gbm a3083s. / Lodogogime / ©os3degg
nboggmo 33093s... (Jogagastosbo 2006)

53 botro@0g30m Jomo 36093bgmmzgabos, s0s Bmamez megobmegsow
Ldogd®n, 306HMmzbgds, sM33gE Mmammi Mgdmmendiool Ladmsmgds.
ol M0Mgdmmos 0dwgbow, Modrgbos ol 360836gmmgseb ssd05693L
Bmdl, H™3mgdoz 393900 56056.

1.3 35330, Gmamés bydogddo, @ Jomo, Gmamer mdogd@o; Jomo,
Omamg 3960 896980b bsFomo, GmIgmoi ImTIobonmgdsl bogo-
MHmgdl

LoBmb g dmgzMstal Jmsgzsto stham3gb@os, M3 3530 bgaglb Jomb,
Omamt(z ,LbgoL, HEbmLY 3o3o smoddgds Mmamtz bydogddo, Jomo 3o —
Omam(z Md09J@ 0, 35353530056 30350 gd5T0. 3530 50J3gds MMaMe (3
30639ma0, LOmo, GMbLEIBIEENMO; Jomo — MHmamtz Jgmtowo,
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3M3LEHMO, 035696@ N0 (dmgmoto 1949, 18). dmgmsto 033mag3L Mo3-
096089 35353530 3mg@ oL Mo@ghs@ntrnm bofo®mdmgdl Jomgdols Hg3-
69d96@o300L gmoboom, s sbzgbol, O™ Mmommgmmo s3&mEo smfgml
»000 3mmad@ont® domgdl* (dmgmoto 1949, 306). dmgmstol mgmEos
Fgodmgds aodmgoggbmm o3 ¢9gbmagb00l gobosbomodgdmesc.

30bL@s6@0bg gsdbobyMmast (1893-1975) mgdbdo ,dmzgobygco
25d3b mgomgdo.." 3mg@ncom 6ol obs@ymmo Jomol godm d3zemg-
mmdob Bsgbs. magdbolb modogmmo gdodo Idbo 560l Loygetgmo
Jomol obogmnm®mgdol dobboo srsdomr@m bgbs-mgbgs doodmgmb o
3000009dMmo d0bsggdo goomobmb, s6edge 0dobmgobss, Bm3 Jomlb
Lobemo opfgol o Jdsto dmy3mol. 33gmgmmdol Rogbols dymdems,
09bosi oo boygstrnmobomgal, 3obznmoba®o obzn®dbolb dzzgmto
a5dmgzmobgdss:

Bm30bRgM0 3ogd3b Mgemgdo s, Mogsm 3gogbs® dbmzsl, / o9 o6 Bgagd-
omgdo s, Bombmgogdo Lbgsl,

30358 ™390 35bogbamdg 0gbigsabs s bgbsl, / asmsgmabsg smowgdamm
FoeOmblbs s 3@ 33560,

9Gbmb 8535896 BgbL Lsdymezgml, gbb Loygetrmeb Jomb, / s dmgos-
mog Bmmomodgs, dog bogg®agd Jdsamb...

Bbm30Lx96M0 3od3b mzomgdo, s mogom Jaogbat dmgal (3odbsbnmmoas,
»0030L5396M0 3od3b mgomgdo..”)

Bgbodsdobo, Jomo smddmmos, Hmamtiig mdogd@o, gobo aédbm-
3980, Loggstmmo, bydgomgdo — oM obg 36083bgmmzsbos, mboscs
3mbodmemo s dmgsemadmmo 3ozobomgob.

39869 3mndobbzol 3m3gmotrmm mgdbdo, ,a0doxbymmogds; do-
mobodo HMBsb@oznmo 3sb63olb smfgms mgdlbol dmemmb sbg domegm-

©gds:

booi Fgabgogdo, Jgdmasbgg Imobatm 3odsb, / oa Bgbo bgdom, Fgbo
6gdom o6 3590Tzmmagdol.. (andobso, ,a0dox3bMmogds.. )

3530L dgbs 3momtramo ©sdm3ogdnmgds Jomalb dodstrm, dobo Liye-
300, ™3I boygo®mgmo Jomo s6sg0b sh39bmb, Jomob Ro®Bo gobzgge-
B9 m(bgds s 53 M30LgdoL Jsds3oENeow FoedmBgbs, HMIsbG0doMmgds
5 33magfomdmgds Robl 9@ g atrmdobzol Lbgs mgdLBo:

®, ™3 Ygdgdmmb, mdomobol msdgl / Jgdmasbgzgamo Lobgdg hooMerw,
™3 Jgbo bsbob bobo 3339693s, / B3 Ig@b o530l o6 ogbsbes (atmdab-
b3o, »m, ™3 Igdgdmmbl.. )
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bodmb Rogmgsbol cmgdlio ,,dgmérg dodmgbs” (1927) 3o30b Loygstgm
Jomdgo, 3og6od 3300mbggmo Bgodhbggl, M3 3o30b 3Erdbmdgd0 of d0b(3
Bmogo6 Omb sbEONmgdlL. Jmsgato sdMo ob sE0L, o9 Bmame bgosegl
3930 (bmdogd@®o) Joemb (MdogddL). Jomalb F3ms, Bodhgdo, acrdbmdgdo
— 3gmMagbstobbmgobos, dobo gotgabmds 30 yggmodg 360936gmmgsbo,
Ooboig 93@™MM0 sbg smFgmb: ,&obo ygogomo, obs@mmo momngdmb gm-
a9bob” (Rogmgsbo 2010, 11).

30353530 - LYBOgdGO — OGSMFBL L,adbmBdsL gobozgo®mb” s do-
mbgsgsw 0dobs, MM 560306 030l, M5 Bodeo s gIbo” dmgmom, 5b-
o3 96 dmbrool, Jombsi 33000bmb dobo grdbmdol s gobzol Bgbse-
b9d. 3931 5068 geaLgdl, o9 b Imgmol Joemo, Bog®med s6s 03gbsw,
O™ Jomb emdomol otrmggzs bobmgmb. Jomo bmd ol s6ob, gobs
»9m9mob“ s 56 0ob, g3ob Logmmad LyMzomgddg LoymdMMAL. sd0@m3
33@™MM0 Jormb Lohydgdo Gmggdl, 353s35(30L Fgdmddgrgdol mdogd@oc.
33&™mM0L B0gc obsG o Jomo 3o boformmd®mng 9b dmmosbor bsgMs-
a0, donfgomdgmo sMLgdss s MYMbrsE M30m 93@MMLSE bytogl
Jomol 53 bogMomuto MHmmow©sb godmblbs, dobo ygtm dofFoghow s
MgommMom, dobo bydogd@ow Jiggs, ob 8ol gge sbgmbgdl, Lagsts-
momE 35@M0sMdormnmo aotgdmb godm, Mm3mol dbbggH3mow Jom-
b ghmo mzommbsz 3393m0bgds.

AbmEb Bmzgowy s Loygzstmmom Imgosmgibm, / 0dbgd o3 aerdbmdsl bo-
RmB8990 Fgboz Imgmo.

3og®s3 o goym, / Ygb 3dodg bot Bgdo mgdlbogom / o o3sgg ™l /
&90803000 dogf3om3gmo. (hodmgsbo 2010, 11)

aomégo mgmbadolb mgdbBo ,goghsmol 3593560“ (1928) o6 o6l
Fomdmmagbomo domolb bgmo Lobg. B3gh Fbmmme ol gogom, B3
Jomolb ,...81hgd0i oby G3domos, / HmamM( 30530 OEYMgdoLolb®
(emgmbodg 2008, 56). dobo Lbgmmoi domosb d0dboggmos - ,ed6s(3-
emb gemgsd gbo Gobobs” (mgmbadg 2008, 57). 33000639l o6 ogab Ig&o
0b6x3mEMo(300 Joemolb aotgabmdsdg, dob bLymogh o9 0b&gmgdd oy
®30bgdgddy, dob gerdbmdgddg ob LyEzomgddg, o6 3530l dodstrm Job
©053m300gdmgdsdg. motMozmmo adoto, 30bo boygstgmo Jommoi ©o-
Jm&Fobgdmmos, bdomb smgbogh s ogogsgbgds dob, Jdbol bootm-
30l Lzgbolb sbosmmansl s sdmogcgdl Joemal, Bmamiz Mmdogd@owm osm-
J3ob gobsb:

&M33om 5 GModom 353maga3by, / Bg8mgzed@3ghg adgdo GMosmo, /

3bgomslb 3nd@3tog Logadncgdo,
3mafg @odegdo 3gmed@mosbo! (mgmbadg 2008, 56)
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MoM039mo 330t 330090 Jomob Jacol bgmoo. Bgbsedsdobac,
mgdb3o Joemo smgdnmos Mmdogd@ow, Imbsbsotgdgm sebgdsc. dobge-
mobyco olzn®bo bogombomn botro@ogmseb ool goghmosbgdmmo,
50a56 Mo 330003 oMo 3 3306l o0b3 96 5300 ywgds 3s@Mom@ -
o 35bFymds, ,Jommol bgmdgdob® 3mg@ndor smdds.

3meo, 8mdbgog bgmo Ftommdsl, / ggmets abgrosg, bobbmoo zoimg-
30... / Bmamer badmby dzodlb mIbogeto, / Jorormoal bgmdgdl sbrol
Bobemgdo... (cngmbodg 2008, 56)

1.4 Lagm@360 0530b 3mg@ow smdds gogo 3mg@gdolb dogem

30m3gMH&0bs s andsmol sBM0m, 35 93&MMIBL sbsbosmgdm gsb-
LOgMBYdMmO ,,33L3MmobnEo satgbommmds; Mo3IRIMIINMS,
Lozt mogol smdds 3mg@ol dobool dmbge s (6Mdom 3mg@mes
Bmcob sgomol sd33006Mgd0l s Logmmeto bsbgmol mzgzeggdol
6§39bs (Gilbert and Gubar 1979, 552-575). 3ogo o3@&™Mgdo bgwsoggb
3m9BL, Mmame(3 030098603 s mgzggmb; 3s@Mostrds (Gilbert and
Gubar 1979, 212). obobo ag6&mHn0 bEsnbob dogé Jgdm@eboem &9cmdnbdyg
yMHbmdom, 3530 53&™MMgdol 3mgdosl NFTmogdab ,3s@Mostomu®
3mgbosb” (Gilbert and Gubar 1979, 188).

Bgdmblbgbgdnmo mgmEos — MM ™oGgHIGNOS, 3NGNMS, doMo-
moo® 3530L LEghms, HmMI 3oEo GMBLEIBIEENM0s, gsbbomeymas
53 &9bgb(30090, BmIgmo Jggbgds Jotrmzgmo 3mgdo 353900l mzgo-
oomddsbs.

Bmms 60360sbodg Lognmot moglh Jgmbobl Nfmogdlh s mgmoal,
6Om3 3mg@L g3obLs 3N gdmemo dobos 5dglb — boemb3o 3s@Gom@nemo Lyy-
m0b339mgdob 36 n@gmmmaonl sdswgds, Loboobol gomgodgds, Fom-
Lol dmgmbgdgdol smdzms. mgdbBo ,893momo 3mg@ol Imbmmmaon
Lodo BOdYMOM; 533oMss 33@MMoL Jogh Logmmoto mogol, Mmame (s
bgmmzgsebol, 3mg@ob, MRgmmol GFdgbs:

&93obogol Botronms 330900gdmw0, F3mob 339603930, / Lgmdl babgemo-
Lo dmbgggem, Mogo g3ocmFdnby,

&L 3586MHM3gd©0, 3936MM39d00 33mmrabdgbdgdl / bgmadal gbggoom,
B9303m9d0m, modorm-3odogom,

5 Bgdo Ithsm osto dotmGm MRgmem 3mg@gdl, / s®edgw bzgbol 3ol -
3m5390L s (30630L 3emmybgdl. (60B6osbodg 1988, 311)

33@™MM0 0830000 MLbESGMBdom smFTgMb 3odmPBgbomao, smostgdemmo
35353530 3mg@ ol doge sbsbyem Lodgstrmls, dsor ImEol 3z0mbggemgdals
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00 ddsl; Bobogol bedystrm Lzgbss, bmemm d3ombggmagdo oymEgdemg-
30 96056, MogEeRgM9ds s Logmmoto mogol MRgmmowm smdds Asbl
365350 BMH3BsTo 9y LGomobEne bghbo: ,,H55 3mg@o? / Mmegoayo-
6o astmo Mxsmo” (60Bbosbodg 1988, 311). 3mg@o Lsdgstrmb ,m3mm-
35" 0gdgodlb s ol baembobogol JgBmomos. Fgbodsdobsw, 3mg@ds
»3999390650, M3Mm3s“ Mbs FTgHmb, MHoash ,a59398MMASL dOBdM ym-
39 30L bomMIgo smogdzsdb” (6odbosbodg 1988, 312). 3mg@o, GrmIgem-
Lo 398 9MbsmE0 8dM30gdNM9ds 5gd3b Lodysermb dodstrm, mgmal,
Hm3 3mg@o 0Ighmol Mbssg@mEos; 3mg@o MHmBo FmadonmmdL s
Lbgoabbzs bmdomo obEmGoymo 5053056980b, bgmmzebgdol oc-
a0l Pomdmowggbl mogl. ob bsb @Mmol 3696T0 Ig3strmmo dmads-
MOmdL 956G 037M bobsBo, b6 mobgglogom BomgMs3gdL gomsgytgds
5 Jmadonmmdl, bob gmagbos 30bdam Goododg s ,Jomgdl gbs@egl
bgLggdogom yzomgm dndngdl“ (bodbosbodg 1988, 312).

m9gdbo ,393mddggds” Loob&gMgbms 6oBbnsbodol edmzogdmeng-
300 b gmmato Fgdmddgegdol dodstron. 3mgdL odab Logmmeto Bgdmd-
39g9domo dmbgdol HFdgbs, ol smFadl Logmmeto sbmgegdol 36033-
bgemmzgeb dmdgb@gdl, 5sd0sb98lL, MMIgmmes dodstm Loygstrmeml oo
Loosbmmggl asboiool, sbggg dmbgdsl, G™Imol bsFomow atrdbmadls
003L o gb ymggmogg dsb Joeroobmdsl gobs3gg0bgdL. megoexkg-
9% Logmmom Lodyzgddo, &9dub@To, dobosTo, bodgom Fgdmddgrosw
09393L 3mg@L, Momsi sbgbl bsgmmato dstrsmonmmdal, &Msblgb-
©96&9HMmd0l gdmbb@momgdsl:

39 3ot 3g9bsbo, / 3bg Bsbbos ymhdbol 38 g3bgdew, / goth bgmo yobs - /
Jotob I3mogdg gowsfggbomo -

s3mbgomdomo Lodobpgdem ©s MogmMbgdsw... sbg dambos, yzgmoxrgto
B9dmeob RgdBo, / 306 yzgms 3306HG00 &oboszmgmomo, / @bl Jodxem-
05396 yzgme 139bggdoa. (603d60sbodg 1970, 309)

™, om From, bLoosb bst dmzgmobgdnmo! / sbgmo Fyomoom gmgtrom-
©9%0 856500bmdsL... (60T60s60dg 1970, 310)

33@™MM0 bydogd@os, s ol Mogh a®dbmdl sés Fbmemmeo d0bgdols
Bofomo, o6sdgm 93539 @OML d9bgdol F9dgdbgmoco, dob do@mb-3o8-
Ombo. dsb 306900 gF3gdsi o6 5d3b Logmmet Lodyzgddo, &gdu-
&30, Hoash dobo Ggdb@o, 3omsdo ool dobo dmsgsto ostemo, Gm-
39mo3 oG ghs@ncol, Fgmol bodystrml FdHdobgdmaw s3cdbmdobgdl
003, 03 Ladgstrmbo, Hm3gemo Lomambggdol 3obdsgmmdsdo sbgymemo-
Bmé bazghHme Rsdmysmodws:
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Y3900 Bmomo, / g3gers 33000, / yzgmes bagmao -/ Agdo bogyzgdo
dambos yzgme.

B939960mgd0, / g396§ydgdo 39bgdol Foomb / s Bgdmgddgmal Lobe-
9o 5303LgdL bbgmemb (60860s60dg 1970, 311)

bodmb Rogmgsbol cmgdbBo, ,,30639em0 Jobsfamo™ (1954), 3mg@o Lo-
30006 003L 5m0gdzsdb 03 3mgbool dmaswo Lyymob bsFomsew, B™Ig-
o MmM0smsbo Fmob Fobs s6LgdMBs. Lodmb Rogmgsbo magl sLggg
baebolb bsfomow mgmol, a®hdbmdl s ao@dmbzgdl Logpmot G&sb-
L39bgbENOMISL, BotoEonmmdLL. ol MmozEexgMgdNmos Lognme®
30b053o s 338 30390L, BMI dobo 3oGswo Logddg bombols (3bmgegdals

bofomos:

39(, 393MdM9dm, ImzEogst sa6g, / hgdo bLodmgtom bomb3o RsGbormo,
gmggmo Bgdo 3otswo Logdg / bombol 3bmatmgdol stolb bsFomo. (Rogm-
3560 2010, 160)

3m9@0 ©oMPINbgdmmos, MM goMd(335mMgds BIMO(335MgddS, ao-
3bgmss. Jgbodsdobsw, 36 ozol, ™3 dobo Lsbgmo bomb3o omhgds.
3mg@0 LdgNMM Md3L IMBsgomBo(z bgwagl, brgMs, Gm3 dobo boydsh-
30mmg, sbomasbMmds, Lbgedo gomEbmmgds, Gmd 33mggdl ,dmdsg-
mob o6b* bLodmgmsl. 3mg®L LFedL, O™ B0dwgztgdo gymmgds, Hm3
3oL 33gmmdsl s3sme 56 Ropgmos, s dobo Lobgmo sdbobnEmgdey-
moe Jgnghmmgds ghmagbnmo s ammdsmnmo 3603dgbgemmdol bgmm-
3560 Moal.

39 5056 Fogom dofobomzgol detrew, / Logmsegl ddolb gmmBo gomsgodm-
303.

5 EobstsGMm dgMobol otow / gotgom sdoiool Bostemaobmds. (Ro-
Jmgsbo 2010, 160)

1.5 m6b3osbo obzanmbo (Gmamés sm@gibs@onmo bscsgogo)
Joonggmo 3530 3mg®gdob Igdmgdgwgdsdo

mMbdosbo (56 mE®Bogbdosbo) wobzn®bo, Gm3gmoi hobl Rgzgb dogem
asbbommem dmgogo mgdbdo, gagodmos sgeonndbmm Imnzmmeg-
6ob, sbggg aomdgEmEB oL s gmdscol 3Mmb(393@9ddg. oJ @MInbsbd o
0095 300l dgedomdg, dog®msd 6ol sbggg 033mog3s(309d0, SBsmMmO
3609369mmdgdo, Moi Jgagzodmos Rogmgommm sen@ghbsodomm botho-
&0350, HmIgmbo dgms Foxzymdos Fomdmagzowagbl.

Bmms 60360sbadg mgdbBo ,03mEdomgdo’ agobo@ogh Jomymo Lsd-
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goerm@ob 353535300, JoLgmmobne  LodystrmBo  godmbozgmgdmmm
Jomgdl. ,dmgtomo dnda” 560l smdmdomo Jomyemdol Loddmemm.
3oL gmmoby® LodgsrmTo Bgdmbmmo Jomo mgommb brgds ggemayo
Lodyotrmb oddmEAomgdgmo. sdmEdomgdl o6 Fgdmegdzm mogosbmo
Jomaeo dmbgds sbosem LodysmBo, sMsdgre 3oModom, 3o6asggb dob
©5 dogbgosgse 0dobs, M3 oo 35360 Mohyzglb; mzgoommb gagdosb
3939%0b B9ddboem Jsbgmmobye Lodystrmb. s3g3560m, obobo brgdosh
dmbomotggdo, dgdidmmgdo; dso s0mz0lgl L9600 Msdol Latgigmo
a56(beOH™30m JngMamo..; ,85360 956y3aL.../ @ bgbosb 3gmne Wmes-
990UL.. (60860sbadg 1970, 45).

33mMdomgdl boboswmotgzo bmzgmgdol Gysgo oEgosm, ,d9mdom
&mIgdL d03303056 Mga5dg@9d0m* (608bnsbodg 1970, 45), dog®msd o3-
&m0 doagobodbgdl, GmI dormomos, sdmedomgdds dmabgmbal, gi-
bmghoom 35360l 306939 5 M3ommb sgmmo Logmmet magdg ool
396d309, 0bobo dmmm3dog ds0bz 396 Imghagdosh 53 Ladgsml, Moc-
a6 3ol 56 9390186006. 530@m™T 561056 SIMmBdomgdo - 30399 LodgsrmTo
Bgdmgeommo Jomgdo - bLoB0oBgdo ©s oEYIsmgdo, sdo@ma ,dbbggM3mb
LEoMo396 nYMIsm s LB0T MzmMsgdgdL* (60Bbosbodg 1970, 45). dmemmb
30 Jommeo dmbgds 3s0bi Ldmggl oo, ,39mmE0 gbgds omggbmgds
3dmo dndnesb” (60d60sbodg 1970, 45), odmmmb, dso ,33mog 9dM Y-
350 BmgMomo dnda® (60860sbodg 1970, 45), Mo 0dob 356036gdgmmos,
6Om3 Jomgdob 3on® LodystrmBo Fgdmbgmes Fsmmmm MMgdomo s
dmhggbgdomos.

mgdbBo sbggg 03000b9ds MBBInsbo obimebo. ghmo Jbtng, dobge-
mobnéo obzn®bob dobgogom, Jomo mdogddos s dsb o6 Bgmdmos
Sbtm(396@EO N LsdysOHMLMSb Tgamagds, 6 gmdmos dob bndogd@ow
J3939- 3gmbrg 6oz, mgdbBo Bgagodmos sm@gtbs@onmo obzmmbol
©sbsbgs, HmImols Jobgogom Jomobomgol, LEmMge Logymsto mbogs-
maemdolb godm 560l Mommo, dmghamb Lob@gdsl, Gm3gmoi mogsw
o6 Jg¢ddbos. gbodsdobow, Modgbswsi o6 Mbros giomL Jommo, gob-
gl dobgmmobn®o Lodgstrmb LOMmazsbmgsbo bydogd@o, ob s3sb ggé
Bgdmgdl, Lobsd LogMMet JomyOMBSL, Lognmet RobTMm dmbgdsl o6
B98m0@obl 53 LsdgsrmBo, oba Lobsd ob o6 gogdeEgds ,dmgcormo
dondat Ibmemme bsznmeto d3mbgdols bLHmmo asd:magbgdom s Logy-
o060 b3ob gogmgigdoo Jgdmgdl Joemo gobogl o3 badystrmb bsfomo:

3a03L botgmado bagmo Jotroom Bmmgbmom 39b6dmmom / s sdmerds-
mgdl 33moeg gbMgdsm Imgtoma dudy... (6086osbodg 1970, 45)

m9db3o ,Bgd0 MBdoemo® 60Tbosbadg smFgdl Joml, HM3gemog bm-
3930 3bmzOH™mBL s 3mg@L FTahomgdl LF9ML. ob ondm®dFobgdgmos
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5 gb 93@mE0ob bgzosb 0f393L. gmo b0z, Jomo sbsbamos Lodm-
300mgdol godmbobgoosb, HmImal dobgogomsi Jomo 3oézgm Mog-
Bo Bobgds dobo mxsbymo dogmdstgmdol, bEs@nbol Jobgwzom. dobo
dgbogtgds 3oboLadmzMgds 93 3Modghondgdol dobgwgzom, bmmm
dobo byemogeo Ibotrggdo, bogo, dmmbmgbomgdgdo — bogmgdsw 36033-
bgemmzgobos. dgmrg dbeog, sg@meo Fubl dgamdmols dstr@mmdol godm
5 bofommdmog 3s@Mostrdomme Lodmasmgdobsi ssbsTommgdls
53590.

3oL gmmoby®o obgym®bo Rsbl 03 sdmzomgdnmagdsdo, Hmd v330-
mm 8 snJmefobgdgmo Jomo smddnmos domosh Ndgonte, Mow-
a6 ol o6 sLOHNMadL M30Mhggmgl Imzamgmdsl, Mo dob bLodbmgopmgd-
6030 LSbEIMGId0c Imgmbmzggds. Bgbedsdobsw, 60860s60dol mgdom,
3bgomo Jomo o6l ,BsdmERgbomo Fabm? 3mg@ol omgddom, dobo omdomo
™3 gnBomoygm NROM YOOI, JoMoxdnds, bymgmo, asbbgsdy,
mmaoznc sdOHM3gbgdadg 9@ Logomo s gomd@nmo Gmd 3ygoe-
6gdmEs, odmmfobgdol g@o Fsbbo gdbgdmems. Bgbodsdobsw, JoemBo
35353530, @S Dmgsmo 35@MostJomymo Lodmasmgds, JoroxInGm-
3L, LEdLNdMgb s FbosYmgdsl NYBc™ 5535LgdL, oty F3msb:

L M@ Momoi Jotsxgdn@mmo, / ombosi asgomgolb mombo, / asblb-
®ob 353096 / bogom-gmncamo -
350bmggdmes obog. (60360s60dg 1988, 346)

653 9996905 mMbIosbo abzn®bolb 3owga 96 dogsmonl — s3@m-
60 Fablb 9dz0mm Jormob dgdg s 93539 OHML smfgel s oM 3zgnem-
fomom 836mBgLBdL 3s@Mostrdomudo Lsdmasmmgdol dowamasl,
mIgmoi 3hdomagl Jomobmgal Bzomol gohgbsl Jatol, momgsbgdal
a5M9dg:

3ymmmes 330mo onbosi 93sdm, / Joamed mxsbo, Jbgsgmo? / oy
o6 Modds, 306 pomsedmb
3ol Bmbys geslb gogtol.. (60360s560dg 1988, 346)

Bmms 60Tbosbodol mgdbo ,dgge 3obadgb® Joem 3mg@l gdmabgds.
LoobB g gbms 3sds35(30 3mg@ ol EIM30gdNM9ds Jomo 3mg@obowdo.
od 3bgo3m Jomo 3mg@ol mebseg bgoedommmon smddsl. dstrmemos,
3ggs 3obodols mgdlbo 60360sbodologol FMegmo s bsdwmgomos, dob
00l bybo s MBEMMBOL Ln®bgmo dmsdsl, doa®sd 83539 EOML, ob Mom-
Job Imgmgdmemos 03 s6sdofogho s EGbL(396gbGmeo 3mgdools
Lom&dgl, BmMIgmbsg 3533530 3mg@o sbboggdl:
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o6 393mbmb dmgmEomo / sbws Lo®ygzol ®odsBo: / Bgbo mygdbo BmBmo-
3000 / Bmds3mbos Jomoddo:

3m0@obs 0ol bmbo s mBMmBdOL Ly®bgmo, / 3980 oym, dHoyzo oym s
Loygotmow bmmgmo. (60860560dg 1988, 374)

magdLol s3@mM0 smosMgdl, GHmI dgrogs 3obodol 3mgbosd dsbdg
Boodgdomgds dmaboobs, 3ol dmgmbgdgddo otBs. Fgbedsdobow, ob
3056MgdL Jomb, Bmamt 3mg@l, dogsd dgmerg dbcog, dsobs 396
obgebadl dob obg LygBomdHmMew, MebsbFmGom smddsl, Bmames 3o
3m9BL smodzedws. domo 3mg@obogol dodmgboem o3 LEModmbgddo,
35633900 358 gMbomado, sdM0agdmNMo 8dM3I0gdMmgds s0b(3
03dbmds:

Bdmads Lo yzoi 939F0gom FHBgmo, stemoGmbo, / Boggoom ©s domes-
bogoo aognfmogom LE®ogdmbo. (60860sbodg 1988, 374)

33@™mM0 sbgzg a30b5@o3L 3mg®o Jomol dgrl 3s@Mostrdsma®
LodgotrmBo. sdm®mFobydol Fgdgg ol boMsw 0Fgal, mgsbl dbbggm-

3emo FgbFocrmb Logmmeto bogo, Bgdmddgwgds. mgduBo Jomo 3mg@ob
©5dmEF0bgdslb o3@m&0 Nfmogdl wgz0L doge dob BmEogdelb s dme-
35630 03P Yy309350L. ©9335 IMo@os SdmMdomo, Lognms® osbobemo-
Lo odos, Igbededabow, Rsgms dsbBo s3mdsmo, b9 megobagsmo
3mg&nco bmmo, 398mddgogds. ,896 30 ©g33s Bmandoie, oasdfyzmos
B0535630"; ,8g9 5mBbol s3mEdormm, ©gg0ol osbobmobm® (60dbosbo-
dg 1988, 374). ab bLEGMogmbado Bgodmgds sem@gMbs@ommo bats@ogal
5 mMbJosbo obgm®bol 6odndgdoe Rogmgommm. s ds0bs, gb 3m-
&9b@o g5dmomddol 03 sdm30gdNMgdol Bmbdg, Mm3mol Jobgogom
3mg@o Jomobmzgol Fg0magdol ymmes Fgodmgds dobogol gdmddgogdols
89933 gmom Rsomgommb, s Hm3 dsb, asbbbgoggdoom 3ogo 3mg@ob-
356, 56Rg35 NPzl mxobls s bsgmmato bogol bemer33gLbdsl ImEob:

o 0dds Mbws, mgduolb FTgeowm obg sme® gEsmos, / Bogsd Jgbo mro
bn360 - mGo mgemb 3 3o600.

396393096, / Bgambs3056, / Lodnbbsmm gobdmdgb... / bgmobanmdg go-
mm30396 3o60m0sb bEEModmbgdl... (60Bbosbodg 1988, 374)

dn®dob mgdsbodg obo 3omoboodobogol dodmgbom mgduBo ,0bs
30mobsdgl” (1977) Jomol ¢sdheg motmbgdsl Asdmmgmol s Bod@md-
60350 b MbsLFMO 3mg@ o smostgdl. gb bsdgomow smbsbndbs-
3095, 50356 mMgdsbodols sogeom mgdLb3o 3mg@o s 3oio bLobmbodgdos.
madbBo 5m0b0T6gds ao3MEgmadnmo dobimmobado 3mgdool BmMbdg
3bs 39mobsodals ,Jomneo Fgtol” godmymazs s ogolgds:
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Q96 8033560T6g / 3mgdool Logsbo dybGo - / Fosmo Lymol, / 3gsmow
Bgob maergo boggmo:

B9b goblgbg / Lobbmoor Bodmetl ygzogomo Lnb@o, / gb ¢Mdommabo /
Lombmgdom ammBo oggdgio (cmgdobodg 1984, 180)

9g0dmgds 0mgdasl, O™ o3 mgdboom 39E3sb mgdsbodg Focrdmahgbl
Bogombomao botro@ogol s dobgymmobymo 3mgdool gotzzgmmfo-
moE 3l 3mgdnmo bunmobash, s Job gometodgdsl glomg@ozno
035ebsdMoLom, Boms 033moEoGPMS© 500sMgdL ,Jomado Fgmob®
LogoMmgdab.

2. Jomao Fahs bodgmms 3gommolb Jomym 3mgbosdo s dobo
B9056 90 hrommsdgmoznmo 3mgboolb H5dwgbodyg asdmehgaem
Jomaeo Famob 6039 3mnsb

dgmtg 360836gcmmgsobo Fgz0mbgzs, HmIgmoi ©egbgom, o6al ab,
09 OHmamt dogdstmngds Jomado Foms s sem@ghbsdonmo botmsgogo
Lodgmms 3gMommol Jomem 3mgbosBo Jomane Fgol mebsdgotmgg
ammdSME s 3mbBIMEIMbYm ™o gMs@NMsTo. gomdgm@obs o
370560l dobgogom, Jotmomos, dmaoghom 353 3mg@b sbsbosmgdws
R3boolL J399 edsmamo ,Mgzmmaon®mo” dgboggdo, RSO 0d-
303530980 Jomgdobomgol o6 Fomdmewmagbws L3giosmanmon a530%-
bam 9L gdl, s6edg 0bobo g8ndbgdmobgb Bodb. ,35(39%0L dogh o
3939%0bmgol Jggdboem LEHNIENOHIdTo Rozg@ombo, Bgmghedg®g ©o
393593989 Loyzmbolb Joemo 3Fgemgdo, 8sds@mbgdanm gbomg@ogsl 3o
o6 R obygdmmbab, s05dg Mozl ©sdbsTogge athdbmdobgb, ™A Le-
30560 Mbsmmdols godm, gdmMBomgdmobgb dob” (Gilbert and Gubar
1979, 74-75). a0mdgtrdo s 39dsto sbggg 933039096, H™I Jormo 3m-
989%0 53 M0z 3o 3m9®gddg 3608369cmmgbo Im3Mdomgdamemgdo
56056. 3500 sbsboomgdom IBmmgs, sbsBommol gcdbmds, mogdwmsed-
mmds, Lo3PMIM0 Mo30L Lodymgomo ©s boggmasto megal Motymas
(Gilbert and Gubar 1979, 552-575).

h39b 3obg0bomagm sbs 3omobmadals, sbgzg 0ds mEgkmbosadol, gbds
™b0sbol s mos LEPOHNSL Hodwgbody magdbo s Bggswstgm obobo
Loengos dmomal, doastmgd 9@3molb s ds0s Sbggmmal Msdwgbodg

mgdLl. Iggasm, smdmgzgshobgm bamo &gbrgbisos.
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2.1 358Mom@0bdo s Mgmogos

B3gb dogth gobbormmemo Jomo 3mg®gdol Bgdmddgwmgdsdo smdmBg-
Bomo 3o@Gom@nmo Im@ogo goblbgogogds 3oEo 3mg@gdol dgdmddg-
©90580 smdmhgbomo bsigombsmnto botrodogobash. 3s@Eom@nmo
dm@0g0 Nudm Jgobo3bgds sbs gomsbrosdob Bgdmddgwmgdsdo. Mo g-
a9bgds Bgmogoyn® dm@ogL, dJomo 3mg@gdol gdmddgmgdsdo ob yutm
FoM3mMBL s Job Jomobogol sEbgdymo 3Fstrg Hgsmmdol 3oermd9d30
®5389bogmol Gmemo gboggde.

mgdbo o300 503d5Bgbgdgmdg Logcrdbmdmom asblbzsegmgds ob-
BmMoge 3gmbmbaygdg Fggdbomo 39360 mgdLobash. sg@mMo o6 s3sb-
3093l ymMomgdsl ©sgom 90ds8gbgdmol dhdmmagddg. 3oMogdoom,
0dob dog03Mo, MM oggzobs@mb dgxnol ,Logdodm boddggde; cmgdbo
00 3980b Lymoge bstgl, Job GFIgbsL s Lobsbyml gbgds. Bgbe-
d530bo, Bgagodmos 3ogdzem, OHm3 gb mgdbo dmoegh sem@gtbs@omm
Bo65&0gL boombomydo bots@ngol Botmamgddo. mgdbo cmbosc Bog-
®35mmo bsombamado bss@0g0lb 603N o, 0l oEmomos sbgymo-
Ba6o obgn®bobash ©s ,domnmo Fagms” 3sbBo o Bmmb MedsBmd.
mgdbo gbgds ogom 503d88gbgdmols boFotmdmgdl ,aoemmdsbo Lobsby-
mobobof Gm3gmTo ob 3m©3z980L Jodg3gdsl cmbmgl. sg&meo gbond-
09ds dgxgb s sbg NYBOM FMEbmew, momndmb Bggbl msbsdgrtmggw

a30b5@o3L 3sb. Igng focdmmagbomos, Hmame (3 ,gmgmol 33y mdgmo
5 bymogo LodBz00l Jsdogdgmmo, s ynEoMads 3odsbzomgdnmos
3oL bobdmgomgdobmgol bogmgdse (36mdom Lyymogh Ibstrgdg, dob Jo-
bogob Lodystrmdy:

3960 53500, / 3nmdg sdsanm Bgbo ymggmashb, / FTysmmds 3yo-
3000...

Logdotoggmmal gmgmol 33germdgmasb / gobntgg mogoo...

3959399 39330090 Logmogol mmwo / ynédbol 38 9369d000...

- dbgmo 3megs Mo god3Lb 3gugm Jon@ggzgdo... (3omobrosdg 2009, 109)

o3 F99bgds Hgmogon® dmGogl obs 3omsbosodol d3mgbosdo, og-
&m0 3obo LoTMsmgdom Y3ocmob3oMmgds gods@mbgdnm botmrs@oggdl,
6 m3mgdo Jobogol Fomdmeagbgb sgofygdol s 3Fnbocgdol noy-
doem Logobgl, Lows( ,0MAsem bsmmols Imbgmalb® gmosb s Mdm3gemos
3obomgol Bonboxdmdal, JsOrEmmdol Dstrmsb sbmoMogds. 8835609,
™3 3mg@L o6 LFSAL 3 Lbsmol” s Fobomgol bimm Lbgegsb séol &g3-
30608 gds:
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BoabogtHmdals, Jstr@Gmmdol / stgigh dsto / Bmd bogsbgdo segofygdol
/ @o IPmbotrgdols...

od 33mog oMdomm bsomolb dmbgmob / smostgdgb, / gmosh m@ygo dm-
mmeoboom,

9mm05b 330mow... / g 3o... Bgb aobImd — 9dgbogll / Bgbsms Bmal, /
30b3md, Ms3909...
Lobmgdol sd@mzgdL domo! (3omsebrosdy 2009, 12)

3mg@o M9m0g0s30, ®F3960F0 3mmmmdl 9o gdsl, bLbSL. dob
383039 LHSAL, BG™I bymol Lodmogeg Ldmaggl Medgl s bsmgmmsb
300ygs6L.

306 ©o0Rgdmb bo@o 0go / Formzommdob? / Fomdogommdob, 83, m339 /
33300M©gds Mady...

- 060! / bsommobs Labmbes Bgbgom, — / Bod6dsbgdl gomoss, — / 3gmeg Ls-
Lemgds ggnfygds / demogbromes godm! (3omsbosdg 2009, 12)

Mgmogonmo Im@ogol godmygbgds 03 g3mdsBo oo 3oddgoomdals
35603b98gmos. m30bsbBco obin®mbolb Fobssmdwgs 3mg@ol dogH
a5dmmddnmo 3OmE gL dmbgdogo s dob gobgdmseb Jgbedsdobos.
3bs 3omobmsodal dogh Ggmogon®o gds o6 oMol omboboe 3s@mo-
m@nmo bymobgggmgdol boFommo. ol Hodgbodg mgdbdo gl Im@ogo
MRMm g o 3o3mygbgdymos Jomo momogymo 39Mbmbaggdol bodemo-
960l g53mbsggzgmom, MmImgdai bbggc3mawm gfotmgdosh ®F3gbsl. 53
3be0g a5bbogmmtgdoom 360336gemmzabos gdgan madLgdo: ,dmoomms
6obm dmgdom” (1954) s ,,J9009356 gEmABsmo® (1946). 53 obEmGonm
50053056980 s oo zmm adotgdl, sg9emosbgdm bodbgmg, HMBmadogs
Mbos 3o5mabmb doBbolb dobomPgge — 30dsbo 3o Jstroonmmdslmseb
30m35s. 53@™MM0 330608036 Jomagdl, HmBmgda o6 1Tobrgdosh bot-

ONmg9dL, Moash Moowgbos dsmo GFIghs s boddaoiy:

Om3mMo oM Ko35bgmol Jmoms bgws / o Gyggddo JotmoIbmgdo
dmombgb...

dmeoms, 60bm dmgdom Immomes / s Bm3gdmbros Lobs@®mgmo gobob
R3960... (3omobrsdg 2009, 108)

m9dL3o RsbL Fdobos Babmb JomaEmds, Mormmo ads domosb sbom-
a0bMs s dmfygmowo Jomoabs, HmIgmds bogotrmggmmBo Joobdo-
3bmds 0gdowogs s Mg »TMmom 03cdbm 33mdmol bggos®; 530l
3mbdg 60bmb Lodd 3039 30093 NBEO™ 36033bg9mmzbow FothrdmPobrogds.
03039 dgodmgds 0mdgsol Jgogaeb mgomnemdyg, HmIgmdsi mego go-
oo, LoBobgmo Fodgds 3odmbzos JHolGosbmdobmgol ws MFIghs o6
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©503m. 33 mgdbBoz badasbdnmos gemBmoal bobsdg s Jormnmds
0 53539 M™L 3obo bobosmol Moowgbo Lod@E 3oy s sMdm®Bomgd-
mmdS SMBOHMMZobgdsl 0§ggal. 93@&mMo momdmlb  gomamol Lobs-
Bob, gobognco LobybGol s dobo demogho s Jgnwegzgmo bsbosmal
3Mmb&MLELOG Nbgsdl bodl:

035 ©8BmmEs, Mmsgo bsdo sogbstes, / bozgmomoal Fob Jothomal got-
50 gogbsce...

MOENEmdESs... / Hmb Bsdmbfyos dsagom Jobme: / ,,060bmeogb!” / ,39ib-
moo bfzo30bgb

&9b8gdotnm grmBorbs, / Mgl 0gm grmBsmol (3smobrsdg
2009, 111)

6 9mog0me dmG0gmsb ghme sm@gtbs@ommo bots@ogol godm-
bo@mmagdss magdbo ,3obxge IghgmBo® (3omebrsdg 2009, 89). 3mg@o
239106905, HM3 Mdommaglb sOLmSb Famds Bgodmgds Lbgs grmzbgdals
ob bbgs Mgmogool Fomdmdoagbmol @obdotgdoms. boombomayto
botro@030lb 3mgb0sBo bJocns 3nbymBsbgdmasb, Hmam ,obmeMonm
3@63dmab” ddmmol godmgds. 93 mgdbBo 30 gHMBsbgmobogals
msbm ghmgbgdobs s Hgmognol Foerdmdowmagbmagdo (300mmdgb, 03m-
3mb bogomm gbs, obobo ©gsbsb dtrdmmadg domms s ghmew gdgdab,
30Mgg9m ©033o, bymogho aosMhgbol adsl. Jeobosbo Jomo s3xg-
Mo (30bxge dghgmTo, LESIdMmBo gbosMgds F933oto@gdsl MibmL,
»0bE™Oonmo 3&EMab; Inbmmdsbo Jomol sbdstgdom:

...o0bg bsbm3d / dogombogl, Bobbbol, / o Gob agenfygdl / yméebol
beyes: /,,30bs oF 9dgd,
oboi od 9990, / @by mgomo, / 3gbBos Lymo! (gomsbosdg 2009, 89)

3omabsdal mgdbBo ,,mmEmmmdL aggmo” (1946) aggmo, dmerm-
&9%0L LoIdMEM, EsEYdoMSE S dmbsbogr 560l Fothdmmagbomo:

dgbemgdl dmogcol s FoBob dagthgemo / cmmiEnmmdl aggmo...
306 08yg0l sbms, gBmal 3oms / bsoymdomgdl / tHmb 3Bglb shggbgdl

55060 36mmm &bl s / Lggosb mgomagdl?

Mbs 5006036mb, HM3 g39mo o3 mgdbdo Jomob bsboo ool Fotr-
dmwagbommo, 3ob3o Mongmb g3ogMm0sbgdmmos Bdodmonto (3megol
™o 30dgdo — Lo@obs s ggs. 339mo MoNJmb ¢MoMl 53dmMdL dobogols
dobogdgd e Hmmdy, mME30m ©s (393300 PRBYRIdS 3o0s@M™bgd e
©0bgndbl, GmIgmToi dob gomboboe dmGmE oL, donbgdmal, 3o-
EM3M0mMd0L MBdgMMHadols m306z9mgbo Bodgdol Hmemo sdab.
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b mgdbo dgagzodmos Yggomotrmo dseastgd gdameol mgdbl
»B3LomdNbo a3gmbY mMogg mgdbBo o3@mMgdo (30mmdab, azgmo ob-
mMgdMes® 50bsbmb, s 56 obo Loy imbggdol gsbdsgmmdsTo gs63-
83039390 Lbsboo. 9&3mwo 3ommdlL, MmI Mgsmab@NMowm osbsbo-
s0mb ob, 9699 sELTmE0 s yomdo Lbobg o6 Fgnddbol, doacsd odsogg
6Omb, 53@™Mol Jogk a39mol smdds o6 ool oxmdbgdmmo BoBdy, obs
Lod&dbol Fystrms, 3038bobbmosbo, BogMed 53839 MML Moombomado,
LORrgmBomo ©s 3mg@mos 3o. a3gmo FobabFsm3g@yaamo oo Bgud-
mgdmobl Bgddmgs. ob s60b 0doi 30, Lows Imbondmg 396 bgooglh dsb;
33@™MM0 56 sblgbgdlb 983s3L, Mm@aoL, dmEmEgdel, s5sdb s g3b, b
0d Ggmogoy® (3690900, BLMSbsE M@ gbFomaow bogds gggmol sbm-
306905, 53@™M0 339mb 3mgboslmeb 5353806 98L o 3Mmg@ NGO Sm-
F96b 3ol dmdeHromdgdl s dmddgegdgdl. o3 gboom, s3@mmo Jdbol sborm
qbol, sbom ©obgmmbl, sbogbl gggmol (36930l ©g3mbl@cmndioslt s
Bgbodsdoboe, gb madboi Jgagodmos Jommeo Fgeolb bodnTe Rogom-
39MMOM:

™ 339cmm, Bgb bot o613 m39b@ 0 / 3mgboobmgal:

a503b3gms 3B Bmorgdl BmEol / Bmogbai o6 360l Joto, / Fato-
o dmdesgo dmemo

ob, B3 96 560l / thm, Jdbol Mmb, / b3s 3336 gd0basb, obéomo
5 Fybotro. BmddHomds / ot (3bbosb dstrgggbog, / JMgds. Fobsbfesedgsy-

39exo gaob Jagl.
3030, ™3 og bath / 3oBobos, Bmogbai 396 abgoos

39 ©530b6bg Fgbo o@Mz9dnmo 3350 / 3oM0gm J30Bedg, wommom

39 gbgoeg 3033900l / Fgtr@omb, 0sb0sbgdol / mgomab asbfgthog. dg
3b9>3 d33rgramosl

™ atdgmm bodyzes, 303LoLbrmosbm ©s LENmymzomm (mMogobsemo
&9dbo ob. Atwood 1987, 92)

9L3ds> ®bosbol Fg3mddgrgdsToi Mgmogosl 360836gmmgabo sgo-
Mo 935309. Ladgmms 3geomeBo Mgmognsdyg Fgcs, MFdgbols s mdgm-
0056 3365bosOIMd0L g5b(3000L goImM(39d0L s 33dMBgdoL gl gbs, sbs
3omoboodol bgogbo, ot gbds mbosbolbmgol ool ¢isbm (dsgsemo-
000, mgdbo ,a560sdmbLES" (mbosbo 2010), GmIgmo 396 g 3gowg-
bob LyGomol 3mg@ e smfghsl s dob dogh smdermmo asbEgdol
a50dm(3935L FoHdmowagbl).

6969 3omob0s 5mboBbogl, ™3 gbds mbasba ,XX Loy imbol 3owga
9hmo N3md3mm3nbm s ggbosmato Jotmggmo 3mg@ons, Mm3gemos
®030L0 g5bm3gmErgdgemo 3mgboom (396HmMod&o N 3mbggbion®o mad-
bo) s MMoganbsrMMo sbamo@ogznto sdMHM3bgdom (gbgobBogs, Fado-
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mgd0) XX bonanbol oo ggtrm3gmo 3mg@gdab (6.3. Gommgg, gobmogs
FoddmMb 3o, 30dds dgmBgz0(39) asl* (mbosbo 2010).

™b0sbols J93mddgrgdsdo Bgmogos dbmmme  ©sgdomo ggmbom
36 360b sbsbymo. Bofommdmog, Mgmogos 3s@Mosmds@ol sbsdd-
Mobggmo 960b Jomgdol Fobsomdwmya.

qLds Mbosbols magdbo ,,3560L Jgodms dmbsbgmols FoerFamhgdol godm™
08 Joemgddgs, Hmmgdoz dmbsdgboe sm33939Lb domo byegomoal bsfo-
Boomdegamm. of gotasw Bsbl Jomol gobigdo, OHmmabsi dob shgge-
Bob LoByomgds o6 g3, Bmogbs ob Logmmet dgwl, bmgmgdsl 396
356356303L, o 3ol Bogogmom gomsfyzgdomgdsl bbggdo omgdab. g3-
maboolb 3gmgddg smdmPgbomo Fomfamgdo g3309(36mdgb 03 Joermgdols
©s356Mamm bdodg, MHM3mgdboi bogmmet boggzstnmdy, bLagomaddg
5 3bgd93dg Imafosc ool mdds. obobo M3geH ol Lobmggb Loddgo-
©gl, 3x35M39mmmdslL, Mmdghmdo gdgdgb bLBSL, Gowasb 5dgzgyboy®ds
LodYsma, o3 3o@Mostrdomu®mds Lob@gded gofods obobo, Bmame 3
Mmod6030 Jormo Lomambggdolb 3obdsgmmdsdo.

03&mM0 Rsdmmgmol 8393996096, so805bmE Losdggdl, mImg-
30(3 59 Jormgdds Mbos o030 ymb, Hoash 53l Imombmgl Jomgsb 3o8-
Mostrdomado gotmgdm:

&3dmds obobgzom ongz0fygo Lsdgwobfgtrm, - / Ihsgmoldmadgsbo Lo-
530b s boggmol ggdm.

5030 ygm adgdo gdgmo, dodsgsmo ImEom, / @snzofygor bostrmemo,
Bodoggdo LFmeMo.

dsmamo bogo s030§ygo FHzgmo ammadal - / 3sbabsdmamgmo Loy-
3569mob s ghmanmgdob. (mbosbo 2010)

donbgosgsw 0dobs, O™ mgdubBo Jmblbgbogdamo Jomgdo m3gcol
Lobmggb Tggdol, s3&mMo o3bmdoghgdl, HmA 53 Joemgdols doge gomg-
dmo bbggM3mo ymgmow Bndo, mbosgmem s m3odbmes s HmA bodco-
30emo bogm@bemg 93d39960m6md530, ymggmmmon® bosdggddos.

asl 39abmbsdderomo, sTMg@omo mgsomgdal 3gcs, / Mmame 1dod-
bm, Mbogmazm ofygds 3gemas... (0dzg)

69m0a00lL B 3s0s sbggmmeb B9dmddggdsdos 360Bzbgmmge-
Boo o 53 Mgdsl sBsgemo mgdlbo gdmgbgds, Hmamozss: ,Just Like Job®
- ,LPmE g omdogom® (Angelou 1994, 172); ,Savior” - ,dbLbgemo® (Angelou
1994, 250); cmgdbBo ,,Our Grandmothers” - ,3960 3gd0gd0“ (Angelou 1994,
253-256) motognemo gdocobomgol Mgmogos ool megdgbogso, ob do-
3ommogl mIgerol, dmamrz IbLbgmU. Joymbgosgsw 0dobs, HMA Goddols
39Mdg(3 3o 9Mbo® oym 60Bsbo, BHMIgmoi ,353 dgd0sb” Jogbomdgdm-
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5, 0b 35063 9dgdms MBgMmal Lobgl, Mmamtiz ghmsmgho sdbdstgl
339399bo s brgHmes mz3mon®mo LsdsMmEosbmdal. mgdbols dmenm
bofomBo o3& ™G0 LomdeMAL 03 NLbodsOrNMMdIdg s Roggzhedg, Mobo
35058903 53356056 Jomadl xgé 300093 9930, Mo©asb obEmME0s3

93560 gmmdsLoiE oMo @osbgs. 353603 mgdbo m3&0dabEyM s go-
303bbgg9dgem bm@odg Jmogthmagds:

Lodgetrmb Lzgbob (396830 / ol MBgEEL Mogal boggstrgm bombl, / me-
30L 3@©9dL o s3536069dmgdL:

Omamég o6 Mbs smdodzsdogm o ds@ymgdegm, / Jombgmegewe Bgdo
MEMobsMmdoLs o FomBmbobzgdabs,

33960 330509, Mgdzgbo F0gdo, MmA go3bsanMogdo, / Mawash, 3y
36 3538 Y4gdo. (mMngobsmo &gdb@o ob. Angelou 1994, 256)

365 3omobadolbs s 3508 Sbggmmabash asbbbgeggdom, HmIgmms
653139369330 Hgmoans s mIgehmo gmggmmgol dso dbstrgh stosb
a3bogotol ML, Loemgzgos d3memol mgdbBo ,mgoo Msdsty” Mm3gtmoags
©5 MN30839600 FoH3mowagbgb 3s@6M0s6do@l, Loddmemauml, dm3gemos
3oL 03309 BmMgdsl dMMogh, dgfmmasl sbwgbl dob Jgdmddgogdom
39bgdsdg. ,396 MIgHM0* s ,3960 MNE0BIM0; MMogzg Fomdmawnagbl
3o@Mostdomne Lodmasmgdslb. bomgos 3msmol 3BmEgb@o oMol
MBOM 53969, PBO® bgrosdomdg, 3oMg sbs Jomobosdol RetMmo
53dmbgds. b 966306 3gogh magol Fbotrgl, ol JorGms, Jogcsd dsob(s
30mmdL, 0ymb nxdm dmogho:

396 mdghrom, 396 myE0xgohm, / ghombomsw / gohombomaw. / ggtgmol-
256 omgbagdo / Bgdo Fomgmo Bom / s 39398L 3sgM0g00 g8msbmgss.
(mE0g0bsmo &9db@o ob. Plath 1965, 9)

2.2 3116905 - 356mboyymo 3mI3sbombo s 5@ sbsdmMPomgdgmo
®md09d&o

Omambi Dgdmm 9mgbodbgm, domboto s dybgds bJotowm Fot-
dmmagbommos, HmamM 05389Lsx35M0 s J63mbools FTystrm ohsate-
mo Jomgdobomgol - gb &gbogbios 8906086938 mo@gcs@nmsdo s sbg-
39 8gbPogmomos 3930bob G modghsdamnr 33c939030. ob mogh
0RgbL 53 LGo@0sTo gobbomeymo Joemo 3my@gdol d3mgdbosTogs.

dmbgds 365 gomsbwsadal mgdbgdBo sE0lb s3@mEOL dgamdato, 3ma-
3560mbo, 06sdmbondmg, Hm3gmoi gbdecrgds 3ol Logmmsto msgol
B9(36m35T0. mgdbBo ,dMzsl sSemgBlinsbl, ImdMdMbal.. LFmego sLgm
MEO0009MHNMIL 330658 03L 93@™M0 Drgobmsb. dmgs 3958636 Mol
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Bgomgdnemo, Jogcsd o3 Lo@yagoboi 3o 96 5d3b dsbgnmobaeo Fobsse-
Lo, 3060dom, 0b 06535 3mobnEo” 3mddggdol — B mmemolb godmbs-
bo@ow ool godmygbgdammo:

Bv0z5L 5mgelosbl, dmdmdnbgl / Lodz00gL gobmgwo, / ob ogs RgdL
§0ob - ImbyLbeemo

39986303000 MOOM®S, / Bzl smmgMLosbl, dmdmdmbgl / Lobstrmmb
3obmgwo...

bgenl Jommgzogos s mgomgdoo / 0dsbgg dmbmgs! (3omabosdg 2009,
60)

Jomo o dmbgds, Hmamti o3 Lodystrmbasb aobismzgagdom
dogmdbo, ghor gbsdg LoydMMdb, germMBobgmol gbdom. dogmsed gl gé-
®056mds 6 360l JobgnmobyMo gsagdom ,Jomo, MHmamdi 39mN60
376930l bsFomo? 3otodom, of agodsl Lobs@oxng, obzgfommds, Lodd-
30009 ©8 56 3gmuemds. Jomobmgol d¢bgds mozobyRsmos s Jomos
Logmme® mo30L9BmMgdsl 33mzgdL dmbgdsbmeb 3s6HImbosTo, dsbmsb,
OMam 3 065LFmMb bamdastBo.

m9dbBo ,Bodm3RM0bEgd0, 05Ls3sbm.. sbs omobrsodg sbggg goc-
3m33393L 3563mbosl 39bgdolbmsb. d9bgdol FaemdsTo dmg@o Lognme®
Bobogob Lodgstrmbs Fawgds. ob ¢Mdmgcolb dmbgdsl, Mmame msgoboe-
350U, moz0bygsmb:

Bgbgg, 330 domnsb matigon, / domosh mamxo, onbsdsdm... / b Ig-
69300 mgmdo mEOHNdgmo,

(399 b35305000 Ho@™I sdommb? / Bsdmzgntobogdo Bgbl mumx GGmgd-
b, / Bs3mgn®obogdo, 05bsdsbm! (3omsbosodg 2009, 61)

©57bod5dM (30 B9BOBMESS 53&MEOL Fobogsbo Ladgstrmbo, BmIgem-
Lo ob Fg0(EbmdL BdMbgdsLESE Famdol 3seromamymor ©s Lodystrmb
NROM Bommeo 03g(3698L.

sbgag, 308 Sbggmmey madb3o “Woman Work” - ool bLagddgs Fot-
3ma 3000396l 0sLsbemoll, BmIgmoi Lognme® bogddggddg s 39a3dgddy
3y390s o gbomdmgds dmbgdol, Gmamé moz0l ghmsmgto dmzez30-
L. Joemb 39360 Logdg odab Bmamé i Bob, oby astgm: 356 ¢Mbos Im-
momb 85393900, ©0393bmb Esbbodgemo, dmfdoboml ns@szn, ngommb
Logdgemo, BgFgol FoFoms, gosd83Eremml 353830, 393m339dmb ssdosbg-
30, 8500 35§dobomlb Lotrggzgmgdalasb, ssmmmmb 396ebggdo, Rosigslb
35393980, Imgeol mghfado, ssmagml dmbo, 0b&OMbmML s350dymegd-
b9, s0mmb 35330l Imbogsmo. ommommo Jomo Fz9dsL dmbgdsdo gdgdls
5 boobmgl ddgl, ssbommlb dobs; F3odslb — O™ ssfgodmb; 6536 — HM3
Fmdmo bodbo 0o9(3356MmML s gomatommb. ol JooTbomba 3o bobmgl,
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O™ googddmmmb, Lobsd sbggbgdol o6 Fgdmgdl; sbggg bobmgl mmg-
mob 530g3dqgdl, ™I Bsbo ©s (3030 3MEbgdom smBsEMb Loby s sbyg
55bggbmb. mgdlbo ghmagetom obs 3omsbosdol Bgdmddgmadsbsi Bga-
30dmos ©o31393306mm, Loz sbggg agbgogds Jombs s dmbgdsl m-
6oL 3s6H3mbonmo 3mINbogszos, MmMIs 3ogBoco. boob@gMgbmes mgdLbol
3bsbOYmo, BmIgmoi goMxobos 3Nmaxol ,LogMmst mmsbl* agsbbg-
693L: Mmooz adomb s6s odaglb Logmmeto Jmbgds, bsgmmsto Loghy,
©s Bmamé ob, obgzg dobo Logddggdo, Mmomgdmb dmemmdwmg bbgelb g3moma-
Bob, ob bbgobo dbobyeos. gbedsdobsw, Jomols ghmswgtom dmzsgBotgo
5 bo3gomasm dobgmmow MRgds dmbgds, dmbgdtogo dmgmgbgdo — by,
§303s, Jons, m3geby s 0.9. 5gdo3 Bgodmgds 3sMomgmol aogmagds obs 3o-
msbosodol B9dmddgegdsbmaeb, dmdgmTa dmbgdsl sbggg oo sanmo
139300 ©5 Jormol 03bsdmsde0b, dobo 3s63mbool Fystrmlb Gmmo sdsb:

3bgm, §303s, @oGommnmm 30m, / Bmem, m3gebgg, mommm ©s Jaom,
/ 396b 333900l 359358m, dmzgotal Bmdm, / Ibmmmeo ;mgdagb Jgdodmos,

63 goffmomo Bgdo. (mGogobsmo &gdb@o ob. Angelou 1994, 153)

2.3 Jomol dogmdstrgmds 3s@Mostrdoma babmaswmmgdsdo, Jomal
5035 3530b s dmaswa, bLadbmaswmgdolb dogh; Jomo, Hmgmes
®d099&o

Jomado bdob 3owags gbmo 360836gmmgsbo  FomImdoagbgmo
Lodgmms 3gMomeol Joromamm 3mgbosdo, ods mexmbogzodgs. mgduBo
»®J396 30630 Jomo..; ob Lodmgsmgdsl JodoErmogh s ©3M080393L
0d Imobmgbgdol godm, MHM3gembs ob Joml mygbgdl. sg@meo Faboml
35dmndgodl, O™ Lodmasmgdolb 300 gM0xmdgdals gberymmgdols gotg-
B9, Jormo st 0mgmgds bodgom, 358030L(3930L oML Jomaw. s3@m-
60 gnMomgdsl 53dsbgzomagdl Lodmgsmgdol m®dog LESbLIMEdDdY,
6ol Bobgogoms Jomb dmgombmggds, oymb gbhmo dbeog 333960960,
mdomo s bsdo; 393000, ImGRomo, dgmerg, dbGog 30 0ymb ,,...88 3039
6930b, Bg33mmmo ambom, / Fogbogtgdom, FHxgmo anmom - gotms 3od-
dmgdo.. (mgmbogodg 2009, 259-260). ol 3msd msdsdo Nbrs oymb s
53539 OML sY30mgdmo dFOHmIgmo, 3otan dgmpoby, mxsbol dme-
RO, ,3935330, Y39mmasb Lobom, Lgmmob, sosmol dntgo s J3gmo’

0d3gb aobwom, gobosm, cdzgbb ®RgnmBo asdmobsbmb / ymggmo

©MHmob modbgmmo gosm Loggmg,
o36939dobs g0tBgzboscm 35330l (sbzoMbobmil, - / Jgmggzebl aoboom

3303009L, Looml 3063 a0g039mgdom... (mEgmbogadg 2009, 259-260)
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33&™mM0 3MmEBgbEL 3sdmmdzsdl, HmI ,dmdsgmol babodmbo o
3gnmemgbo” Imombmggb, HmI Jommo ,gmgetg ogomb® 3gogmalb s o6
qgdhbgmegl ¢sdErez30 ymzggmomonmo LadEOMbsgom s Imgzgsmgmdom
omms, 369 ogmb ,Loninbgms @z06Hmob boegom Famdmnmmgmo
3&mMo 330h39690L, O™ Bzgbl @M™Bo Joeml @edGrogo ,d83s3536M0"
LodONMBoz0i 9d3L ©s 030 g8MBol boigmaw Gobdg xodgo” s(3309, Mow-
356 8936 Logdd9B0 s 3930L MSbLTMEs, sM83g bToMow dsbdg
©5&30600Nmo3. 393900L 9Ig@&gbmdal 8dgl 3doz0s, M3 3dmbrogl do-
0o 3gmdstgmds LodmaomgdsBo, Jogbgosgs dobo sdbsbytg-
30bo, bonmm 3936 Jomb 3930L Immbmgbols s mgsbolb dwgmIstrgmdals
35dm Logmmot mEbgdedy Mool mdds 9fgal, donbgosgsw asbosmemg-
30bo o dsmomo 3gomogozsoobs:

o@™B o6 08 Y30, O™ smod 33o3L 3030 IJnEolb?! / Homad o6 33030,
©gEm oM gdlL Mow o6 stobbgd?!

m3bgdob FgbLol 3ods oo godmubn@s / o Foehobgdol gmmmgdes
Abmmme botobbgdl! (mtgmbogodg 2009, 259-260)

mgdbo dmeghgds Jotrmggmo Jomobodo dmfTmmgdom, o6 dmeb-
30bmU ,,LaROOL Medowsb; 56 56 ©3y39L 03 MMIsg LB bSO E 3L, Brnd-
ol dobgz0mas Jomo, ghomo 3bEog, aoboogdnmo s sgsbgdymos
Bgsdotmar (dogsmoms, bomgatdgmmgddo), bmmm Mgsmydoc
dobo dgmIstrgmds bs3dsme ddodgs. 53@mEM0 Imnfmogdl Joemb, ,99396
Lol Lot gge Fodoms; obgy sdbommb gl 3s@Mostrdomydo Lodmgswom-
905, Lot 3970 Rssbgmb ob s Fob smymwagl dob agbogtmem LEgeg-
®@&03908L, m3og LEBEIMEGIBL s YLsdsrEMASL.

Bgdmbbgbgdmmo mgdbo dgagzodmos Jggestmm dsaos sbggmmal
madbl ,om3boagdo obgg® ("Still T Rise", 1994 [1978]). cmgdLBo sg3&mE0
308563030 Lobmaomgdsl, 30Mggm Moado 3o390L, s yzgmasb, 3obi
3969 MmsbsLFmEOMdSL s LM gMEB039gdL dgetrgdl. magdlo sm-
Ta6mb, 009 Omame 03698L domalb Jomo, dobo Bgdmgdgegdommds, msego-
bagsmo bgmo, dmIgmoi Loy zmbggdol aobdsgmmdsBo AsbTmmo oym.
mgdbo s60b 56 Ibmemme Rsgtrmm bggbdg, 5639 Rogdnm MOLdY(S,
5 53d0@m3 gb30sb6gds L3ngo30L LLYdomEIMbob* MgmEsl. sbggmme
bodL Mbzsdl, H™I Joemgdol obEmMos bbgzgdol sFgcomos:

B9g0dmosm offgthmo Agdo ab@meos / ovgdgzgbo 8Fstrg, sdsbobygdmmo

&ynomgdoo,
0Jd396 Bga0dmosm gsdmgmmm Gomaobdo / Bogthsd g 33mogs 3&3960-

300 sm3bagdo. (mGogobsmo &gdb@o ob. Angelou 1994, 163)
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m9dbob Mmoo znmo ado6o Mol Jommo, HmIgmoi momdmb 33306 g-

000 5MEad> S M30LNRMgds 0dGMNbs. ol 3gbogMm Nmobolbfm-
OMBSL s FMbMdSL NFmadlL ,,0LG™G00L Lotibgomol Jmbadly ,&a30-

3030 39L3aoadN Fodbymb

0d396 Bga0dmosm bo@yzgdoo sdbgtodmo, / mdzgb Bgaodmosm mge-
mgd0m sdgtom,
0d396 dga0dmosc dm3zmom bodymmgomom, / Fog®med 3og@ogom, 3s0bs
>e23beagdoe- (0d30)

Omamég 0ds mMxmbogzodol, obg dsos sbggmmeyl bgdmblgbgdemo
magdLgdo, 560l Jomdg, BMIgmos gos®Bs, s Lobgodmm 5(36mdL Bbmes-
momb, ®m3 ob sy3omobdotos RogazMal. awas wMm, MHmmgbs ob s-
0(393L Logmm® Mgl s Lbggdl.

Joormmo 3mgbools 3ogg g mds godmhgbomds Fotmdmdswmagbgemds,
mos b a6 9sd dmobgmbs, O™ msgobagsmo mgdbo Jomammo 3mgdools
a5bmymxzgm bofomow gdios, 9dis dob dodstrm gsdmmddymo dggho
313babnEgdgmo 30 030L botrgdy. (mmdgsbadg 2013). Bgodmgds omngd-
3L, ®m3 mos LGNENSL Fgdmddggds, Bmamts msgobo gmMdom, sbgag
Bobsstlboom, Fomdmawagbl ghrmazet oxobygdsl, sem@gtbs@onmo boto-
&030bs @ JormmEo FTghol godmbs@mmgdsl. dstrmsmos, mos bGncnsl
Joormemo 3mgbool sb3otrgddg aodmbgbol MM, Loddmms Hgdtgbo-
900L ges sbMmmadmmo 0ym, dogcsd 03 @MML RO 303 GO nym
3F g moborgol / 3mg@obozgal, 3sbbsgnmmgdom Jomobmgol, Fobnmoym
35058mbgdamo bsto@0z0lL fobssmdoga, ymauomoym asblbgsggdmmo —
053 903 Mobsdgtmgg Lodbmgsmgdsdo stol sgomo.

mod bnensb madbo ,0bs@mommo mgedMo” Fgodmgds Bgzows-
Omom bomgos 3momob magdbl ,mgmo medetg” 3emomo Focmdmagzgowaqbl
Lognme® ymxsl, dmams bbgamobs s bamol godmangbsl 3s@costrds-
o Lobmgomgdol §obsBg, Hm3gmoi 3sbzotasgh dob Lbgymeml, obs-
F03693L, Jocob Jommme mdogd@or @ o 39am baforgdae smogdzsdl
©5 565 Jnm0sbmdsTo, 565 LOMMRLmgsb ssdosbsw. 3tmosmols mgdlBo
Lobmasmgds gdodoi 560l, mIghmogs, MNE0BIO0E, 9690 dmmmdog Jo-
ol bbgmemol s bigmol gobdzotmgsgos s Mmamis mbos, obg Imgdig-
39 9gdod0g00 — dob bbgammb N3 3ncbsmagdl, mdghmogom - sbggmmdac,
L3g@o3o BgMobogl, (3080 50ygsebl, ob muyoxgMogom - JoEon®l,
©09dmbl Jggadbols dobgsb. sLggg, mos LENEONSL sdBGom, Lobmasmgds
B99mddg Jomb 065§ 93698L, ol Ixemmdgmew mzemol magl, s gl 36m-
39L0, Lodmasmgdol doge Jormal bbgmmols me bymoghgdol gobboemgo-
Lo o gobzotagols, momdml mgs@®os, mgombshRobms, 0bggg Bmamts
3emomobomgol, Ladmgomgds sMob ,36Mdm, MmIgmoi dofol mbomb o3-
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Bo@bgdLY 3momol mmgduBo FomdImmagbomo ,396 mI@mE0; bEnemxsl
m3gdbBo JormEaswe 0digge. LoobGgMgbmm s bo@mgbsw agobs@ogh o3-
MO0, O OHmam® 9J3935 MoM03Nm adoMlb gomgdm, MHmame gsb356m-
ao3b 3ob Lbgmmboi s bmymbsg:

960 Bom@30lL Fobadswo s8mgaggh, / J3gEbmdogtomsb — 3m&bm-
30em3g9d0b dsbome,

9-§- »ammob bodgdo“/ ggbol dotrmggdom Fggemal, / moth 3dgmos bgmb
3o04mb,

Jooaegobogol bayma®moons / 396db sdmgtol, g gdmzosl... (bEnedas,
»0bsB Mmoo mgod o)

Sbgmo edmzogdmmagdols bbgge3em Jomls, Bg8mddgwls, bgmo MhRg-
05 bggermdo, (HmIgmos stz bomzgos 3momobmzgolb oym ¢bm), Hmames
Lobgogo bodbmgsmgdols dogh Fgdmadogbomo GHmal 3bgbo, s dob Fo-
6599 b3oMo Fgdmddgmo bEmmosw JstrEms, oo MRdm, o9 gb Fgdmd-
39000 Jomos. 3mg@ ol bLymogho ©ssgsmgds, 3sdmfggnmo aotmgdmb os-
dm30gdmmgdobash, bBomow HmMmIsbGodgdnmos 3539 Lodmgsmgdob
3096, s Mgomato Jodgdgdol dmdogds bozmgdsm brgds bmmdg, Madgs
mos LG MOMS3 B0335603693L:

oMo ogMhs? / bggtrmdo — §emal 3bgbo... / ...0bg medods Jmgsbe-
Rmdgb

©5 §3d0mo, momdmb / Jodoto gswsgios bobmmgdo... (odsg)

2.4 3960096 9mo Mmmgdob s bGgHgmG03gdolb 3Modoznmo
0936959685305, 356Lbgoggdnmmds s 3MGagbdo

3bs 3omobsdg mgdbBo ,dmBs Jomo® (1946) agobo@oglh Joml, Gmdg-
moi 96 Jggbodsdgds Jomol 03 bLEghgm@odnm Lobgl, Gmdgmog dods-
39395 3mg@gd3s Jgdadbgl. dmBs Jommo o sbggmmbos s ot gdmbo.
ob 563 9doFmo s 563 doemFo, SO BIMOSS S SEI( dMOME 0 KoMIs-
60. 3380 s0fgmb 3s@Mostgsmamo badgstrmb 0d Lyznsb Hgsem-
3oL, BmImolb dobgogoms oot Mmo ©s medsdo Jomo aotmgabamsw
360L  35(3980Lmz0L Loob@gtgbm, domo LyEgomol mBdogddos, Bmmmm
Omqbsg 3oL obognm®mgdsl 396 sbgmMbgdgb, 35T0b domo godMadgdal,
domo IbGr0sb Mbgdmdol godmazmagbol odgdo brogds:

s B Jomo?! bgmob gmmoom bogetgdo.../ Ho mzomgdo?! gemgol 39ib-

ol sdggo...
dmBo Jomo, 3o6b3zmeggdol bswsetgdo... / Bgbgoglb wo... Jgnancombgl

a59hgbo... (3omebrosdg 2009, 52)
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39bmgo06madobomgol ol gbgdol mdogd@os, dog®sd dmTs Jomo o6
98mMBRomgds dobmzgol doboggdnm o3 Gmmb, Mrsbyogds dsbnmoby®
Lodyotrmb, Agdmgenals ,dg@&gzoL” Bgataw Mbzgds s Ig@o, Mogs-
53 bo@yzo9co 9@ 9300 35LYbmdL:

3903096 98L 303m3f39300 339MRL s793e0b, / 9@ Y3096 ®s... dboi 9&Y-
30L mBogmb...

bgmasBmomo goeeoagds dgdmgon®o: / - bmmme gmbgm do3mEgm,
bamogm!.. (3omasboadg 2009, 52)

mgdbols motogznmo adoto, sts Ismmmem Joemo, sMedge sbggg gor-
bogneo M3iomgbmdol Fomdmdswmagbgmos. Bgbodsdabow, ol o6 sl
Lodogomomm Joemob bobg, HmIgmo ggbgogds Aggb doge gsbbomemo
3930 3mg&gdol mgdLgdBo. 53&™ME0 56 sMPgel Jotrmnggem Jomb s 3ol
3mgzomgmdgdl mgobobs o LsdBMdmmL FobsBg. dmBs Jomo obwogo-
©005, 9bogomnmo bobosmom, gdm(09d00 ©s 3OMEGILEGOL godmbe@gol
LogMMo FMETom. Mo(3 NSz, o Jormo 56 ool Fgmegbstolbm-
3960. 353063 30, OM@aLa 3930LM30L Md0gd@ s, o 8339 O™ G0l
LmBO9dB0G, BMIgmoi Logmmato aosfyzg®omgdgdol dobgogzom dmd-
390900.

dmBs Jomb 5d3b Gotomal Jodbgdo, Bogmed ol 3bmatgdols 3obbogs-
©aeb 3odgEmae ©s Jbosmymse bawgds. gb sdmzorgdnmgdss go-
0335600 B3M0s, Jobo NEMEIMMS BN 53dMbgdss 356383039097~
o 39b@gM o bEIMIMEG03gdab Fobssmdrga, Jomab 3ozt Egmadnmo
Lobob 09 bomdol meggdol Fobssmdwaa:

ab 35§00, Loygzetmmal mbEodoto, / gobs otmdL, mgsemagdl (3093-
mom ombgdL?

dbostrmemo, 8960Bzgmo dmBs Jomo / bLEggbom ool 3mMHEEL bobsdo-
OmDdy... (gomsbosdg 2009, 52)

39bmgo96Mgd0l, LadmasEmydol smddom, moMoznmo adodo xwog-
35 Jomob gog3M(39emgdnem, bLEgmhgm@odnm wodm@Em3nsdo, 560l ,bgmals
a9moo bo@oMmgdoi” s JsEENMOE, 3ogMsd &gdu@ob oxzstmm 3603-
369mmdgd30 Jgagz0dmos sdmzozombmo dobo bsdmgomo asbirgdo s
om30dgem dobo 0bogoysmmds, 3sblbszmmtgdnmmds, Mo mémbdo-
360 obgymMbol s sm@gMbs@onmo botrodogol dsbodbgdgmos.

ds6ma5m9@ 983900l ™mgdLbo ,dogbmmose BHgobzscbomgdammo sgo
a5Mbgmo® ("Ava Gardner Reincarnated as a Magnolia", 1995), 9godemgds
B930056MmM™ 8bs Fomobwadol mgdLlb ,dmBs Jomo! meogg mgdbo ago-
bo@oglb msdado Jomol dgel 3s@Mostrdomu® Lodbmasomgdsdo. cm¢9d-
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3o 983900l mgdbBo 3Fscrg Bgommdal sbobgs gogomgdoom ddsgzdros
©5 Jomob aedbmdgdo s 3mEgb@o - dgztow 38 3036gmmo. s3@mMo
a30b5@03b Mmodobo Joemob Eogozmem dgwl, Joemol, MH™M3gmos 303900l
3096 IMsd Lgdbob MBdogd@ow sm0gddgdmms, bmmm Jomgddo ob b3o-
Mo 0§39305 INOL s 3oblbgsl, s oo bmmopstmdsl:

393990 9Bmo bymo 3dmbosm, / Bobsotgzngom 390gmdy Mmool do-
3>g90a0wbgb,

86, 0y Bsbbo Foggdmmom, / domostrool Bogosdyi, Jomgdo Losdmg-
bgdom

53m3Rohd60bgb mzomgdlL.* (9@3mmo 2016)

madLob Mmooy 330l MegEsxgMH9dL sSMM3g3L b 3sGMostrds-
60 bodmgomgds. 53 bLodystrmTo ™Msded Jomb mo sMRggsbo sdsb:
b ¢Mbos 0gml sMsbgMomdymo, dbmmme Lgduolb mdogddo, sb dgmeg
M30NMgbmds — 3539960, dsL3Nmobneo, Incobdsdogdgmo, dmogco.
motoznmo gdoto Fabl 0dob godm, Hm3 dobznmaba®, dmogh 35390
5 dBmaxgh Jomgdl, dgamgdl magdgb s Lm®mgo obobo HRYB0SE ob-
&™M6M05T0, FogMod Logombagos: LML 3o ol gb yzgmengMo? moMoze-
mo a3060b sdGM0m, yzogomo, Jomob bbgmmo, mdmsemm ssdosbgdol
4m39mE@oNGo, 0nbosi GMogosmnmo bobstnmo oy Lggws, gfo-
gds 53 39@M0osMdommMo Lodyserml LESbsMEgdl, ymazgmogg 0dsb,
o3 BoLMAL Lsdmasmgdol mzgsmBo, Goboi dgamgdl Moasdgh, o
653 bobsdgomydo, bmmmme© B 30bs s bL3nmgbdos. moMozmmo adoto
dbbgger3mos, Lobmgsmgdol doge gomgmomo yzogomos. ol gbs@tg-
35 3005d05bs ymxbol ghoo Igbgogoom Rzgmmgdtogo Facomadsbgdo:

...0083585b0sb0 Lbsdm 3o, Jogm dom abGmMosdg / goEomagdoo M3g-
®3bo 0dbgdmms, oo Gomobosb MmmBgddyg, b3gm g@Ms@Ddg, d3zoto
dgmgdol Fhggddy, HMImgdLs / by oegdamao 300Rbyzgb, Lobbemal-
036 gddg, HmMIgmos / ©sbg3o6gdedgi a09w0gd0sb, s msegal Jzomgdl
SbFogmosb, ®m3 03 sanmydBo oemmEmb, Losi Ldymo msognmgdo...

(983900 2016)

dmogo o mogbgds Jommol Lobgb FomBmagzowagbl gbds mbosbo
mgdb3o ,***(39x89 3obNTG0L yogos bobmdo) od swzgomsw Bgazodmos
©530656mn 53@™M0b gobigdo s dob godmiEmomgdsl egn3egdo-
Omom. gb g9dmEeomgds Jgndmagdgmos sMbgdmdogl s3@&mMal LggLbol-

a6 ©3dm9 3009dms©.

4 Jootadbgmo: emoms gmans.
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LoBmb g dmgsmol sSBM0m, Jomb gboggds bado @Idmagigbo Gmemo
- 3mmob, gool ©s ,353000mdobY sm0dasdl Bs Logmmad maglb obg, Gm-
amtz oL 000d35dL 3530, Joemo 356538 30(390L LogMMet sodzgdwgds-
907 dagmdstgmdsl. ,d5353530L 3M0g0mgantgdmmo g3mbmdon®o
dogmdotgmds, dobo bmEosmato motgdnmagds, Jnefobgdol 30gbdo-
90, 3L 3memobyHo s sggmol botagdgmo — gl ymggmogg Mmdodagdl
Jommb, Hm3 domgemo gmmoo bgeogl, sbosdmgzgbmb 3odszsih. dmgsmsr,
ob %96 30ag AbobyMol Bamdstrgmdsdos. dgogas®, Jomo obmdl s
06Bg3L Lo3YM Mgl o6 0lgml, Hmamo Logmmeog sMol, sErsdgo
obgol, dmame dob Fo8o3oiE0 3obbodmgmsogl. Bgbodsdobow, ob Mbws
sbsboosmgl obg, Mmam®owsi ob 35do3o3L Fomdmnoagbos, Howash
3930bmgol sMLgdmds dobo 3mbiMgdmmo doamdstgmdol ghm-ghmo
do®omao Bog@mmos® (Simone de Beauvoir, The Second Sex, 189).

b93mndINmdg oy bmdom, gb mgdlo Jgagodmos Joemol sddmbg-
35 Rogmgzommo. motogamo adotolb ghmagsto bogondg, megbgdm-
35, badaobdymmo Losdsyg s bLodmoghyg, megobysmsen Bgodmgds ogmb
35dmf399mo 03 Bod@&0m, Mm3 ol INdogsw atdbmdos magl dubgge-
3mo, Roghymo, Mobo dodgdoi oMs dobo 3ocmzgbmmo mzobgdgdo,
s6sdgm dobo bgbo oym, bBomowm Lodmasmgdal doge LEIMIME03y-
mo ,LYbE" bgbor fmegdaero:

39839 3560380L yogms bobmdo, / ondi o6 gbsbs, 3o0bi boEbmdo -
qb oym gobdg domo gbdsm, / Lymygzgmoemg®dg obg SIdMB®S:
»9b 39 3ogom, gb 3g-89bdsm? / Jgxg 3b69BBo ©obGgegbws,
»dM00 Imdagzomgm domo gbdsm? / Bmzgowbgb, gbdsd go sby d6dsbs:
290 gneoomgds dgbosdmgbs, / Bo0bi o6 aogoasd ofbow ggbbom.
RO 3omo  m35mom  gsdmgodobg, / dgmEgh doemo sbms ,bgdLom!
39 o300mb dmgom, G Logotms, / obms obs o obms gbom.
399839900653 30 393300693, / 50, 3065 356 Jommo gbdom. (mbosbo 2010)

qLds - EsdMNZogdgmo s dmogho Jomolb Lobg, GmIgmogy
39939 396930l bobmdos, s o6 Mbsbsgm 9o mIsbgmo, gagod-
mos Rogmgommo Jomolb 03 oxzstm, sdmebmd dbségw, Ignb-
fogmgm dofo, HmIgmbsi Lobmasmmgds ggd bgosogl, ob s& Lueb
©o0bobml, 3ogcsd domol gl dbsdg s6OHLGdMIL o Logdome dmo-
960s. gbdsb dog® 3gxob bmgdsdg Mool mdds 603bsgl, O™ Jomo
5630l sb393L maglb msgol Lodmogkgl, ol Bgodmgds Rydo oymb,
o6 ygodmegl dobo doms s bogo, Howasb gl Lbgsbso®o bogos, ste
b3sdomamo, 568 dogmbmo, s6s Bodognc, sMsdge Fobsgsb dmo-
96 9d5dg mM096@ 06 gdmmo, Jomol Bobogsbo, gocgdmlb dogé AobBe-
mo, dog3cMod 360936gmmgobo o 9bas®m0Tgaslofggo b3s, HmIgmbss
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dmogeo domo 35806 s0dommgdl, Gmogbsi 0bws, Gmogbsg Logo-
O 0gmol s 56 3590b, Mmgbs NdGOHIsbydgb.

qb3ds, 3obi oMog0l gobmgds, mgom dgugboig 3o, bydogd@os, d&dg-
bos. Bmaomo, LEIOIMBO3NMmow, Jomo MRBOHM sbmiEoMgds astga-
bmem Lomsdodbgbmseb, LobsDdgbmsb, ©odymEmdILMSb. ymggm Tgdomb-
393590, sbgmos Jomob ol ghmo @300ncMgbmds, ob LEgHgmEo3mmo
dbotrg, mMIgmoi LodDmasmgdol dogh Jobomgdsm ©s oEIdoMS®
30gdgds, s MmMIgmdgs LoydMMAbIL LoboMs gomdgmh@o s Lindeb
amdséo (Gilbert and Gubar, The Madwoman in the Attic). cngdbolb moo3e-
o g3doo Jomo s6mm393L 93 LB gHgMEB 03, ob 36 300l Ladmgasmgdol-
o30b dobomgdo Jomo, mmdiEs 93 Lodmasmgdol gomzgdsl Mosgmo
obgmbgdl. mndis ob oé Igmeg MzonMgbmdss, ol s ©gdmbyo,
om0 Jormos. dstmomos gbds ondmmBomgdgmos, doghsd dsbBo
536 360l oo GEMsa0bddo, Logogg 96 CgImbadmds. ol gobbbgeggdmmm-
3oL, @oMdmEBomgdemmdsl 3bgdMogom smfgal s dolo 3mbodoycm-
35, LedbndMdg s 0mImEo 3z0mbzgmob Lod3smosl 0fggsL.

mos b@noans mgdbdo ,0g0h933s gt Mogom dadn®on asdsho-
Bo.¥ boBl mbgodl mogol goblbgeggdmmmdsl bsznmeto gwolash, s
9ol Lbsboo, dmgsmo §obs momdal Jomgdobash, HmIgmmsemgals
PomImnagbgmo oym Jomol dogé bdol sdmmgds, Fgdmddgogds, dm-
9@™Mds. APgO™MMBS o 3Mmg@Mds bm3d 3oMggm M0ado 3o3980L dobosw
003MgdmEs S mos LGNS LFMMg 93 Im(gdnmmdol bofomaw
4mgbob 3obesb Fomdmagzowagbl 30wgg ghmbgm, 3owdmaasgdy, oo
6ol 603bogl, om3ocob3dotmg oM Fbmmme aotgdml, 3s@Mostrds-
e Lobmaomgdsl, s6edgm gwsl, bbgs Jomgdl, Gm3magdoi dgod-
mgds o6 33930698056 oMot Jomauto obgy®bol Bgdddbgmgdsw
©5 3ol 9bodornmmdsboi bgosggb, dogmed st dob Foboomdwga do-
©056. 3ob6Lbbgog9dMmmds 3mg@ol goobomgol s Lbgs Jomgdobogol
05909339005, 5308 M3 YoMl 5ddmdgb, sogoMmb 5ddmbgdol O™y,
>R bybgb 3ods@Mbgdnm botro@ogl, 0dbgds gb Lodgmms 3ogdoto
09 395Gt Jomamo Lodmasmgds; ©obgdsl Joyzgdosh s ot bbgs
Jomgdol, dom M3g@aLb Logmmeto Fgomagdols doge bJol sdmmgdel s
3g@0mOmdsL Bogbomdgdosh, Mowash dsmmgol gb sd@omdmds yibme,
36 0308m™3d, H™3 Fz0mgdals, 3goddmbyg Jomgdol, wsoigs Lyeo:

gshgdds ghor Mogoo dpadnmam g535R0bs, / mogdo mame gongzmgd-
5 Bgdb 3mg@mdab!

ab 39 30x30g6g, / Logogobomgol Lo@yzgdo RsBg(gs, / Jobo BdogBzmdobo-
30, Bmis

39mdmgdl ¢ 3mogbgb / s Bomam LodobwgdBo ndsmgdmws, / géhogbs,
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dFao gmzomoym, gosbgagme,

356 98mbmsb 35080398 Mmo, / 3oty gsdstmmnemo ssdosbo, / mmboas,
Lodobolb 3Fz969 OM™Boo bgmTo.

m™mBs aodmfggges! / gobbbgeggdnmmds - sdmndggma! (bEacras,
»090089335 g0 Bogom dadntew godshobs”)

3mg@ ol gho-ghom Jmoget doboo Fohdmoagbomos s3dmbo ¢bo-
dotrmmm 35693mb Foboomdoga ©s mos LEYMWS 33 Bobosl gotgsw
33bmdoghgdl. Mo o6 ¢bos MFoMmal, 3ommgbamon ™y ©sdz300-
6 gdmmo Lmosmyeo MHmmgdol godm, 3mg@o Fdbo s6ol, o3 dobool
SbobErmmadmoe yzgmexgho 508 sbmb, dob dotrgzgbs bgmb ™o
agotmb, ,ds6bgbsl — 0bxnstd@o; ddsw sMol, gool, dobo Mmemdal,
939ms bsdstrommme Rogtnmol Bo3gdl Lodyzgdo Rssigsl, dsom do-
3036Mo© 0dMdmmmb Mgommmdol gboigmagmam, mnbrosi megsw obobo
35093696 dobgsb s goysbmgobgb:

53obogob Bobmes, bo@yggdo Rsdg3zs, / Bobo BoBobogal. / dmeml Agd-
356533 30 AHomBo goMdmws,

3605mobgsb, gomMomdsgo Ig@oxzmmgdobasb, / ymgamagsto boggmg
mbomws hgdmgoal,

308653 56 0(3MEs, / M5300056 OIMI mmE®LISBL s3mgzgomyd, / 3s8obgg dmg-
33990... (0d39)

LEYONSL mgdbTo ,0330Mz30bs(300" FmJdgEgds LogMbEgh@m ot-
35930 brgds, HmIgmoi bmgcgdol Ig@ogmtow Fgodmgds hsgomgs-
Mmo. 353990 ®3emg3d3gb, dsmo (3mmgdo 3o ghmMBobgmlb smgomoggdgb
3608 039mo mgomom, HmI Mm3gmodg domasbo obg o6 dmodisgl, ™3
Lobmaomgdsdo domgdamm doemol 3gbmgMemo Hmmobmgal o6 Igabe-
353m 0ymb s sdom JIGob gmmobfyodrmds o6 godmofgomb:

Jomgdo gehrndsbgomb smgomogihgdgb — / bm3 godmgds, HmIgmodyg Ferglb
3o5309l,

AbEr1gddg Bodoto s0ystmb / @ 3oGmsdo® maogoffol dgmgddg / mooc-
asb oogo,

mImol Bmdosb s8modMogds / 0339mbgdol Fomgmo gotro / oo
domo Jdmgdo,

Bogmgdathg, Gme o Mbosmm 3ods3s(39%0 / 33mogmgxagb / ammgdol

3633000 @ 3gfadae boraodadh
©5 6Md3d0L BLIGODY osbst3bgdgb... (LENENS, ,033MMz0ds(305%)

dmgmgdstrg Jdemgdo, MMImgdboi ,gbodIMgdom BsogmEol Im-

©gmo ghomgamo gmemob...“ (odag) - o dgagodmos 193060LEgd0L
9hm-gemo Jnogsto mgdolbo gogoblbgbmo, Hmdmol dobgogom oo,
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©5 3oMostrdomado Lodmgomygds, bowninbggdol gobdsgmmdsBo o
oFomo sbms(s, bgoeglh s6s Jomolb Mgsmaem Lobgl, s6sdgw bogey-
056 Fomdmbobgsdo smbgdmmb, obgol, Mdmagmeoi Mbos oymlb Jomo —
dmehomo, ogomyMo osbabmobo, g s 5.9. mgdbBo Fothdmwmag-
Boem LogmbgHE™M sMBSDT0, o6s BbmmME 35(3900, JoM0 (3MEgdo3 30
33930698056 3o@Mostmgdormado Ladmasmmgdol bobgw, Mo 60dbsgl,
™3 Fnogotns 56 bggbo, 56H5dgw 3odsGmbgdmmo abgn®bobl, bgtg-
®@&03980L 3035610 ©oIM30EgdNMgds. o 360s Fbmmme 353990 bgwoggb
Jomgdl gotr33gmmo, LEbsOGNMmO ysmodol dobgogom, s0sdgro do-
mgdo sbg bgsggb 39390, 83 Bgdmbgggedo, bogmmot Jdergdl — L@ sb-
OGN0, dobznmoby®o Hmmgdol dobgogom:

@oMbgnme© ©s medodom mamagdgh 3535353390, / dG0bgsmb yomodBo
Robbdmmo 3mdo,

mIgmboi Jomagdo / gog06m356m9dmm mogol swotgdgb, / Gmame
dmombmgl /

96 MH™L 3gmdato geol gomonggdo. (0dag)

dbmemme 93&mM0 bgooglh Bgommdsl bsdwgomo Lobom, bgwsegl,
O3 393990, OHMImgdo domo (3mmgdol mzgemBo ,moMbgnmon ©s
mododo mzmgdgh; Lobsdwzomgdo B s Mbosom Bodsgzagdo”
36056. Fgbodsdobow, og 93&mMo Hgormmdol ©sdbs@zgmoi ool s
39533mbg motozmmo adoto Jomob dmmToi a393mobgds, Mm3gemocs
LoBMaoEMgdol SMBRMMgdsl 0f393L. moMogmmo gdoto o6  sMol
Lobmaomgdobmgol dobomgdo yomodol dobgogom RsdmbbImmo s
LEbIOG MM, 0go Lbgzgdol o380 sMOLdMm Lobggdmeb Fgmbods-
3m 5 LGIOIMEBG039d0Lasb Moz30LYBOMOs. ol 363 sbagmmbos s S (3
©9dmbo, ob BgomaMos, ,mobobash RsdmbbImmo] ,mudmgdm, mHe-
B90m, bymImnmaow FoBzgmo, / 56 BooxmeoLash, / sésdgro Lobbemaol
foomgmo dgemomnmgdobash / Bgddbomo goto...“(0dag). ob gzt gdomo
Lobmaomgdobmgol 0dwgbsw gsbbbzszgdmmos, Hm3 dsor gmbdg Lsb-
Tommoos, s Mowasb dobo o6 gbdom, Mobbgsb 0fg93L ,R39Mmgdol o
36yol 3563000 / 93O NgMm 0039830, / boggmol s6@sbgdoom gzt mm
LbgmmgdBo...” (0dag), ©o 35939903 ©d Jomgdoi Yz060b: ,a00hgegm
3nbogs!? Jomo, GHmIgmoi Lobsdwgzomgdo Mgsmydo s Rggmmagdmo-
305 5 o6 focdmomagbl HmIgmodg ¢3009cHabmdsL, Lobmaswmmgdol
309t 9hgzgnmme, dobGogncMon s00ddgds, MmIgmoi mM3gb@®lb, 564
dmgmagbgdls, mogol 6gdsb MdmEBomgdl. LFm&gw gl mdodagdl s3@mML,
39993ab sbgo LadMmgomMgdsl, 5s305693L, MMImgdoi 396 Wa9d9b,
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6mImgdoi Job 6s3dgomm Lobgl 396 bgezgb s 3ob3oi ob bmggma®
0339mbgdL s MHobbgsb 0§ g93L, Moasb ol 56 360l Jombogoom ,ysmod-
Bo RsbbIMmo (3m3o:

o Moeasb 3g JgztbBo ghmsgtmo, / oo Boonn®mobash, / s®sdgw md-
Momm mobobgsb dg9436omo,

3o ghggbgdom, M3 gb mM3gb@o, / Lamzgmgbm Agdlb LogmbmgBo, /
Bgdb ot bgdol gdm&Bomgds... (0dag)

2.5 Jomo 3mg@ob mgomomgdds

35dmERgmmmdol godm, o Jomobash 03 ®mBo gobbsgmomtg-
30 dogmgdgemo 0ym, 565 3omsbosadgl bozdomm owo 3M0d 030l s&obs
dmabs. godmgds 30dsm0 035dg, 9bs 3omsbosdol 3obbbgeggdmmmds
d,bgdcngoe 6ol godmfzgmnmo Jomow ymxbobmob ©szsegBotgdmmo
BoBom, gomd9smdom, Jomummdom, bobsbom, oy gb LFmMgr asd0d-
bamo 3OmEgb@os s d0dsbo, 6 oymb ,bIsdsmemoT o6 Jasgogl bbgs
3m9@gdl, o6 3353009L 393900, OMIMIdMSbS(3 35(30mM9dOM SEZOMS®
300mMES 50056 9ds s 3MmgGol bGsG Lo, LFmGgo domo 3oow ymebols
35dm. dSmdsm MmM03g SDEOL ogalb sMbgdmMdoL NBmgds, Joacsd Bog@ s,
6Omd 0d 3g6omeBo Fbmemmm 9bs Jomobosdgd dmobgmbs, ymxzomoym
9439modg aodmhBgbomo Jotrmggmo domo 3mg@o, sdogstoym (sbmdo-
™0 3530 3m9B&adolL 3396M©0m, S YmBomoygm Jsmdy sMsbsgmgd, v
39 56, 3608369mm3560 8 8@ MomNE0. Fobsbs 3o3900dg 03mbadL:

»000L Lobgmds godmBgbolimsbagg obgmo gmgs®gds doomm, Gnd
dob §0bsBy Jgmo ImowmEogs ocdndo Gggodolb duoba®ds 3Fgbsmmms
mMaob0do3003" (3ogodsdg 2008, 9).

Logmomsto mogol, Bmami 3mg@ol 30doo ©dMmIngdmmgds
Bobl 8bs 3omebmadol tmgduBo M 356? LEgoMo go®d!“ (1945), bawss ob
3my@ 0L dg@oxmtan 09gbgdl ,LE306b; HM3gmbsoi Joto Re3dgmMaglh s
53m9Magds. of bsdasbdmmos dmbgdtmomds, s 5o Mondg asblbsgymo-
69070 Jobos. Jormo 3mg@o, HmIgmbai s3&mMo LB30MHMSb 0303930,
3ndog §6gbBos ,mambnmms” - 3s@mostdomamo Lodmasmgdol -
3b6r0sb:

Jo63o godMoomo, Manbymos / dmgtomo dgcg? / bdoo LssdyGom
339mrmdo ammms

3180960 3gmgdl... (3omasbosodg 2009, 48)

Joto s d9bgds bymogho 353906 gdnmos 3mg@ol Jgdmddg-
©905b056. 565 3omobrsdgl ddrdmems 0Fg3lL Logmmeto magol wobsds-
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‘

30006038mo©, Logmmomo bogol ©sbsd®303gdms®. ob 35856 Jomos'
LodMaomMgdol mgemTo, dsb LygMomdymsw 3gc smodgsadgb. (393emg-
30l doybgegem, Jomo 3mg@o o6 yeol gotm-bdoml s dgamdet Jotl
Lobmgl, ,dmedgmmb“ dsemns, Moms Bgdmmb ©sd@3039ds, Mo gmdmos:

30g658... @abggm 89b6Robgdsl / 535 bmgmobsb: / Bg@ygze, bzgdom, 3s-
&M Joemm!
Bosddgg, Jotrm, — bobmb doms / Bgdo aerdbmdabs! (3omsobrsdg 2009, 48)

3bs 3omobrsdg 96 BodOHmBL boggmomol Bgdmga ogdsdyg, Mow-
asb 3oL 0dobogol NGl ddmms, ™3 LogmbmgBo smodgsb Lg&o-
mdm, 653dgom 3mg@ew s Jgdmddgosc.

35@®05M o Lodmaomgdsdo Lsgnmeto Magol 3s@strowe smd-
3o 3bg39 833b3gds madbdo ,35FsF0bs BE™ 3567 Bgagodmoas sGremgmo
39353mmm 9domo ©030bLmbmsb, Hm3gmbsi sbggg LRggmms msgols 3m-
990530 Lognmoto magol Focmdmmagbs 303gd6s 905305bs, 3o@ots Ao-
GO, Y3930mMd©, MSa35®, 8539350, ,dm3MHdomgdmm 35G oMo sMbgdsc,
OmIgemoE 9030ms© 0J3930 39Mgdmgdems Gyzgw® (Gilbert and Gubar
1979, 587). obs 3omsbosodol motognmo adoto ,00mbo@doms, 3s§sfobs
OGMS; OdmMIgmbs Joto sMbgzb s yzogomgdl simab. o3 mgdbBo Jot-
Lo o §g0dsbocs goblbgeggdmmo 3mbm@oos odgo — obobo Fotdmowag-
696 Jomobowdo 3sbLogmmtgdnmom 3B0G03NMm — 33936, 3sMostds-
e Lodmgsmgdsl s 83539 O™, Lodgmms Mgyndl. s3&mMo Mgl
358 9Msm atdbmdl s 033mood Mo Mm3ghol bobmgl obdstgdsl,
50356 565 3omobrsdol ®gmogools 30dsMm M InEgdMmgdsl o
3530m35mobfobgdm, agedalb Logndzgmo gogstsnomm, Mmd dgdemg-
Bo, O™3gembo 3o sfobs HEM obdotrgdsl bobmgl, m3gdmo ngymolb-
dgdes:

Joto Botbgglb s ygogomgdl domal, / ygogoeml ImafFyzadL, aso@o3gdl
dobgmoc...

058093939, Jo6m, b9y botr 335(3600: / 3oGotrs 3o, dmxzghgds dobos!
3gdomgm, 69 ©3GmM39d 3o @m, / 3gBnbos, 3sFofobs HGm got! (gomab-
05dg 2009, 50)

ab mgdbo Ygazodmos Fggostrmo bomgos 3msmalb cmgdLl ,mgwo
modoMg” (1965) domo 3mg@ol dogh Logmmoto mogzgol smddol 3mo-

boo. mgo msdotg Bgodmgds smgodgem, Bmamis bgmmgsbo Jomals
ddmms 3s@Mosthdsmamo bodmgasmmgdol Fobssmdwmga, Hm3gma(s b
30d35dL Hmami md0gd@L s sMs Mmamts budogd®l, Bgdmddgwl.
0bggg, Bmambz Joto sMbgal HG™ML o yzo30madl smol ol bl
madbBo, Lomgos 3momol 83 mydLbBo dGdM 565§ 93¢ gdL oo zmmo
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adocob Lbgmmb, siEemal dsb ogdbgbmetgdl, 396 sbgMbgdl s motl &3-
dmdL, smodgsl ob, Hmgme (s Boemosbo:

RIOARM0S, BIOBMO — / Bogtom, sneagzom. / bme30, dgomo, sGoxgio o6
©5MBs 3g&o... ° (3momo 2014)

50356 LodMmaoEmMgds s63mMBL Jomo 3mg@ol bdsL, 36 mmgdl
dobo Jgdmgddgagdols 3Bm3qLL, dsb Fbmemme boggmomo MRgds Lsgmmes-
60 393mgddggdoommdal godmbabs@ew. bogzmomol gdoo ol sbgzg go-
3Amba@ogb 3hmEgbdl.

boggwomo 360l bgmmgbgds, / abg, Gmame Lbgs yggmexgho. / ondiss
39 030 y39r208IMdY V399 393m3ob. (0d30)

35635698 98390l ,This Is a Photograph of me” - ,,9b hgdo gm@ms*
360b Jommobomgol Fotrmdgnm 63sdg. mgdbBo semFgtomo gm@m hzgbo
LodMasmMgdol doge Jomdg Immbemdomo 5330l Fg@oBmMss. FME™
#9090 358MIINMO; 53GME0 EMHML o6 53mb3MHg@gdL, Mo 6oBbsogL,
™3 Jomob dogmdotrgmds Lonznbggdol aobdsgmmdsBo Rodmysmods.
33@™MM0 mgdbol yggmodg 3608369mmgab bofoml gmAbomgddo bgsdl,
Moms 335h3969dL, 09 Hodgbom ©53606989mos ols, Mo Lobsdwgo-
™330, y3gmadg dmnsgatos. 53@mMo badb Mbgsdl, Gm3 Joemal obEmEos
bbgobo Jggddbomos. 330@mI LMo BB, ©sTsb0byxgdmmos,
Moa5b bbggdols Jgddbomo Jomol obmEos o6 sbobogl Bgsmae Lyy-
o0b, gb Ibmmmme 3535 35(30L s 3s@M0stmdo@olb Bogc scmddmmo Jomols
ob@mMooss:

BOGM 3ooMgdmmos / Igmég omgl Bgdo pob®Bmdowsb.
39 %530 356, biyEomal (396830, / LfmEgo dgosdomal d3g3. (Atwood
1998, 16)

Joemlb 396 ¢3mgos Lognmeto msgo, Moash Lobmaswomgds, b4
&9, 3L Logmmoto mogobigh dodogom adsL 139893L. bggdo, Nud™
LEmo©, bol oty bofomo, Bm@gdo, sbggg gndhbgzgmos s dbm-
MME 3oMHaom 05330603980L Fgdcga RsbL.

3bs 3omobrsdal 3mgdosg sbgmos — 3MS35mo 033mo3s00m, bows(s
Jommo s dobo 3mEgbGo boosw 56 RsbL, dogced o0bz Jmsgstos:

Bonmo Lamgddgmos dbEs, / bow 3o, 6 / Gedwgbsw oo 356 o6
3o@omo: / ndb Tyomo g@gzs s godmbobymagdsls 53sbobgggdl. (Atwood
1998, 16)

5  doomadbgmo: mgems bdbosBgomo
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madbo Jgagodmos @o3M393%0tmom sbs 3omsebwsdals ,333000" §g-
6ol LGomb. LFmGgo 53 LodBz0930 gbgoegm 3OMEILEL, 5ddmbgdsL,
58O Jomy® dmbgdsl, mo3exrgMgdsl, HmIgmoi o6 yz060b, o6
360l dgednmdy, dogmed smdmhgbsl Logomgdl. gb oMol xsGMemo
00305RIMOS Jomo 3mg@obs, HmIgmoi 3s@Mostrdsmamo Ladgstrmb
3096 smddmmos, Mmamti mdogddo, s dopbgrosgs 5dobs, 3@ 30-
390L, ™I ol 3mg@os, gdmddgmon. Job o6 Lfohagds sdob 330390
»30b 3MEOb M o; MHoash dob bogmmeto, gobbbgeggdmmo, Jormmo bds
593U, BmImols gogmbgds mogo ¢Mbos bzemb bsdystmd.

9b3ds mbosbol mgdLBo ,***(Agdo mmobo)* asdmzgzgmomos Jomobo-
3oL, doom 939@gb Jgdmddgmo Jomobmgol, Lsgmmeto mmobal, Loge-
o060 boghob, MHmame ©edmyzogdmmdol Fobsdotdmdols 3603369-
mmds. mgdbolb BGmamdi gbmgdosn®o, sbggg Jobssbmdmogo dbsmg
3653mbggbionMos, Mo bodl mbgsds Bgdmddgmols gobbbgeggdmm dey-
6905, mogobygsm Liymb, 3mbombd@ncobash wsdmysorgdgm Fgdmd-
39009300mds:

Bgdo momobo. / ¢mbodobygo 3gomgdo / Rsdogem 3980 Foomow BGo-
omgdlL“ (mbosbo 2010).

qbds MbBosbo Bommow ag30bs@ogl Logmmoto magol asblbgeggda-
mmdolb 3ob3sL s Jogbgosgsm 0dobs, HM3 Jomos, dsbTo 3mg@mdals
dobool, dotreonmmsb Faomdol Fgatdbgds T3o6mss. 3sb ogzol, ™3
MAM53mabmdsl o6 3go3L o ool oboi, ™I dobo MmEMogobsmatmds,
3oL dogh obs@mmo Lobggdo sedosbms 9dg@&gbmdobmgol aomagds-
600, ,0Omds© s Loggomow; sbm 5ddmbgdow smoddgds. bTmMgo gb
53dmbgds, aoblbbgeggdmmmds 5ol ol ,Logmmsto mmsbo; ol sdmmzo-
©9gdmmds, M0oLo sMLYIMBS(3 KIO 30093 306OR060s 3NmRTs oggzobods
Jomob dogeh Jgdmddgmgdomo B dol dmemmdryg go3mol dmsgst Fo-
Bo3oHmdsc.

5 hg3o I3maggdol mgm®o ghomds / sbms 9h3gbgdscm mtmdew s bog-
3RO,

obg gobobgdom sbms 53 3obxgbom, / Bgd Joge Lobgdom gzermmbo ofa-
3mogsw. (0g39)

mgdb3o 5mbsboTbogos BgMgdol Logstdg, momdmb sg&mto s6o
dbmmme Imgz0mbOHMmdL, sMsdge mmsbol Ly®scmlb ggobs@egl. gbds
™mb0sbols Jg3mddgrgdomo dmbgds dogdbodsmayMon 6ol mgdb3o god-
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Introduction, Theoretical Basis and Questions Posed

The topic of the representation of women has been one of the central is-
sues in the thinking and expression processes of the 20th and 21st centuries.
Since its emergence, this issue has been closely linked to literature, as one of
the main forms of an individual’s self-expression. On the threshold of the 19th
and 20th centuries, when the issue of gender equality became important, it
became clear that previously women had not had the opportunity to create
their own language in literature, and that their image had been created with
language structures and stereotypes designed by men. This also largely affected
the way women saw and portrayed themselves in literature.

In the 20th century, the literature written by women, as well as the de-
piction of women in literature, became the central issue of feminist scholars
and writers such as Virginia Woolf, Simone de Beauvoir, Kate Millet, Sandra
Gilbert and Susan Gubar, Julia Kristeva, Luce Irigaray, Helene Cixous, and
Elaine Showalter. Helene Cixous introduced the concept of écriture féminine
(feminine writing), and contended that, historically, women were expelled
from writing as well as from their own bodies (Cixous et. al 1976 [1975], 875).
Elaine Showalter introduced the concept of gynocritics, and one of its aspects
- research of woman’s representation in literature. In Showalter’s view, “wom-
en’s fiction can be read as a double-voiced discourse, containing a “dominant”
and “muted” story...” (Showalter 1981, 204).

Judith Butler criticized the previously existing feminist theory and intro-
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duced a completely new perspective of looking at the concepts of sex and gen-
der, considering them both as socially constructed (Butler 1990).

In the 20th century, researchers began to take an interest in the represen-
tation of women in the war discourse, and noted that women here are rep-
resented as providers of support and care, or having the function of raising
warriors (Guliashvili 2018, 3-4).

The concept of body is important for contemporary feminist literary stud-
ies, and implications to body and the contrast between male and female bodies
are often observed in text analyses (Pataridze 2020, 93).

Women’s attachment to home and their lack of access to the public sphere,
as described in many novels of the 20w century, also became the focus of 214
century feminist literary studies. It is observed that the internal immigration
of women - escape to their mental, inner space, as well as garden and na-
ture — become alternative ways for women to deal with reality (Pataridze 2020,
121-123).

Contemporary feminism also focuses on the concepts of intersectionality
and inclusion, dealing with women’s oppression in a context of broader in-
equality, concerning other marginalized groups and including problems such
as racism, ageism and sexual orientation (Rampton 2015 [2008]). Likewise,
modern literary criticism includes the studies of transfeminism, sexual vio-
lence, race, migration, disability and other fields. These problems are identi-
fied and studied in different literary genres, including poetry. It is how women
writers reflect the wounds left by patriarchy, as well as their resistance and
protest, which is often expressed through eroticism (Cooke 2020).

Comparative criticism and content analysis are the accepted methods of
studying these issues in modern literature, which portrays real life and human
values (Hambur and Nurhayati 2019).

Gayatri Chakravorty Spivak dedicated her work “Can the Subaltern
Speak?” (Spivak 1988) to women deprived of a voice. According to Spivak,
in a colonized society, the voice of the local women may become even more
silenced.

When analyzing contemporary Scottish Poetry, Cairns Craig, says: “the
negated female was not simply a product of a particularly male-oriented na-
tional identity — rather, there is a parallelism between the suppressed nation
and the repressed feminine; the negation of a female identity becomes an in-
dex of a lost national identity; they become emblems of the same suppression,
the same silence” (Craig 1996, 355).

Consequently, this issue has become especially important for societies
that need to rethink their past and to evaluate historical events from a new
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perspective. Georgia is among such countries, with an experience of Soviet
dominance - in its essence a colonial experience — which, at the same time, is
intertwined with a totalitarian / authoritarian regime and ideological control.

Based on the above-said, the article studies the representation of women
and gender roles in Georgian poetry of the Soviet period, as compared to the
voice of women in the poetry of some key contemporary North American po-
ets.

The Georgian poets whose works the article aims to analyze were mainly
selected on the basis of the concept of national narrative that Bela Tsipuria
introduced in order to frame the Georgian cultural space during the Soviet
period. According to Tsipuria, “From Lado Asatiani onwards, the poetry of
Mukhran Machavariani, Murman Lebanidze, Shota Nishnianidze, and Ana
Kalandadze forms the Georgian literary and, in general, the national space”
(Tsipuria 2016, 96). Tsipuria also introduces the concept of the alternative nar-
rative, which is more characterized by an individual’s self-exploration, and is
related to global modernist and postmodernist culture (Tsipuria 2016, 12-13).

For over two centuries of Russian domination, starting in the 19th cen-
tury, Georgian literature greatly supported the Georgian national identity, and
also showed its orientation towards Western culture. In the 20th century, So-
viet ideology interfered with these two major tendencies, one of which was
related to political / national and the other to pure cultural reality (Tsipuria
2016, 499). By means of modernist cultural tendencies, which were still pre-
served in Georgia under Soviet ideological pressure, and through nationally-
oriented cultural tendencies, Georgia was able to resist Soviet reality and keep
an authentic cultural / national space (Tsipuria 2016, 503).

It is interesting to observe the tendencies that preceded and may have
influenced the rise of nationally-oriented cultural tendencies and masculine
discourse in the Georgian poetry of the Soviet period. According to Susan
Layton (1992), in Russian literature of the 19th century, not only was Georgia
presented as an uncultivated land waiting to be saved by Russia, but Georgian
women were also shown as oppressed or insufficiently looked after by Geor-
gian “uncultured” men, from whom they needed to be saved by Russian “civi-
lized” men. It is interesting that while in the literature of some prominent Rus-
sian male writers, Georgian women were mainly presented with two extremes,
one as good, devoted, pure, and the other as evil, tempting, Asiatic, needing to
be controlled by Russian men (Layton 1992, 196), the images of Georgian male
protagonists or Georgian heroes were missing from the Russian literary texts,
or Georgian men were depicted in a negative light, as unreliable and ones ad-
dicted to wine and feasting. “...an implicit reason why the female personifica-
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tion of the territory surrenders to Russia in a fiery swoon is because she never
found a good match at home” (Layton 1992, 209). “In pronounced contrast to
the literary Caucasus’ gallery of memorable tribesmen (such as Ammalat-Bek,
Izmail-Bey, Kazbich, Hadji-Murat and Shamil), Georgian male protagonists
are scarce in Russian texts” (Layton 1992, 195). Although the writers analyzed
by Layton (Alexander Pushkin, Alexander Griboedov, Mikhail Lermontov, Al-
exander Marlinskii, Iakov Polonskii, and Alexandr Odoevskii), did not share
the same political orientation, they all showed tendencies of supporting the
Russian expansion in Georgia, and were also similar in the way they perceived
and portrayed Georgian men and women in their literary texts (Layton 1992,
196-197). Russian literature about Georgia in this period is characterized by
depicting the land as female, needing to be protected and dominated by men
stronger than those of her own country. This idea is based on a dualistic image
of woman as good (innocent virgin, devoted mother), with a tendency to be-
come evil and seductive. According to this view, such creatures have to be kept
under control, and nationality plays a decisive role in determining the author-
ity, implying male supremacy as a given, natural fact. “Russian writers created
an erotically charged cultural mythology about themselves as powerful and
rational “European” agents, uniquely capable of both protecting Georgia and
keeping her wickedness in check” (Layton 1992, 196). By means of perceiving
and depicting Georgia as a woman, female, “virgin” land needing to be pro-
tected by Russian men, these Russian texts justified the annexation of Georgia
by Russia. However, despite claiming the intention of “saving” Georgia, no re-
spect was paid to the local traditions, and there were multiple cases of rape of
Georgian women by Russian men. The Russian writers, ignoring the fact that
Georgia had adopted Christianity much earlier than Russia, were striving to
represent Georgia as Oriental, Asiatic, which had to be saved by Russia from
Muslim enemies. They portrayed Georgian women in the same way: as women
who were drawn towards the supremacy of “civilized” Russian men and turned
their backs on Georgian “drunkard and foolish” men (Layton 1992, 196-209).

It can be said that in the late 19th century and in the first decade of the
20th, the Georgian social space, in terms of the importance of women’s is-
sues, was similar to that of Western societies,, but how was this connection

1 Inthe 19th century, Georgian women, for example, Ekaterine Gabashvili, Barbare Jorjadze,
“...wrote about women’s problems in general, and thus were in line with the global culture
and civilization of their time. They fought against the existing injustice, and fought for
women’s education and the protection of other fundamental rights. It is a fact that feminism
in literature was quite established at that time and it would have developed further were it
not for the 70-year rule of the Soviet Union, where there was no place for human rights and
feminism. It is true that in the literature of the early 20th century and then the 1920s, female
voices are heard (Marijan AKA Mariam Aleksidze, Sapho Mgeladze, Kato Mikeladze, Elene
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expressed during the Soviet Union? How great was the difference and what
was the role of ideological control in this? Kate Millet, in her Sexual Politics,
mentions that the Soviet Union initially propagated gender equality, but this
idea failed (2000 [1970], 157-176).

After the Stalin era, during and after the so-called Thaw, nationally-
oriented cultural processes were endorsed (Scott 2016). Increased focus on
national narrative and masculine discourse, including militaristic spirit, was
not only related to the rise of national narrative in the Soviet Union member
countries locally, but was also based on the attitudes prevalent throughout the
Soviet Union during and after the Second World War. We can observe the
forms and tendencies of representations of women from the end of the 1960s
to the beginning of the 80s, in research done on the examples of the exhibition
of the People’s Friendship Museum in Tbilisi dedicated to the Great Patriotic
War, and the Gori Museum of War Glory (Lolua 2020). The narrative of the
exhibitions revealed “ambivalent forms of expressing feminine and masculine,
Soviet and national’, and that “Women’s participation in the war is caused by
force majeure: a woman bravely fights by a man’s side. In addition, the Geor-
gian mother is the pillar of ethnic culture, and the father is the historical actor”
(Lolua 2020, 4).

The focus on women’s participation in the war was in accordance with
Khrushchev period rhetoric, which propagated the idea that in the Soviet
Union, women were equal to men in the fields of public activity (Lolua 2020,
10). And yet, the role of women during the war, even when depicted as parti-
sans, aviators, or soldiers (as also reflected in said exhibitions), was still sec-
ondary to that of men, who were perceived and portrayed as the main fighters,
liberators and the creators of history (Lolua 2020, 26). The Soviet soldier was
presented with a weapon in his hand, the savior of the world from fascism
(Lolua 2020, 23), whereas women were hardly ever depicted with weapons,
and their roles in the war were often locked in secondary categories: they were
working women providing material resources and care for wounded soldiers
or orphans in the war: “A warrior and partisan woman, a donor, a nurse and a
mourning hero mother who sacrifices her children for the homeland without
hesitation and is proud of their devotion” (Lolua 2020, 17).

The depiction of the mother’s role is especially interesting in these exhibi-
tions — women in the role of mothers mainly act as the link between the Soviet
and national motifs.

In the museum representation of the war in Georgia, the picture of the mourning
mother comes to the fore. At the same time, the mother is a multifaceted

Dariani), but not sufficiently” (Gaprindashvili 2013; Gabunia 2013).
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metaphor, because the understanding of the homeland is dualistic, and it also
includes Georgia and the Soviet Union, which cares, and at the same time
needs to protect its children. In the thematic plan of the exposition of the Gori
Museum of Combat Glory, we read that these two things are true: “Everyone
has a mother who gave birth to them, and a mother, named the homeland”
(Lolua 2020, 14)

The exhibitions also ignore the cases of violence against women by the
enemy. This was a taboo topic, yet sexual violence took place in the Red Army
too (Lolua 2020, 18).

As we have observed, the role of woman as the secondary, auxiliary, dur-
ing the war, and having a cultural meaning in the process of protecting the
homeland and raising warriors for it (the mother is also often equated with the
homeland) and being the guarantor of raising the patriotic spirit, is not only
part of the local national narrative, but also part of the broader Soviet narra-
tive.

The tendency to depict Georgia as a pristine, “female” land to be saved by
Russia, and portraying Georgian men as unreliable and Georgian women as
needing Russian male patrons, as observed in the literary texts of the above-
mentioned Russian writers of the 19 century, as well as in the rise of national
narrative and nationally-oriented cultural tendencies, caused predominantly
by the post-Stalin era political processes, may have influenced the rise of na-
tional narrative and masculine discourse in the poetry of Georgian male poets
of this period.

Based on the above-said, this article intends to answer the following ques-
tions:

« How are women and gender roles portrayed in Georgian national
narrative poetry of the Soviet period? How are masculine discourse and
écriture féminine presented?

« How is écriture féminine and the protest against the patriarchal
structures expressed in the Georgian poetry of the Soviet period, and
how do they refer to the ones presented in the poetry of the North
American poets analyzed in the article? What are the main similarities
and differences?

« Ismasculine discourse part of Georgian poetry of the national narrative
culture, and can double-voiced discourse and écriture féminine be
attributed to alternative narrative poetry of the same period, as part of
global modern and postmodern culture?

The authors whose works will be reviewed in the article are the following:
Simon Chikovani (1903-1966), Lado Asatiani (1917-1943), Ioseb Noneshvili
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(1918-1980), Giorgi Leonidze (1899-1966), Petre Gruzinski (1920-1984),
Konstantine Gamsakhurdia (1893-1975), Murman Lebanidze (1922-2002),
Mukhran Machavariani (1929-2010), Shota Nishnianidze (1929-1999), Ana
Kalandadze (1924-2008), Iza Orjonikidze (1938-2010), Lia Sturua (1939),
Esma Oniani (1938-1999), Sylvia Plath (1932-1963), Margaret Atwood (Born:
1939), and Maya Angelou (1928-2014).

The texts of the male poets mentioned above were selected on the basis
of the national cultural space. The selected poetic texts are analyzed from a
new perspective, using comparative criticism, content analysis, and feminist
critique and theories, in light of post-colonial theory.

Findings

1. The tendencies identified in the poetry of the reviewed Georgian male
authors of Soviet Georgia

In the poetry of Georgian male poets of the Soviet Georgia characterized
by the national narrative, five tendencies were identified as a result of this re-
search.

1.1 A man represented as a fighter for the homeland, a woman - the
disseminator of patriotic spirit, a symbol of the homeland

One tendency observed is that man is represented as the warrior defend-
ing Georgia, whereas woman is represented as the symbol of homeland and
the generator of patriotic spirit. Luce Irigaray argues that in patriarchal struc-
tures, a mother is viewed as only a supplement to a man, an object, assistant
in the process of reproduction and the creation of descendants, whereas the
main role is given to the father, whose inheritance should be maintained (1985
[1974], 122).

Sandra Gilbert and Susan Gubar talk about Jane Austen’s idea regarding
patriotism and history dominated by men. Austen implies that history may be
“masculine posturing” and mainly fiction, in which women never participated
and were “almost completely absent from its pages” (Gilbert and Gubar 2000
[1979], 134).

We can also link this tendency to the research done at the exhibition of the
People’s Friendship Museum in Tbilisi dedicated to the Great Patriotic War,
and at the Gori Museum of War Glory. According to the narrative prevalent
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in the Soviet Union and in Georgia during the Second World War and after
it, the role of a woman and a mother was important in igniting patriotic and
militaristic spirit, while a man was considered as the main warrior and histori-
cal actor (Lolua 2020).

A poet of national narrative poetry reinforces the image of an exemplary
Georgian mother, guarding national principles, whose main duty is to raise he-
roes, fighters against the enemy. A mother’s primary obligation is to inspire her
children with love of the homeland and the desire to sacrifice themselves for it.
This function of a mother stands above motherly love and creates the impres-
sion that the concept of the homeland, national narrative, in reality deprives a
mother of real motherhood, turning her into a “vessel” giving birth and raising
citizens to sacrifice for the country.

In Simon Chikovani’s “Georgian Mother” (1942),, an exemplary mother
is depicted. She has nine sons and no daughters. When her brave sons en-
counter hardships in battle, the mother encourages them, prays for them, and
reminds them that she was “breastfeeding them from the breast of Georgia”

Standing up, she will throw her headscarf, / still calling the knights from Gori
fortress: / for motherland, fighting for motherland! - / Mother of Georgia rings
in the wind. (Chikovani 1990, 415)3

Lado Asatiani’s poem “Georgia Was the Name of Their Dream” (1939) is
full of heroic narrative. On the one hand, the poem presents gender equality
in fighting with the enemy, where “Men had Georgian women by their side,
/ beating the enemy with steel shields” (Asatiani 1990, 468). On the other
hand, this equality exists only in the stereotypically “manly” deed, in the phe-
nomenon historically created by men. Motherhood is valued not as a woman’s
important trait in itself, but as the function of sending children to war and
preaching to them before a battle. Mother goes as far as cursing her children if
they reveal any kind of weakness during battle. Even being hit by an arrow in
the back is considered weakness:

Frowning mothers were sending their children to war, / Sending, teaching them
with motherly hope: / If an arrow hits you in the back, not in the breast, / May
you not see the ridges of Georgia again! (Asatiani 1990, 468)

2 Not every reviewed Georgian poem is accompanied by the year it was written (in some
cases the year is not officially known). However, all the reviewed poems belong to the list
of poets more or less representing national narrative culture (most of them are mentioned
by Bela Tsipuria), except for Iza Orjonikidze, Esma Oniani and Lia Sturua, selected as the
representatives of prominent female voices in the poetry of the post-totalitarian period of
the Soviet Union.

3 Georgian sources and quotes were translated into English by the author of this article.
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Since this poem was written during the Second World War, it can be as-
sumed that the homeland has a double meaning here - it implies the Soviet
Union as well as Georgia.

Ioseb Noneshvili’s “Medea” (1978) talks about the tragic fate of a Col-
chian woman in a foreign land. Medea is a symbol of Georgia conquered, be-
trayed. She is also an image of a Georgian woman who was seduced, deceived
by a foreigner, made to commit treason, kidnapped and then ostracized. It can
be said that here, Medea is a symbol of all those Georgian women who choose
foreign over native. The woman who leaves her homeland for another country
is punished by committing the greatest sin in the world - killing her children,
because:

Who has found joy somewhere else, on a foreign land, / Why would they spare
you woman. / They said, if you are so beautiful, wise and good, / Why aren’t you
Greek then?! (Noneshvili 2007)

The act of a woman’s choosing a foreigner is perceived most painfully, be-
cause a woman is considered to be a man’s and the homeland’s property; hence,
a womans acting according to her choice is unacceptable for society. Such an
action is followed by betrayal and expulsion, which completely destroys her
reputation.

1.2 Woman representing two extremes - an angel or a demon; pure
or a seducer

Sandra Gilbert and Susan Gubar (2000 [1979]) contend that male authors
mainly represent women as two extremes — as an angel or as a monster. The
angel is an image of an obedient, conformist, passive woman, considered as
exemplary by society (such as an exemplary wife, a mother), whereas the mon-
ster represents a different, active, rebellious woman, who is unacceptable to
her society. According to these authors, the extreme dichotomy of a woman’s
nature also affects the way women view and describe themselves.

In the poetry of the reviewed poets, we observe the representation of
women at two extremes — as an angel or a demon; pure or a seducer.

Petre Gruzinski imagines a beloved woman as an idol, or icon. The per-
fect woman is represented as pure, but if she becomes the property of another
man, she loses purity in the eyes of the male lyrical character and turns into a
faded icon, a cracked idol who has lost her congregation. Love of a woman is
compared to faith, and loss of a woman to the loss of faith:
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You seem to me a faded icon, / a cracked idol, / Left forsaken / without prayers
and congregation... / Who dared? / Who did not spare you? / Who will come /
Instead of me, to pray to you? (Gruzinski, “The Cracked Idol”)

Murman Lebanidze in “You are of Great Sandro Botticelli” (1968) repre-
sents a woman as the cause of a man’s passion and his destruction; a woman
fills the lyrical character’s flesh with “unfathomable bliss”, gives him titanic
force, but eventually throws him into the abyss:

I want to shout: / - “A miracle! Look! A woman!” - / But it gets dark / and with
laughter, thunder and applause / Crushed flesh and bone / Rush / to the abyss.
(Lebanidze 1984, 387)

Shota Nishnianidze perceives woman as an object to watch from a dis-
tance, and compares her to an idol, a painting, which should be evaluated by
men:

If fate has turned a woman into an idol to worship, / the woman looks like a
picture to lovers. / A woman and a painting have one thing in common: / You
have to change the watching distance many times, / In order to evaluate them
correctly / And feel the beauty in them. (Nishnianidze 1970, 295)

In the poem “Why Have You Fallen in Love with Me, Me - Son of Man..”
(1968) Nishnianidze presents a woman in the image of an angel: “mural-like
face”, “heavenly soul”, “wings”, “heavenly crown” are the attributes, epithets and
metaphors that the author uses to describe the woman. The act of falling in
love with a man, which according to the author means to stop being an angel,
may imply the act of a woman’s making a choice that goes against the roles re-
inforced through the centuries. Thus, the man questions whether the woman

should leave the sacred world and enter the real, masculine one.

Why have you fallen in love with me, me - the son of man, / why have you
taken on the eternal sin? / Oh, angel, heavenly soul, / Where are your wings and
heavenly crown? (Nishnianidze 1988, 463)

Man is indirectly likened to God, and the act of a woman’s entering his
world is “an eternal sin”, which woman has taken on. Woman is responsible
for this sin herself and man does not take responsibility for the consequences.
If the woman denies her sacral nature by entering the man’s world, the man
warns her that he cannot give her anything in return, that this kind of rebellion
by the woman may have negative consequences for which only the woman is
accountable:
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Your mural-like face looks familiar to me, / your smile, heavenly soul, / why
have you refused angelhood, / what can I give you in return? (Nishnianidze
1988, 463)

Mukhran Machavariani’s poem “Woman” starts with a biblical narrative,
stating that paradise was lost because of a woman. Then the poem continues
with an episode from the myth of the Argonauts, which says that a woman is
to blame for the loss of the Golden Fleece. Woman is blamed for the problems
of both humanity and Georgians. However, then the author emphasizes her
positive traits, her value:

Nevertheless, / A woman gave birth to Jesus. / Nevertheless / A woman gave
birth to Rustaveli... (Machavariani 2006)4

According to this narrative, a woman is not valuable as a subject per se,
but as a means of reproduction. She is important as long as she gives birth to
important human beings, who are men.

1.3 Man as a subject and woman as an object; a woman as a part of wild
nature that needs to be tamed

Simone de Beauvoir’s main argument is that a man sees a woman as “oth-
er, stranger”. Man is perceived as a subject; woman is perceived as an object,
viewed in relation to man. Man is seen as primary, complete, transcendent;
woman is perceived as secondary, incomplete, immanent (Beauvoir 2009
[1949], 18). Beauvoir studies the literary works of several male writers in terms
of the representation of women, and concludes that each author depicts “great
collective myths” (ibid., 306). Beauvoir’s theory can be applied to analyze the
following tendency discovered in our research.

Konstantine Gamsakhurdia in the poem “Your Eyes Are the Color of the
Sea...” (1930s) poetically presents murder for the sake of a woman. The male
lyrical character of the poem is not only ready to give up plowing and sowing,
and to cross flooded rivers in order to get his beloved, but is also ready to burn
the woman’s house down and murder her husband. Threatening to commit a
murder for the sake of love is a clear expression of masculine discourse:

Your eyes are the color of the sea and you are like the sea yourself, / If you don’t
pity me and if you marry someone else, / I will give up plowing and sowing in
spring, / I will cross the flooded Chorokhi and Mtkvari, / I will let fire take away
your dwelling, let the wind take away your love, / And I will kill, traitor, your
caressed husband. (Gamsakhurdia, “Your Eyes Are the Color of the Sea...”)

4  Shota Rustaveli is a famous Georgian poet of the 12u century, author of the most famous
Georgian poem “The Knight in the Panther’s Skin”.
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Woman is perceived as an object here, whose feelings, love, wishes are not
important compared to the man’s feelings for her.

Petre Gruzinski in his poem “Spring Will Come” describes his romantic
feelings towards a woman, which end in this way:

Wherever I meet you, I will tear away your bluish dress, / If you don't get naked
voluntarily! (Gruzinski, “Spring Will Come..”)

In another of Gruzinski’s poems, “Oh, If I Could”, we witness a man’s pos-
sessive attitude towards a woman, his wish not to show his beloved woman to
anyone, his dream to cover the woman in a veil / chador, and he presents this
wish as “manly”, romanticizing the stereotype and reinforcing it:

Oh, if I could, on a night in Tbilisi / I would wrap a chador around your face, /
so that no one except me could see, / the tender beauty of your face. (Gruzinski,
“Oh, if I Could..”)

Simon Chikovani’s poem “The Second Dedication” (1927), is about a
man’s beloved woman, but the reader notices that the man’s feelings still play
the main role here. The main point is how a man - the subject, sees a woman
— the object. The woman’s intelligence, thoughts, feelings are secondary. Her
looks are most important, which the author describes in this way: “The body,
a flower, as if painted by Gauguin” (Chikovani 2010, 11). The man, the sub-
ject “carries the surprising feeling...” (Chikovani 2010, 11), and even though
nobody knows “what thought and charm awaits them”, he does not ask the
woman about her feelings. The man would like to know what the woman ex-
pects, but not enough to ask her to break her silence. The woman is the one
who “awaits” and not the one who talks about her desires, so the author leaves
the woman in silence, as an object of the man’s creation. The woman depicted
by the man is sacral partially or completely, unavailable, and even if the author
wished to save her from this role, he fails to do so, probably because of the
patriarchal environment of which he is also a victim.

I wish to come and caress you with love, / Maybe you also silently await this
feeling. / But what can I do, / you are heavy like my poem / and at the same time
/ unavailable like Tahiti. (Chikovani 2010, 11)

Giorgi Leonidze’s poem “Kivchagh's Date” (1928) fails to present the
woman’s complete image. We only know that her “..lips are as sweet as grape
syrup during the fermentation” (Leonidze 2008, 56). Her body is also attrac-
tive: “Let the lightning of your body burn me to ashes...” (Leonidze 2008, 57).
The reader has no more information about the woman’s looks, her spiritual or
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intellectual traits, her feelings or desires, or her attitude towards the man. The
male lyrical character, whose beloved woman is married, sharpens his sword
and chases her, creating the analogy of a hunting scene and increasing the per-
ception of the woman as an object:

I chased you through the steppes, / I dusted twisting roads, / I smashed the
locks of Mtskheta, / I wrecked the temples full of candles! (Leonidze 2008, 57)

The man is killed by the woman’s husband. Hence, in the poem, the wom-
an is perceived as an object which has to be hunted; the masculine discourse
is combined with the national narrative here, since the dying lyrical charac-
ter still does not forget to express patriotic spirit, poetical perception of “the
gorges of Kartli’s

Come, wrap your hands around my wound, / I no longer see you, I run dry of
blood... / Like vapor from a beef-pot, / fogs appear over the gorges of Kartli.
(Leonidze 2008, 57)

1.4 Self-representation of man as a poet

Gilbert and Gubar argue that male authors are characterized by a special
“masculine aggressiveness’, confidence; the perception of themselves as having
a mission as a poet, faith in establishing their name among the famous poets
and in the immortality of their name (1979, 552-575). Male authors see a poet
as a “divine ruler”, or patriarch (ibid., 212). Therefore, based on the term intro-
duced by Gertrude Stein, Gilbert and Gubar call the poetry by male authors
“patriarchal poetry” (ibid., 188).

The above-mentioned implication, that literature is predominantly a man’s
domain, that a man is transcendent, is observed in our findings regarding the
self-perception of the reviewed Georgian male poets.

Shota Nishnianidze calls himself a bard and perceives a poet to have a
special mission, whose calling is to incite the patriotic spirit or ideology in
people; to awaken conscience, spirit; bring back the memories of the past. In
his poem “A Mad Poet’s Monologue with Three Fabulas”, the author confident-
ly perceives himself as an artist, poet, the chosen one:

I was really crazy, I lost my mind for applause, / When I believed it was better
to make a name for myself, / I collected applause, clapping, / Waving hands,
screaming, smiles and mimicry, / And not only selected poets envied me, / But
also, the stars of the stage and circus clowns. (Nishnianidze 1988, 311)

5  Aregion in central-to-eastern Georgia.
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The author masterfully describes how a renowned, recognized poet per-
ceives the world and his readers; for him the world is a stage, and the readers
are spectators. The perception of oneself as chosen, selected, is observed in
many phrases or stylistic devices, such as - “What is a poet? / God standing
upside down” (Nishnianidze 1988, 311). “A poet perceives the world in re-
verse’, and people consider him crazy, so he should write “incomprehensibly”,
since “the crowd always mistakes incomprehension for depth” (Nishnianidze
1988, 312). A poet who has a paternal attitude towards the world is God’s co-
author. The poet travels in time, imagining himself as different historical fig-
ures, artists. At times, he travels in the ancient era, sneaking into the Trojan
Horse; at times, he is sly like Odysseus, encountering obstacles like him; some-
times, he is Gauguin on Tahiti and “paints women’s breasts yellow like melons”
(Nishnianidze 1988, 312).

In Nishnianidze’s poem “Creation’, it is interesting to observe the author’s
attitude towards his own creation. He has great confidence in his own creative
nature, describing the important moments from his life, people, his love and
closeness to them, nature, overwhelmed with the sense of eternity. Confidence
in his own words, text, mission, makes the poet the real creator, thus demon-
strating his own eternity and transcendence:

I'am the vine, / I have the sun for grape clusters, / I am a thick cornfield - / lying
against the arm of the wind - / burst out as corn and wheat... / It seems to me
that everything comes into me, / my body covered with all the buds, / all the
roots are drilling my body. (Nishnianidze 1970, 309)

Oh, great moment, where are you sent from! / At such a moment I join
eternity... (Nishnianidze 1970, 310)

The author is the subject, and he feels part of nature, as well as its creator,
its owner, or its patron. He has no doubt in his own words or text, because
his word and pen are his main tools, demonstrating his rule in the world of
literature and writing, which has been established as the masculine domain
for centuries:

Every leaf, / every bud, / every fruit — / I think all are my words. / I will join
them, / I will become part of nature / and the creator’s joy will fill my body.
(Nishnianidze 1970, 311)

In Simon Chikovani’s poem “The First Caption” (1954), the poet per-
ceives himself as part of that general spirit of poetry which existed even two
thousand years ago. The author also considers himself as part of the people,
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feeling and conveying his transcendence, eternity. He is confident in his mis-
sion and says that his personal deeds are part of the people’s lives:

I too, friends, come like this, / my song intertwined with the people, / my every
personal deed / is part of the people’s lives. (Chikovani 2010, 160)

The poet is convinced that death is transfiguration, transition. He knows
that his name will remain among humanity. He sees himself in the future, when
his youth will appear in someone else, find a song “worthy of the future”; he
will have followers, and his efforts will not have been made in vain. He believes
that his name will join the list of artists of national or global value.

I will not go down for the soil, / I will make my grave in the heart of a brother.
/ And like magnificent Meranis / Eternity will wait for me outside. (Chikovani
2010, 161)

1.5 The double-voiced discourse (as an alternative narrative) in the
works of the Georgian male poets

The double-voiced discourse observed in some examples of the male po-
ets can be related to the concept introduced by Showalter, as well as that in-
troduced by Gilbert and Gubar. Here, the dominant idea is on the surface,
expressed mainly by national narrative and masculine discourse, but there are
also implications; a hidden meaning that can be considered as part of an alter-
native narrative that Bela Tsipuria introduces.

In Shota Nishnianidze’s poem “The Amazons” the author depicts the
women who moved from the female world into the male, masculine one (Nish-
nianidze 1970, 45). “The cut off breast” is the symbol of relinquished feminin-
ity. The woman who enters the masculine domain becomes the one who sub-
jugates the wild world. The amazons do not bring their feminine nature into
the new world, but rather they lose it, and even though “they refused the male”,
they adjust to the masculine world created by men. This way, the amazons
become hunters, warriors, mastering “a bed for one night, drunk with enjoy-
ment” and “taming wild stallions..” (Nishnianidze 1970, 45).

The amazons are wearing the skins of hunted animals; “they are shouting
away the warrior tribes” (Nishnianidze 1970, 45), but the author makes it clear
that even though the amazons have managed to live without men, eventually
they will not be able to adjust to such a life completely, because they do not

6  An allusion to the poem “Merani” by famous Georgian poet of the 19w century, Nikoloz
Baratashvili, a representative of Romanticism.
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belong in it. Moreover, the amazons, the women who have invaded the male
world, are so dangerous and mysterious that they “make sacrifices to mysteri-
ous and dangerous Gods” (Nishnianidze 1970, 45). At the end of the poem,
their female nature still overcomes the amazons, female, “wild passion is trick-
ling down from one breast”, and eventually “their cut off breast grows again”
(Nishnianidze 1970, 45), which suggests that women’s entrance into the men’s
world is only temporary and superficial.

Double-voiced discourse can be detected in the poem. On one hand, ac-
cording to masculine discourse, woman is an object and cannot adjust to the
androcentric world, cannot become a subject in her own right. From another
perspective, the alternative narrative of the poem can be observed, according
to which a woman’s uniqueness is the reason she finds it difficult to fit into the
system that she herself has not created. Consequently, even if a woman tries to
become a full-fledged subject in the masculine world, she will not succeed in
doing so until she brings her femininity, her suppressed essence, into it, that is,
until her “cut off breast” grows again. Only by revealing her nature completely
and by making her voice heard can a woman become part of this world:

The beds look like islands full of hot wind / and the amazons grow their cut off
breast again... (Nishnianidze 1970, 45)

In the poem “My sisterly friend”, Nishnianidze describes a woman who
lives in the village and writes letters to the poet. She is unmarried and this
makes the author sad. On the one hand, the woman is viewed from the per-
spective of society, according to which a woman is valued predominantly in
terms of her marital status. Her happiness is defined according to these crite-
ria, whereas her spiritual side, her talent and needs, are less important. While
the author feels sad because of his friend’s loneliness, he also partly blames
patriarchal society for it.

Masculine discourse is seen in the attitude that a childless and unmarried
woman is viewed as unfortunate, since she does not fulfill her primary duty ac-
cording to the standards of society. In the words of Nishnianidze, this woman
is “a bird lagging behind”. According to the author, if his friend were more
carefree, frivolous, and silly; if she loved laughing and chattering rather than
logical thinking, then she would have a better chance of getting married. Man
and patriarchal society value light-mindedness and exuberance in a woman
rather than intelligence:

If only she had something frivolous, / Even if needing rebuke, / laughing and
chattering / instead of judgement — / She would get married too. (Nishnianidze
1988, 346)
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Another example of double-voiced discourse is presented in the part of
the poem where the author feels saddened by the fate of the childless woman,
and at the same time expresses his protest against the attitude of patriarchal
society which forbids a woman to have a child without a husband, outside
marriage:

I wish she had a child, even if without a father, / But what about the family,
the condemnation? / If not a child, who can relieve / her old mother’s sorrow!
(Nishnianidze 1988, 346)

Shota Nishnianidze’s “To Medea Kakhidze” is dedicated to the woman
poet. It is interesting to observe a male poet’s attitude towards a female poet
— here the female poet is perceived as less profound than a male poet. Medea
Kakhidze’s poetry is sincere and authentic, and for the author, “it has the scent
of violet and village”, but at the same time it lacks the depth of the transcendent
and unearthly poetry that emanate from the male poet:

Do not think this is a rumor / or a play of words: / your poem like a foal /
tramped into the town: / bringing violet smell and village scent, / it was
mischievous, naive and silly in a lovely way. (Nishnianidze 1988, 374)

Nishnianidze admits that Medea Kakhidze’s works impressed him, and
remain in his memories. He recognizes the poet in the woman, but fails to ac-
cept her as his equal, or as seriously as he would perceive a male poet. In this
poem dedicated to a woman poet, a paternal, didactic attitude is still felt:

Some of us lent her a sincere word, not fake, / we went to her and handed her a
line, like grass. (Nishnianidze 1988, 374)

The author illustrates the fate of a woman poet in a patriarchal world. Af-
ter marriage, she often has to sacrifice her talent and creativity for her family.
The author likens the marriage of the poet to her being kidnapped by a gigan-
tic creature from Georgian folklore — a Devi, and being locked in a fairy-tale.
The Devi kidnapped the amazon, made her into his housewife, and killed the
amazon, that is, the free poetic spirit, the gift of creativity in her. “You were
kidnapped by Devi, locked in a fairy-tale”, “You, an amazon of the Alazani,
Devi’s housewife” (Nishnianidze 1988, 374). These lines may be considered as
examples of alternative narrative and double-voiced discourse. However, this
protest is voiced in light of the attitude that children may replace creativity for
a female poet, and that she, unlike a male poet, has to choose between family
and the fulfillment of her talent:
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Of course, you don't have enough time to write poems anymore, / But your two
calves - two golden lines. / They hug you; they weep for you, / they call you to
play... / they lick your salty lines from your hand... (Nishnianidze 1988, 374)

In a poem dedicated to Ana Kalandadze (1977), Murman Lebanidze lists
several values of the poet and recognizes Kalandadze as his equal. This defi-
nitely catches our attention, since in Lebanidze’s many poems, poet and man
are in fact synonyms. We can express a hypothesis that the poem distinguish-
es and values the “écriture féminine” of Ana Kalandadze’s poetry against the
prevalent masculine poetry:

You have showed us / the exact topic of poetry — / the essence of the spirit, /
blue like the sky: / You reminded us of flower / us — nourished with blood, / You
wounded our hearts / with the highest virtue. (Lebanidze 1984, 180)

It can be said that in this poem, Lebanidze illustrates the exhaustion of na-
tional narrative and masculine discourse poetry from the real poetic spirit, its
esthetic impoverishment, hence implicitly recognizing the need for “écriture
féminine”.

2. Ecriture féminine in the Poetry of Soviet Georgia, as compared to Some
Outstanding Examples of Ecriture Féminine from North America

Another important question we posed, is how écriture féminine and the
alternative narrative in Georgian poetry during the Soviet Union refer to glob-
al modern and post-modern literature.

We can recollect Gilbert and Gubar, who argue that even though some
male authors were also characterized by “revolutionary” messages hidden un-
der the fagade, for women, hidden implications were not specially intended
gestures, but rather were based on fear. Hence, “locked into structures created
by and for men, 18th- and 19th-century women writers did not so much rebel
against the prevailing aesthetic as feel guilty about their inability to conform
to it” (Gilbert and Gubar 1979, 74-75). Gilbert and Gubar also contend that
women poets are significantly more modest than male poets in this regard.
They are characterized by anxiety, a sense of guilt, humbleness, self-hatred and
self-denial (Gilbert and Gubar 1979, 552-575).

We reviewed several poems by Ana Kalandadze, Iza Orjonikidze, Esma
Oniani and Lia Sturua, and compared them with some poems by Sylvia Plath,
Margaret Atwood and Maya Angelou. We identified five tendencies in our
findings.
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2.1 Patriotism and Religion

The patriotic theme discovered in the works of the women poets reviewed
here differs from the national narrative in the reviewed male poets. The patri-
otic motif is particularly noticeable in the poetry of Ana Kalandadze. Religion,
which is present in her poems as well as those of others reviewed, mainly has
the function of providing women shelter from the harsh reality.

Ana Kalandadze’s poem about David the Builder, significantly differs
from most poems about historical figures. The author does not emphasize the
battles; on the contrary, instead of depicting the “heroic deeds” of the great
king, the poet tells us about his spiritual side, his faith and remorse. Hence,
we can say that this poem conveys an alternative discourse within the national
narrative. Even if we consider the poem as part of the national narrative, it
is still free from the masculine discourse, whereas écriture féminine plays a
major role in it. The poem is an allusion to the King’s “Chants of Repentance”,
in which he asks for forgiveness for his sins. The author engages in a dialogue
with the King and presents him as “alive”, as her contemporary. The King is
portrayed as the one “possessing everything” and searching for spiritual peace,
emphasizing a side which is less known to the public, his inner nature:

Step your foot down on me / Step your foot down on my heart, all, / Show
your mercy... / The possessor of all of Georgia / I, David, wished, .../ Trample
the gravestone under your feet / with grape clusters.../ - King, what sin do you
have, so unforgivable... (Kalandadze 2009, 109)

The religious motif in Ana’s poetry can be interpreted as an implicit way
to express her protest against the dominant narratives, which represent the
temple of oblivion and sorrow. Here, “coming of mysterious light” is associ-
ated with the bell of homelessness and solitude. It is clear that the poet does
not have faith in this “light”, and the truth lies in a completely different place
for her:

Of homelessness, of solitude / they rang a bell / in a silent temple of oblivion /
and sorrow... / here again they recognize and await / with wordless waiting /
the arrival of mysterious light... /and I ... call for you - the supreme / among
the Supremes / I call for you, because... / the power of hope will leave me!
(Kalandadze 2009, 12)

The poet finds salvation in religion, she believes that the strength of the
spirit will overcome the night, and will bring them to the light.

7  Known as the greatest and the most successful king of Georgia, ruling from 1089 until his
death in 1125.
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Who will claim the icon / of disappearance? / Of disappearance, already / the
night comes... / No! / You will enter the house of light, - / Tell me someone, /
Hope will come again / because of the strong! (Kalandadze 2009, 28)

Resorting to the topic of religion can be considered daring in that epoch.
The protest expressed by the poet against the dominant discourse is natural
and in accordance with her feelings. The topic of religion, rather than being ex-
plicitly part of the patriotic spirit, is more used to emphasize the strength of the
female lyrical characters who sacrifice themselves for their faith. In this regard,
the following poems are especially important: “Nino Was Coming Through
Mountains” (1954) and “Queen Ketevan”s (1946). The historical and lyrical
characters of the poems have challenges in common - challenges that they
have to overcome in order to achieve their goal of reaching eternal salvation.
The author presents women who are not afraid of hardship because of their
strong faith and will:

Snow was lying on the mountains of Javakheti / and hurricanes were blowing in
the woods... (Kalandadze 2009, 108)

Nino was coming through mountains / and was bringing the yearned for vine
cross.... (Kalandadze 2009, 108)

The poem speaks of the femininity of Saint Nino, the challenging way of
a very young, fragile woman who preached Christianity in Georgia and who
“felt the sadness of the parent for a moment’, and in light of these circum-
stances, her firmness seems even more important. The same can be said about
Queen Ketevan, who sacrificed her life, enduring horrible torture for the sake
of Christianity, and yet did not give up her faith. The Queen’s gentleness, her
femininity, and at the same time the great strength of her character, disobedi-
ence, cause admiration. The poet stresses the contrast of the physical gentle-
ness: femininity on one hand, and a strong, unyielding character on the other:

Her hair was down, her head bent tenderly, / before death, she had blossomed
like the rose of Kartli... / She was praying... / When her lips uttered: / Never!
(Kalandadze 2009, 111)

They were burning her with fire / the unclothed queen, / the queen was
unyielding! (Kalandadze 2009, 111)

There is another aspect of alternative narrative within the religious topic
in the poem “In the Blue Mosque” (Kalandadze 2009, 89). It implies that it is

8  Queen Ketevan - Ketevan the Martyr (1560-1624).
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possible to perceive the truth with the help of a member of another religious or
ethnic group. In the poetry of national narrative, it is common to depict battles
with the Muslims, as “historical enemies of Georgia”. In this poem, people be-
longing to different religious and ethnic backgrounds try to find a common
ground; they stand above fighting and search for the way together, first of all
the way of spiritual salvation. The Christian woman perceives God this time
with the help of a Muslim woman, her “historical enemy”, an alien, in the Blue
Mosque, in Istanbul:

... Ayse Khanum / reads and explains, / what a Sura of the Quran / tells us: /
“Who you are searching for here, / What you are searching for here, / Close
your eyes, / It may even be inside you! (Kalandadze 2009, 89)

In Kalandadze’s “The Snake Is Praying” (1946), the snake, a symbol of evil,
is shown as positive and remorseful:

The cause of fear, it’s kneeling / the snake is praying...

Who will say now that it hurts people / the mysterious / Showing its spotty
body and / Sad eyes to the sun? (Kalandadze, “The Snake Is Praying”)

In the poem, the snake is presented as a woman, and it seems that it com-
bines the two images of biblical sin — Satan and Eve. The snake seems to refuse
the role assigned to it; by praying and dancing, it rebels against the dominant
discourse in which a snake clearly has the role of evil, seducer, the main cause
of humanity’s misfortune - just as a woman is often depicted.

This poem can be compared with the poem by Margaret Atwood -
“Psalm to Snake” In both poems, the authors try to see the snake in a new
light, and not in its image reinforced through the centuries. Atwood tries to
describe the snake realistically, rather than depicting its incorrect, false image.
At the same time, the perception of a snake here is not based on fear, but it is
a source of wisdom, cold-blooded but rational, perfect and even poetic. The
snake is prophetic and capable of doing the impossible. It is there even when
the speaker does not see it. The author does not mention the devil, sin or evil,
Adam and Eve, or religious concepts — those which a snake is mostly associ-
ated with. Alternately, the author associates the snake with poetry and, hence,
poetically describes its movements and actions. In this way, the author creates
a new language, a new discourse, deconstructs the existing image of a snake,

«r

and, hence, the poem can be considered as an example of “écriture féminine”:
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O snake, you are an argument / for poetry:
a shift among dry leaves / when there is no wind, / a thin line moving through
that which is not / time, creating time, / a voice from the dead, oblique
and silent. A movement / from left to right, / a vanishing. Prophet under a
stone.
I know youre there / even when I cant see you
I see the trail you make / in the blank sand, in the morning
I see the point / of intersection, the whiplash / across the eye. I see the kill.
O long word, cold-blooded and perfect... (Atwood 1987, 92)

Writing about religion in the Soviet period, conveying the feeling of unity
with faith and God, and as an implicit act of rebellion, like Ana Kalandadze,
was not unfamiliar to Esma Oniani either, for example, in the poem “The De-
scent from the Cross (by van der Weyden)” (Oniani 2010), which is a poetic
description of the painting by van der Weyden and an expression of the feel-
ings caused by it.

As Rene Kalandia puts it, Esma Oniani “is an uncompromising and genial
Georgian poet of the 20th century, who stands beside the great European poets
of the 20th century (R.M. Rilke, Vislava Simborska, Wizma Belshevitsa) with
her unique poetry (vers libre or conventional verse) and original analytical
thinking (essays, letters)” (Oniani 2010).

In the poetry of Esma Oniani, religion is not always seen from a positive
angle, partly represented as an accomplice of patriarchy against women.

Oniani’s poem “Inscriptions of the Vani Caves Monastery’, is about the
women who took vows as nuns against their wishes. Here, we see the emo-
tions of a woman without an option, unable to own her own life; others mak-
ing decisions on her behalf. The inscriptions discovered on the walls of the
church inform us about the lost voice of the women who had to give up their
loves, desires and passions. They implore God for peace, protection, and salva-
tion, because the world, patriarchy, has doomed them, like many other women
throughout the centuries.

The author lists the worldly, human passions which these women have
to forget, since this is what the patriarchal environment demands from
them:

Forget the fatal pleasure of sight, — / The taste of diverse harm and kindness.
/ Forget the wide roads, leading far away, / Forget walking, the straight steps.
/ Forget the high talent of open hearts — / Of indefinite love and faithfulness.
(Oniani 2010)
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Even though the women mentioned in the poem ask God for solace, the
author realizes that the sacrifice made by the women is utterly in vain, futile
and aimless, and the real meaning of life lies in worldly passions.

There is a hearth of extinguished, faded eyes, / what an aimless, futile death
begins... (ibid.)

In Maya Angelou’s work, religion is also important, and there are mul-
tiple poems dedicated to it, such as “Just Like Job” (Angelou 1994, 172); “Sav-
ior” (Angelou 1994, 250). In the poem “Our Grandmothers” (Angelou 1994,
253-256), religion is a shelter for the main character, who turns to God as a
savior. Even though there was no sign on the temple door, no greeting for “the
black grandmother”, she was still searching for God as her only supporter in
this world. The author talks about the injustice and oppression which black
women still have to go through, because history has taken its toll on the pres-
ent as well. However, the poem ends with an optimistic and encouraging note:

Centered on the world’s stage, / she sings to her loves and beloveds, / to her
foes and detractors: / However I am perceived and deceived, / however my
ignorance and conceits, / lay aside your fears that I will be undone, / for I shall
not be moved. (Angelou, 1994, 256)

Unlike Ana Kalandadze and Maya Angelou, in whose works religion and
God are always on their side during hard times, in Sylvia Plath’s poem, God
and Lucifer both represent the patriarch, the symbolic that restricts freedom
for her, putting pressure on her creative nature. “Herr God” and “Herr Lucifer”
both represent patriarchal society. Sylvia Plath’s protest is more open, more on
the surface, than Kalandadze’s covert rebellion. She does not have anyone on
her side, she is alone, but she is still trying to be strong:

Herr God, Herr Lucifer / Beware / Beware. / Out of the ash / I rise with my red
hair / and I eat men like air. (Plath 1965, 9)

2.2 Nature - a harmonious companion, rather than something to
subdue

As mentioned above, a garden and nature have often been presented as a
shelter and source of harmony for oppressed women - a tendency observed in
literature as well as studied by feminist literary studies. This tendency is also
observed in the poetry of the female poets analyzed in this article.

Nature in Ana Kalandadze’s poems is a friend, companion, interlocutor
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of the author, helping her to perceive the inner self. In the poem “To the Sea,
Caressing, Humming...” we witness such a relationship with the sea. The sea
is compared with a tiger, but even this word does not have a masculine con-
notation; just the opposite, it is used to convey a generally “non-masculine”
action - trembling:

To the sea caressing, humming / I was asking for peace, / it stood before me
- mesmerized - trembling like a tiger, / to the sea, humming, I was asking
for joy... / it licked my hand and with its eyes / was asking for the same!
(Kalandadze 2009, 60)

A woman and nature, standing separately from this world, speaking the
same language, understand each other. But this union with nature is not “a
woman as part of nature” from the masculine perspective. On the contrary,
here we see gentleness, sophistication, peace. For woman, nature is free and
she also finds her freedom in harmony with it, as with an equal.

In the poem “I Will Fly Down, Lilac...” the author conveys her harmony
with nature. By comprehending nature, the author also reaches her own inner
world; she sings to free nature:

Look, the sky is blue, / very blue, endless... / White clouds have mixed with the
sky, / how could the sky hide its sadness? / I will fly down on your blue twigs, /
I will fly down, lilac! (Kalandadze 2009, 61)

Endless sky is a metaphor for the author’s inner world, which she per-
ceives in parallel with perceiving nature, and thus widens her perception of
the world.

Similarly, Maya Angelou in “Woman Work” presents a landlady telling
us about her work, duties and plans, her conversation with nature as her only
companion. The woman has a lot to do at home as well as outside: she has
to take care of the children, mend clothes, mop the floor, buy groceries, fry
a chicken, feed company, dry a baby, weed a garden, press shirts, dress chil-
dren, cut cane, clean up the hut, see to the sick, pick cotton. The tired woman
finds relief in nature, and asks the sun to shine on her, asks the rain to rain on
her, and dewdrops to cool her brow. She even asks a storm to blow her away
and let her float until she can rest; she asks snowflakes to cover her with cold
icy kisses. Here, like in many of Ana Kalandadze’s poems, we see harmonious
communication and a deep relationship between woman and nature. The final
part of the poem reminds us of Virginia Woolf’s “A Room of One’s Own”; the
lyrical character of the poem has no property of her own, her own space, and
she, like her duties and activities, belongs to someone else — she is someone
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else’s servant. Therefore, the only thing she “owns” is not her material prop-
erty but her only real companion - natural phenomena such as the sun, rain,
mountains and ocean. Hence, we can draw a parallel with Ana Kalandadze’s
above-mentioned poems, in which nature plays a big part and has the role of
woman’s companion and her source of harmony:

Sun, rain, curving sky / Mountain, oceans, leaf and stone / Star shine, moon
glow
Yowre all that I can call my own. (Angelou 1994, 153)

2.3 Depiction of a Woman’s State in Patriarchal Society, Perception of
Women by Men and Society, Woman as an Object

Another important representative of the female voice in the poetry of the
Soviet period is Iza Orjonikidze. Her poem “You Want a Woman...” (Orjoni-
kidze 2009, 259-260) addresses society and criticizes it because of the demands
it makes on women. The author expresses her concern that if they don’t meet
these criteria, women are not considered real, respectable, worthy. The author
emphasizes the double standards according to which a woman is expected to
be, on the one hand “beautiful, soft and tender”, peaceful and obedient, and
on the other hand, “..with a strong will, intelligent, / educated, honest hearted,
one who endures suffering...” (Orjonikidze 2009, 259-260). She always has to
be beautiful, but at the same time she has to be hard-working, a good house-
wife, the pillar of the family, “brave, trustworthy, everywhere, the guard and
protector of faith, customs”.

You want, you want, to see in your chosen one, / the good of worthy mothers
of all times, / you prefer a silk handkerchief to a cotton one, - / you want her
to be like Ketevans, and cook your dinner, too... (Orjonikidze 2009, 259-260)

The author lists the traits that society requires from a woman, because
“this is what a man and a father want”, and what the past dictates. She protests
that “the husbands of the future” ask from a woman to be “the shining ideal’,
not to reflect fatigue from mundane duties, but to be “tireless from carrying
the load of centuries”. The author shows that in her time, a woman has many
“manly” duties, “wearing chain instead of silk”. Most men have the ambition to
have a high position in society, regardless of their merit, whereas many women
have to give up their dreams due to men’s demands and family circumstances,
despite being highly qualified:

9  Queen Ketevan - Ketevan the Martyr, (1560-1624).

82



Tamar Amashukeli. Representation of Women and Gender Roles in Georgian and...

Why don’t you say that a man is no longer like a lighthouse?! / Why don’t you
shout, why don't you ring the bells?! / A man has closed the door to your dream
/ and awaits only certificates of excellence! (Orjonikidze 2009, 259-260)

The poem ends with a calling for the Georgian woman not to listen to
“the toast-master of the feast”, not to follow double standards, according to
which a woman is in theory glorified and valued (for example in toasts), while
in real life, her condition is quite difficult. Hence, the author again reveals the
common dichotomy of a woman’s image, recommending women to “be the
mirror of soul for men’, to expose him and patriarchal society, to make them
look in the mirror and confront the gender stereotypes, double standards and
injustice.

We can compare the poem with Maya Angelou’s “Still I Rise” (1978). The
poem is also written as a form of address to society, first of all men and all
those reinforcing gender inequality and stereotypes. The poem depicts how a
woman, her creativity and free spirit that have been oppressed for centuries,
are now gaining momentum. Since the poem is not only about an oppressed
gender but about an oppressed race as well, it resonates well with Spivak’s the-
ory of “subaltern”, according to which in colonial society a woman’s voice is
heard even less than elsewhere. Angelou makes it clear that women’s history
was written by others:

You may write me down in history / with your bitter, twisted lies, / you may
trod me in the very dirt / But still, like dust, T'll rise. (Angelou 1994, 163)

The lyrical character of the poem is a woman who seems to have risen
from the dead and gained her freedom. She calls the gender inequality and
slavery “huts of history’s shame”, and “a past that’s rooted in pain”.

You may shoot me with your words, / you may cut me with your eyes, / you may
kill me with your hatefulness, / But still, like air, 'll rise. (Angelou 1994, 163)

Both poems, the one by Iza Orjonikidze and the other by Maya Angelou,
are about a woman who has survived, triumphantly letting the whole world
know that she has gained awareness about her oppression, and the time has
come when she will stand for herself and others.

Another very important representative of Georgian poetry, Lia Sturua,
managed to make free verse an integral part of Georgian poetry, although at
the expense of a great deal of undeserved criticism (Lobzhanidze 2013). It can
be said that the work of Lia Sturua, in form as well as content, is a kind of rebel-
lion, an expression of alternative narrative and écriture féminine. It is true that
when Lia Sturua entered the arena of Georgian poetry, the era of Soviet repres-
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sions was over, but at that time it was still hard for a writer / poet, especially
a woman, to go against the dominant narrative, to be different — which is not
easy even in modern society.

The poem by Lia Sturua “Anatomical Theater”, can be compared to “Lady
Lazarus” by Sylvia Plath. Plath depicts her existence as the exhibition of her
body and soul before patriarchal society, which possesses her body, dismem-
bers it, perceives a woman as an object and separate parts and not as a whole,
full-fledged human being. In Plath’s poem, society is a doctor, God, and Luci-
fer, entirely possessing a woman’s body and treating it as it pleases. Likewise,
for Lia Sturua, society dismembers the creative woman, considering itself as
her owner, or patron, and this process of discussing and possessing women’s
bodies and souls by society is like being in a theater, visible; like for Plath, soci-
ety is “the peanut-crunching crowd”. The counterpart of Plath’s “Herr Doktor”
is the surgeon in Sturuas poem. The author tells in an interesting and graphic
way how the environment treats the lyrical character, her body and soul:

Oxygen was removed from one lung, / from the subconscious - pornographic
material, / So called “heart strings / Were replaced with left veins, / The kidney
was also taken just in case, / It does not matter for a surgeon / Whether he cuts
a pebble or an emotion... (Sturua, “Anatomical Theater”)

After such treatment, the victim woman, the writer, is left with neurosis
(which was not unfamiliar for Sylvia Plath either), like a Trojan Horse sent
by cruel society, and the woman stands completely alone before it. The poet’s
spiritual illness, caused by society’s attitude, is often romanticized, and the real
reasons are rarely looked for, as Lia Sturua also points out:

What are you left with? / Neurosis - the Trojan Horse... / ...they will strangle
you so beautifully / And sweetly, as if / You accidentally choked on sugar...
(ibid.)

2.4 Critical Representation of Gender Roles and Stereotypes; Difference
and Protest

In “The Gypsy Woman” (1946), Ana Kalandadze presents a woman who
does not fit the stereotypical female images that male poets have created. The
gypsy woman is neither an angel nor a demon, neither pure nor impure, nei-
ther a fairy nor a wicked witch. However, the author still illustrates the sad re-
ality of the patriarchal world, in which a cheerful and beautiful woman attracts
men only with her looks, and being the object of their desire, she becomes the
object of their anger and discourtesy when they cannot own her:
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And what a woman?! To be carried on one’s palm... / what eyes?! Catching
thunder fire... / Gypsy woman, like the stars... / they looked at her... and they
cursed her creator... (Kalandadze 2009, 52)

For the sailors, she is the object of passion, but the gypsy woman does not
comply with the role assigned to her - she protests the masculine world, and
she faces the sailors” “attacks” bravely, and even answers them:

She will walk by the sailors provocatively, / they will tell her... and she will tell
them indecently too... / a sailor will lock her way with open arms: / - Kiss me only
once, beloved! (Kalandadze 2009, 52)

A gypsy is not only a woman, but also a representative of an ethnic minor-
ity. Hence, she is not an exemplary image of a Georgian woman, as observed
in the poetry of the male poets reviewed above. The author does not depict
a Georgian woman and her duties before the family and homeland. A gypsy
woman is an individual, with a unique character, emotions, and her own way
of protest. Most importantly, she is not secondary to man. Even when classed
as an object for men, she remains a subject too, who acts according to her own
decisions.

The gypsy woman has reasons to cry, but she faces the obstacles of life
bravely and cheerfully. This attitude is also her shield; her carefree posture is a
covert rebellion against the established gender stereotypes, against fitting the
widespread, accepted image of a woman:

This tiny doctor of love, / you think she worries, makes her eyes red with tears?
/ Cheerful, bear-footed gypsy woman / walks down the port coast, whistling...
(Kalandadze 2009, 52)

According to the perception of the sailors and society, the lyrical protago-
nist fits into the common, stereotypical dichotomy of a woman, she is both «to
be carried on one’s palm” and seductive, but in the hidden meanings of the text
we can read her true feelings and perceive her individuality, uniqueness, which
implies double-voiced discourse and alternative narrative.

Margaret Atwood’s “Ava Gardner Reincarnated as a Magnolia” (1995),
can be compared with Ana Kalandadze’s “The Gypsy Woman”. Both poems
depict the state of beautiful women in a patriarchal society. However, in this
poem by Atwood, the depiction of the harsh reality is much more acute and the
woman’s feelings and protest much more bitter. The author describes the tragic
fate of a pretty woman, always perceived as an object of sex by men, whereas
among women she often causes envy and judgment, rather than solidarity:

The men wanted to nail / me in the trophy room, on the pool / table, if possible,
the women simply to poke / my eyes out. (Atwood 1995)
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The patriarchal society deprives the lyrical character of confidence. In this
world, a beautiful woman has two alternatives: either she has to be frivolous,
only the object of sex, or the other extreme - to be manly, masculine, revenge-
tul, strong. The lyrical character complains that they build statues to mascu-
line, powerful men, and sometimes women, and they stay in history, but a
question is posed: Does she want all this? According to the lyrical character,
a woman’s body, a flower, even the trivial joy or sadness of ordinary people, is
sacrificed to the things valued by society - to statues and monuments, which
in reality are made of just iron or copper. The lyrical character is a victim, a
flower trampled by society. She misses the ordinary and simple components of
being a human:

Cheap perfume between / the freckled breasts, would have been better / than
all their history, the smudged / flags, dry parchments, layers of dead bone / they
find so solemn, the slaughters / they like to memorize, and tell / their children
also to pray to / here, where they hate bouquets... (Atwood 1995)

Esma Oniani presents a strong and willful woman in her poem “*** (King
Vakhushti had an acquaintance)”. Here, we can easily observe the author’s
thoughts based on her experience, which cannot exist independently from the
author’s gender.

According to Simone de Beauvoir, a woman is assigned three main roles
- wife, mother and “entertainer”. By perceiving herself as she is perceived by
men, a woman reinforces her own subordinate state. “Men’s economic privi-
lege, their social value, the prestige of marriage, the usefulness of masculine
support—all these encourage women to ardently want to please men. They
are on the whole still in a state of serfdom. It follows that woman knows and
chooses herself not as she exists for herself but as man defines her. She thus has
to be described first as men dream of her since her being-for-men is one of the
essential factors of her concrete condition” (2009 [1949], 189).

We can consider this poem by Esma Oniani as a rebellion against the ste-
reotypes mentioned above. The lyrical character’s stubbornness, strong will,
pride and strength may be caused by the fact that she has always felt herself a
victim, oppressed not because of her personal traits but because of her gender,
often stereotypically considered by society as “the weak gender”:

King Vakhushti had an acquaintance, / Even though hed never met her, still an
acquaintance - / This was a woman, called Esma, / Who said all the time: / “I
know this, I learnt this” / King Vakhushti became interested, saying / “Bring
me the woman Esma”. / They came, and Esma stated: / “I am pleased by this
attention, / But I will not take a step anyway. / I've taken a nap with one eye, /
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The other one wishes to sleep now. / I will come by myself, no need to say / Now
this and now that. I am late even to the King, this is who I am - Lady Esma.
(Oniani 2010)

Esma - an image of an independent and strong woman, who is King
Vakhushti’s acquaintance but has never met him, can be considered as a hid-
den, unknown side of a woman; an unexplored land which society fails or
refuses to see, yet one which the author implies exists, and which is both pow-
erful and important. Esma’s refusal to visit the King means that woman does
not impose her strength on anyone, that it can be silent too; her strength and
talent do not have to scream, because this talent is different, focused on inner
strength rather than physical; it is an inner female voice, suppressed by the en-
vironment, but important and accountable, raised by a woman when she wants
to, and not when she is ordered to.

Esma, who visits no one, not even the King, is the subject, is wise. In gen-
eral, stereotypically, a woman is more associated with physical beauty, tender-
ness, subordination. At least, that is one extreme side of a woman which is
perceived by society as acceptable, positive, and which Gilbert and Gubar have
discussed (Gilbert and Gubar, The Madwoman in the Attic). The poem’s lyrical
character breaks this stereotype. While she is not an acceptable woman to soci-
ety, she definitely manages to surprise it. However, she is neither the other ex-
treme - she is not a demonic, seducing woman. Although Esma is disobedient,
there is nothing tragic, mad or demonic about her. She reaches her difference
and rebellion naturally, and evokes sympathy in the reader by her positivity,
lightness and humor.

Lia Sturua’s poem, “Mother made me as an ordinary tenant”, focuses on
the difference between the poet and her mother, and thus, generally, from the
women of the older generation who thought it incredible for a woman to raise
her voice, to create, to be a poet. Writing and poetry was considered a man’s
domain first of all, and Sturua once again expresses the feeling of being part
of this environment, conveying what it means to go against not only patriar-
chal society, but also against your mother and other women, who may not be
the creators of the patriarchal discourse, and who may even see its injustice,
but at the same time fail to oppose it. Being different is destructive for the au-
thor’s mother and other women, and, therefore, they refuse to hold the flag of
rebellion, to go against the dominant narrative, be it the Soviet Union or the
patriarchal society. They go with the flow and they do not welcome the protest
and activism of other women, especially their own daughters. For them, this
activism is unfamiliar, or they may avoid it because they want to protect their
rebellious children:
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My mother made me as an ordinary tenant, / How could she think of me
being a poet! / This is what I thought / Of dressing madness with words, / For
her childhood, when / Her parents were being killed / And she was hiding in
the tall cornfield, / She preferred to be an insect, an ant, / Identified with the
environment, / Rather than being an upright human,

Even if with a green corn flag in her hand, / A flag is a challenge! / Being
different - destructive! (Sturua, “Mother made me as an ordinary tenant”)

The main mission of a poet is presented as rebelling against an unfair en-
vironment, and Lia Sturua realizes this mission very well.

No matter how hard it is for the poet, personally or due to established so-
cial roles, she is ready to endure everything in order to carry out this mission;
to hold the flag in her right hand and in the left — “a heart attack”; she is ready
to address the fears of her mother, her generation, all those oppressed and
treated unfairly, with words; to fight for them in order to change the reality,
even if they run from her and become alienated:

This is why I wanted to dress her fear / With words. / In the end she escaped
even from me to the shade, / From gloss, from unrhymed metaphors, / She
wanted all the good for me, / But she didn’t know, / If I remove a nail from my
head, / I will immediately die... (ibid.)

In Lia Sturua’s poem “Improvisation” the action takes place in a concert
hall, which can be considered as a metaphor for life. The men are dozing, and
their wives are critically observing each other, making sure that none behaves
in a way that does not fit the gender role accepted in society, to cause the re-
sentment of their husbands:

The women observe each other — / What if one of them crosses the boundary, /
To put sugar on the shoulders / And put the head directly on the collar bones,
/ From which grows the red rose of impulses / And their husbands / Dozing,
slothful and lazy men / Will cut out / Silhouettes of round and purple hearts /
And will throw them on the hall floor... (Sturua, “Improvisation”)

The dozing husbands dream of “a porcelain model of a faithful wife...”
and, here, we can remember one of the main theses of feminists, according
to which a man, and patriarchal society, for centuries have seen and still see
women existing as in their imagination - obedient, the ideal housewife, moth-
er, etc., rather than seeing the real image of a woman. In the concert hall pre-
sented in the poem, not only men but even their wives represent patriarchal
society, which means that it is not the gender but the dominant discourse and
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the attitudes towards the stereotypes which matter. Here, not only do men see
women according to certain, standard stereotypes, but women also see men,
in this case their own husbands, likewise — according to standard, masculine
roles:

Men are dozing with dignity and beautifully, / Dough poured in a bronze
mould, / Which the women compare with / Boiling lava / As required by the
etiquette / of a once warring nation. (Ibid.)

Only the author sees the reality as it is, sees that the men who “are doz-
ing with dignity and beautifully”, are in fact “slothful and lazy men” (ibid.).
Therefore, the author not only depicts the reality, but also presents a rebellious
female protagonist who infuriates the rest of society. The lyrical character is
not molded according to an image acceptable to society, but is free from ste-
reotypes, irrelevant to the standard images existing in the minds of others.
This woman is neither an angel nor a demon: she is real, “molded from clay”,
“without wings, entirely naked, / a rose made / not from porcelain, but from
red pellets of blood..” (ibid.). She is so different from other people that against
their background she is like a miracle, and because they do not understand
her, she provokes fury “in their heads intoxicated / with custom and vodka /
and the bodies bound with velvet rims...” (ibid.), and the men and women are
screaming: “Stop the music!”. The woman, who is real and ordinary and does
not belong to an extreme, is perceived mystically by society, which makes the
orchestra, meaning events, obey her will. This is what makes the author flee
from such an environment and the people who fail to understand her, fail to
see her real image, because she is not like them, is not like “dough in a mould”,
so she is the reason for their anger and animal impulses:

And because I am the only one left for them, / Made not from porcelain, /
But from ordinary clay, / They think that this orchestra, / The best in my life, /
Obeys my secret will... (Ibid.)

2.5 Attitude to oneself as a poet

Ana Kalandadze, presumably because of her uniqueness, faced great
criticism. There may be different opinions about the reasons for her difference
— whether it was naturally based on her femininity, and consequent modesty,
tenderness, and fear, or whether it was a deliberate protest, the aim to be “not
loud”, not resembling the majority of poets, who could much more easily get
recognition and a poet’s status because they were men. Both opinions may be
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true and interconnected, but the fact is that Ana is the most famous Georgian
woman poet; one who managed to stand beside male poets, to be important
and outstanding. Manana Kakabadze recollects:

As soon as she appeared, Ana’s name acquired such brilliance that before her,
the writers’ organization serving the dark regime bowed. (Kakabadze 2008, 9)

Attitude to oneself as a poet is seen in the poem “What am I? T am a Flute!”
(1945), where Kalandadze uses a “flute” as a metaphor for a poet, which the
wind blows and makes sing. Here, modesty, rather than any special mission, is
emphasized. A woman poet, who is likened to a flute, is under constant pres-
sure by a patriarchal society of “the irrational™:

Grown in the wind, then cut / by the irrational / winner of hearts with a
charming voice / I sing to the valleys... (Kalandadze 2009, 48)

The wind, nature in general, is spiritually related to the poet, her craft.
However, she has to fight to establish herself, to prove her talent. She is “a little
woman” in the eyes of society, not perceived seriously. Despite the tears, she
still fights, she does not give up, asking her friend - the wind, to fill her with
strength, to enable her to prove herself:

But... look at the judgment / of this world: / You will tell me - little woman, you
are wrong! / Give me strength, — wind, let them see the power / of my feeling!
(Kalandadze 2009, 48)

Ana Kalandadze is not concerned with her glory after death because she
still has to fight to have herself taken seriously while she is alive; to be taken
as a poet.

Perception of oneself as “little” in patriarchal society is also presented in
the poem “I Am a Little Twig” (Kalandadze 2009, 50). We can draw a paral-
lel with Emily Dickinson, who, according to Gilbert and Gubar, “insistently
described herself as a tiny person, a wren, a daisy, a mouse, a child, a mod-
est little creature easily mastered by circumference and circumstance” (Gilbert
and Gubar 1979, 587). Anass lyrical character is a “bird-like, tiny twig”, stirred
by the wind and deprived of blossoms. In this poem, the wind and snow have
a different connotation - they represent the dominant discourses, criticism
towards women and their creation. Hence, feeling so little, the poet implicitly
asks God for help, since considering Kalandadze’s attitude to religion, in “the
gardener” she implies God as the one who helps all those oppressed and os-
tracized:
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The wind stirs me and takes away my blossoms, / it will pick a blossom, and
take it to the field... / Fondle me, wind, don’t be strict: / I am little, I need caress!
Gardener, don’t leave me alone, / I am scared, I am a tiny twig! (Kalandadze
2009, 50)

This poem can be compared to Sylvia Plath’s “Lady Lazarus” (1965), in
terms of self-perception of the woman poet. Lady Lazarus can be understood
as an artist woman’s fight against patriarchal society, which perceives her as an
object and not as a subject or creator. Just as the wind stirs the twig and takes
away its blossoms in Kalandadze’s poem, in Plath’s “Lady Lazarus”, the crowd
takes the lyrical character’s body and accessories apart, failing and refusing to

perceive her as complete:

Ash, ash— / you poke and stir. / Flesh, bone, there is nothing there... (Plath
1965, 8).

Since society suppresses the woman poet’s voice, interfering with her pro-
cess of creation, dying is the only way left for her to express her creativity.
Through dying, she continues to express her protest:

Dying is an art, / like everything else. / I do it exceptionally well. (Plath 1965, 7)

Margaret Atwood’s “This Is a Photograph of Me”, is mainly about wom-
an’s lost voice. The photo described in the poem is a metaphor for the story
told by our society about women. The photo “was taken some time ago” - the
author does not specify the time, which suggests that woman’s condition was
established throughout the centuries. Atwood puts the most important part
of the poem in brackets, illustrating how diminished is that what matters. The
author shows that woman’s story has been created by someone else. Therefore,
the photograph is blurred, distorted; not reflecting the reality, but rather the
story as perceived by others, by men and society:

(The photograph was taken / the day after I drowned. / I am in the lake, in the
center / of the picture, just under the surface. (Atwood 1998, 16)

The woman cannot find her place, since society, in this case the lake,
blocks the way for her. The trees, branches, are also unclear and are only seen
after close observation. Ana Kalandadze’s poetry is similar, with lots of impli-
cations, where the woman and her protest are not clearly seen but still feature
at the center:

It is difficult to say where / precisely, or to say / how large or small I am: /
the effect of water / on light is a distortion / but if you look long enough, /
eventually / you will be able to see me). (Atwood 1998, 16)
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The poem can be linked with the “peaceful” way of writing that Ana Ka-
landadze has. In this peacefulness, we see protest, rebellion, hidden female es-
sence; confidence which does not shout, being not on the surface but needing
to be discovered. This is the covert confidence of a female poet, perceived as
an object in the patriarchal world, nonetheless asserting that she is the poet,
creator. She does not need to assert this “in a masculine way”, because she has
her own, different, feminine voice, which the world has to try to hear.

Esma Oniani’s poem “(**My Room)” highlights the importance of her
own room, one’s own space as a woman, especially as a creative woman, as the
precondition for independence. Both the poem’s aesthetic form and its content
are unconventional, which emphasizes the different nature of the poet, her free
spirit, creation free from the accepted structure:

My room / Jujube-colored walls / Rustle redly in the setting sun. (Oniani 2010)

Oniani clearly expresses her feeling of self-difference, and despite being
a woman, she has an obvious sense of poetic mission, the feeling of reaching
eternity. She knows that she is not like everyone else, not like the majority,
and her originality, the images depicted by her, are incomprehensible to most
people, perceived as “drunkenness and death’”, that is, rebellion. It is this rebel-
lion, the difference, that is “her own room”; that independence, which Virginia
Woolf depicted for us, as the main precondition for a woman to spread her
creative wings.

And the white unity of my arms / Is now received as drunkenness and death, /
This is the show we perform now / With the images bound by me. (Ibid.)

The abundance of colors in the poem grabs our attention, as if the author
not only tells us about the room but also paints it. Esma Oniani’s creative na-
ture is expressed in the poem to the greatest extent, and she appears before us
as the poet, writer, painter. The author wants the reader to imagine the picture
of her room she is painting as clearly as possible, “Jujube-colored walls rustle
redly in the setting sun”, “the guest’s head, black chrysanthemum”, “yellow silk’,
“Mamadaviti’s white piece” (ibid.) - the author informs us about the color of
each item, not only to depict her room as realistically as possible, but also to
do so in a different way, with unconventional images and metaphors. In doing
this, she portrays her world. Everything in this world is unusual, on the brink
of real and unreal. The guest of the lyrical character, her friend, who feels at
home here, “rising from the sofa, hands resting lazily” (ibid.), can be perceived
as the creative spirit, which is incomprehensible, like the author, and we can-
not see its nature clearly, which is divine - “the friend’s head - lighting up / as
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yellow silk’, demonic - “it will suddenly roll its black eyes on my neck”, and
mysterious — “redness lay to the corner of the wall’, and at the same time, very
realistic and human:

The throat is startling, the mouth is drying, / awkwardly leaning / the clavicle
burning like a white candle. (Ibid.)

In her room, her world, woman feels like the master-patron, the real cre-
ator, and in the connection between the author and her guest, we observe free-
dom, harmony, passion and creative access to the diverse, mysterious force.
In Oniani’s creation, it is especially interesting that she does not impose her
thoughts upon the reader, and does not contend that she has the skill to access
the truth. The author seems to present only hints, alternatives for the reader,
providing maximum freedom of interpretation, reflecting the free nature of
the author.

This great freedom is also reflected in the poem “Esma”, where the author
introduces herself to the reader, talks about the power of words, and says that
she, as the author, is seen in her words, that the author is free to interpret and
the reader’s task is to recognize and read Esma, rather than the author’s task
being to present her creation from only one angle. It is up to the reader how to
read the author and what feelings and attitudes her poetry provokes:

Now you think - / What is it that tells us about Esma? / You feel either approval
or rejection — / Which one is Esma? / This is “Me” before you, / Risen, spread
in my words / My soul is the proof, the unwavering companion. (Oniani 2010)

The author’s feeling of eternity, and to the unworldly, is obvious, but the
author here is not the preacher of the truth, and she not only perceives her-
self as a free creator, but also considers the reader as her equal, and provides
freedom of interpretation. Here is probably the greatest difference between the
work of Esma Oniani and the male authors representing the national narra-
tive reviewed previously, whose works mostly reflect the perception of a poet’s
almost exclusive access to the truth.

Conclusion

Many of the reviewed poems belonging to the national narrative culture
are characterized by masculine discourse, and, if we look at them in light of
Simone de Beauvoir’s concepts, “collective myths” are reflected, and reinforced,
in this poetry. Several tendencies are observed in the poetry of the male poets
reviewed. They represent man as the subject and woman as an object - a part
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of wild nature that needs to be subdued. Woman is represented as a symbol
of homeland, mother of fighters for that homeland, the generator of patriotic
spirit; she is dichotomized in two extremes — as an angel or a demon, pure or
a seducer. Male poets perceive and portray themselves as transcendent, great
creators, having a special mission. However, double-voiced discourse is also
observed in the poetry of some male representatives of the national narrative
poetry. There are some expressions of concern over the fate of women in a
patriarchal society, and, furthermore, in one dominated by another country.
The need for a female voice in poetry is also presented to some extent. More
often, national narrative poetry revives patriarchal aesthetics, images, and ste-
reotypes, verbalizing them in poetic form. Such images, materialized and ex-
aggerated by society, have an influence on our social life even today.

The tendencies prevalent in the reviewed poetry by Georgian men can be
interpreted as Georgian men reclaiming their land, and their women, captured
by Russia and predominantly by Russian men. As soon as they were given
the relative freedom and opportunity, Georgian men, in their poetry, started
to focus on depicting themselves, and Georgian men in general, as extremely
masculine, fighters, subjects, and patrons of their homeland and their women
— which was their protest against the way they saw themselves, the Georgian
land and Georgian women depicted in the Russian literature of the previous
epoch and during the contemporary historical processes in general. The na-
tional narrative and masculine discourse prevalent in the poetry of this period
(post-World War and post-Stalin era), may be regarded as a kind of hybrid of
the national, patriotic motifs born in the Soviet-dominated Georgia and also
propagated (in a different form) by the dominating Soviet Union.

By contrast, in the poetry of the female poets reviewed, signs of écriture
féminine are visible. As compared to the masculine discourse characterizing
the male poets, the women poets have different ways to convey their feelings
and grievances. Ana Kalandadze - a distinguished female voice in Georgian
poetry, achieves it by expressing harmony with nature, by silence, the role of
faith, religion, and alternative discourse; by giving her attention to members
of different ethnic groups and religions. This tendency in Kalandadze’s poetry
resonates with modern feminism too. Even though the national narrative is
still present in her poetry, it does not convey the masculine discourse - it is
free from depicting battle scenes. The poet is interested in individual person-
alities rather than fighters for the homeland. Religion is not necessarily part of
the patriotic spirit, but a way of escaping the harsh realities of life.

In the poetry of Ana Kalandadze, we can observe the double-voiced dis-
course — her self-representation and protest being more covert, implicit. In
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contrast, in Iza Orjonikidze’s text, the protest against masculine discourse is
more clearly visible. The self-representation of Kalandadze is more modest and
is quieter as compared to female poets of the later period - Lia Sturua and
Esma Oniani. The growth of protest and expressiveness in the poetry of the
female poets of the later period can be regarded as a response to the masculine
discourse in the poetry of the analyzed Georgian male poets, and can also be
attributed to the rise of alternative narrative in contemporary Georgian litera-
ture.

After analyzing the works of the prominent female poets of Soviet Georgia
against some examples of the North-American context, it can be concluded
that Georgian female poets break the borders of the masculine discourse and
present an alternative narrative, with Kalandadze less clearly, but Oniani and
Sturua more obviously attempting to break the barriers of cultural isolation
from their contemporary world. The self-representation, protest and expres-
sion of grievances of the Georgian female poets is in most cases still more co-
vert, less obvious, than that of their North-American counterparts. However,
by representing alternative narrative and écriture féminine, even if not always
consciously and purposefully, the voice of the reviewed Georgian subaltern
women poets is more similar to their Western, emancipated counterparts than
to the poetry of contemporary Georgian male poets. Hence, the reviewed
Georgian women poets can be considered as part of modern and postmodern,
global literature and écriture féminine.

The next stage of the research intends to study the works of the reviewed
poets more thoroughly. Furthermore, gender aspects of poetic (self)-represen-
tation of modern (Post-Soviet) Georgian poets will be studied and compared
to more examples from the global cultural context.
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