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Anomauia
YV cmammi posenaoaiomves noemuyni Hapobku npedcmasnuys pyxy Yoproeo Mucmeymea Qopi
Jlopo, Hixxi [xcoeanni ma Mapi Eeanc y ceimni ideii Jpyeoi xeuni peminizmy. 'V poseioyi
BUCBIMICHO COYIAIbHO-NONIMUYNE, KYAbMYpPHI ma ecmemuyni npunyunu pyxy Yoprozo Mucmeymsa
Y cniecmasnenni 3 peminicmudnumu ioesimy ma ix penpesenmayis y HCiHoyiil appo-amepurancoKii
noesii.

Knwuosi cnosa: Jlpyea xeuns geminnismy, pyx sa I'pomaosmucexi Ipasa, pyx Yoproeo
Mucmeymea, Oopi Jlopo, Hixxi [{ocoeanni, Mapi Esanc.
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AHnHomauus
B emamoe paccvampusaemes nosmuueckoe naciedue nnpedcmasumensiuy Osudicenus Iepr.oeo
Heryeemsa Qopu Jlopo, Huxxu Jncosannu u Mapu Deanc ¢ pycie udeil Bmopoit eoanwi
Qevunusva. B uccrnedosanuu  anaiusupyiomes.  coyuanbHO-ROIUMUYECKUE, KYIbmypHbvle U
scmemuyeckue npunyunel osudxcenus Yeprozo Hexycemea u ux penpesenmayus 6 jcencrol agpo-
AMEPUKANCKOU NOI3UL.

Knrouesvie cnosa: Bmopas eoina pemunusma, osuswcenue Yepuozo Hexycemsa, Oopu
Jlopo, Huxxu /{icosannu. Mapu Dsanc.
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Resume
This article revisits the poetry of the Black Arts movement representatives such as Audre Lovde,
Nikki Giovanni and Mari Evans in light of the Second wave feminism. The research focuses on
political, social, cultural and aesthetic aspects of the Black Arts movement, its spirited dialogue
with the feminist struggle and their implications in the Black women poetry.

Keywords: Second wave feminism, Women's liberation movement, Civil Rights movement,
the Black Arts movement, Audre Lorde, Nikki Giovanni, Mari Evans.




YIAK 821.111(73)
I. B. SAxoBenko,

(Hepuizie, YHIIY imeni T.I'.Illeeuenka)

®EMIHICTUYHUA JUCKYPC HOE3Ii PYXY YOPHOI'O MUCTEIITEA

VY crarti gocnikyeTbes pernpeseHTaris imei Jpyroi xBumi demiHizmMy Ta
eCTeTUIHMX NMPUHLIMIIB pyxy YopHoro MucrenrBa B kiHOUIH apo-aMepUKaHChKIN
nmoesii 1960 — 1970-x poki. ¥V dokyci gocmimkeras — noesis Onpi Jlopa, Hikki
Jlxosanui Ta Mapi EBanc.

Pyx YopHoro Mucrentsa — TBopye 00’ eHAHHS apo-aMepUKAHCHKUX TMOETIB,
apamatypriB, my3ukanTiB BuHukae y CIIIA B cepemuni 1960-x pokis. Po3ksit
MUCTEIBKOr0 yrpynyBaHHs npunagae Ha 1965 — 1975 poku, npote B Hajami BiH Mae
3HaUYHUWA BIUIMB Ha adpo-aMepuKaHChbKe MHUCTENTBO Ta JTepaTypy 30Kpema.
HaliGinbmr moMiTHUMU TipejacTaBHUKaMu Pyxy Oymu Awmipi bapaka (Amiri Baraka),
Onpi Jlopn (Audre Lorde), Hikki JlxoBanui (Nikki Giovanni), Ex bymninz (Ed
Bullins), T'aponsn Kpy3 (Harold Cruse), Enpienn Kenneni (Adrienne Kennedy),
Jleppi Hin (Larry Neal), Mapi Epanc (Mari Evans), Const Candec (Sonia Sancez) ta
iHwi. Ilpubiuamku Pyxy pnoTpumyBasiCh JIyMKH, IO MOETH Ta JApamMarypri,
MYy3UKaHTH H XYJAOKHHMKH, — MHTII B IIJIOMY Ta IXHE MHUCTENTBO IMOBUHHI MaTu
NOJITHYHY MeTy. Y TOM 4ac, iK TBOPH YOPHOIIKIPHUX MOETiB-MOiepHicTiB | BeH101H
bpykc (Gwendolyn Brooks) ta PoGepra Xaiinena (Robert Hayden) akuenryBanu
pacoBy TeMmaTuKy, noeTd pyxy YopHoro MuctenTBa mparHyjiu BHpPa¥aTd «HOpPHY
eCTeTHKY», IO TIPYHTyBaJach Ha JOCBIAI YOPHOIIKIPUX 1 BHUTOKH $IKOI BOHU
3HAXOJUJIM B TpUBaJill yCHiN adpo-aMepuKaHChKiNA Tpaauii.

Histui pyxy HopHoro MucrelitBa coKyCyBaiy yBary Ha YHIKQTbHOCTI CTaTyCy
aMEepUKaHChKUX YOPHOIIKIpUX 1 dYepe3 COolialbHO-TIOMITUUHY O0poTsOy Ta
NiTepaTypy Hamarajucs BiTHAWTH apo-aMepuKaHChbKy imeHTH4YHIcTh. Pyx HopHoro
Mucrenrsa sapoauBcs B [apiemi i3 3acHyBaHHSM XylnokHbOro Penepryaphoro

tearpy dopHowkipux (the Black Arts Repertory Theatre) min kepiBHULTBOM




apamarypra 1 noeta Jle Pos Jlxxonca (Amipi bapaka), i 6yB JOTYHMM MPOTOBKEHHSIM
I'apnemcbkoro Penecancy 1920 — 1930-x pokiB. Merowo pyxy Oyio dopmyBaHHS
«YOPHOI eCTEeTUKW», 3BITbHEHHS YOPHOIIKIPUX BiJ BIUIUBY 3aXiTHOEBPONEHCHKUAX
KyJIbTYPHUX KaHOHIB, 00’€THaHHS MUTIIiB-appoaMepHKaHIlIB Ta BU3HAYEHHS] HOBUX
MOpPabHUX TMPUHIIAIMIB MHUCTEITBA, CTBOPEHHS MPOTpaMH KyJIbTypPHOTO PO3BUTKY
IS TITed YOpHOINKIPUX, 3aCHYBaHHs KiHemaTorpadiuHoi KoMmaHii Ta BHaBHULTB
Juist - appo-aMepuKaHIliB, HaJaHHS MOXJIMBOCTI TPEACTABHUKAM HOPHOIIK1POL
CTITBHOTH TIOLIMPIOBATH CBill JOCBiJ cepell Mac, CTBOPEHHS pernepTyapHoOro Tearpy
Ta TIporpam 3 apo-aMepuKaHChKUX CTyAid. DyHIaMeHTaTbHUM IS pyxy HopHoro
Mucrenrsa 6yno ¢opmysanHs adpo-amepwKaHChbKOI KYIBTYpH, sika O TiepecTana
OyTU MapriHaJbHOK i Mmojoiana BIIUB «Oimoi» kynpTypH: “The motive behind the
Black aesthetic is the destruction of the white thing, the destruction of white ideas,
and white ways of looking at the world” [9].

MucTelbKuil pyx BUKOPHUCTOBYE MeTadOpHUHY Ha3BY «HUOPHE MUCTELTBOY,
siky B roesito BBoauTh JlePoit [xxonc (LeRoi Jones), akiieHTytoun Ha MICTUYHIN CUITL
MUCTEINTBA i MOPIBHIOIOYH HOTO 13 YaKIyHCTBOM:

We are black magicians

Black arts we make

in black labs of the heart [9].

[Toetn, mo Oynu B aBaHrapmai YopHoro MucteurBa, cdokycyBaiucsa Ha
CTBOPEHHI M0e3ii COIliaTbHOr0 XapakTepy 1 COLiaTbHOI0 NPOoTecTy. AK NpeacTaBHUKH
KPacHOro MMCHMEHCTBA, BOHM Hacamriepel MparHyjid BIITBOPUTH Midu Ta igeanu
appoaMeprKaHI[iB, HagaTH CBOIM TOe3il pUTyaTiCTUYHOTrO 3a0apBiieHHS, BIATAK
KIIOYOBHMH JUIsE HUX CTaroTh igel adpoueHTpusmy. [loesito BOHM po3risgalin sk
putyanictuady (opMmy, [0 Haguxajga 1 JoroMmarajia BiAHaWTH 1JeHTUYHICTb,
JOCTOTHCTBO Ta caMmomoBary adpo-aMepukaHlliB, CHpUsJla €JHAHHIO Ta
ycBioMaeHHo crimbHOTH. [lisul pyxy YHopHoro Mucrenrsa Harojoumysajid Ha
CTBOPEHHI «YOPHOI» 00pa3HOCTI 1 HOBOI MOBH, sika Oyja © BIAMIHHOIO Bl MOBH
xonuuHix 6inux mpuraoOmoBadiB [11]. Pon Kapenra (Ron Karenga) dopmymroe

MUCTELBKI IPUHIUIN PYXY, HATOJOUIYIOYN Ha (GYHKIIOHATBHOCTI, KOJEKTUBHOCTI Ta




appouenTpusmi. OIHUM 3 KIIOUYOBHX MOTHUBIB B a(po-aMepUKaHCBHKIN moesli crae
MOTHB O103uIlii YopHOi Ta 6inoi kynbTyp. Y Bipmi Hikki /Dxoanui «Hikki-Pocay
(“Nikki-Rosa”) i3 36ipku “Black Feeling, Black Talk, Black Judgment” (1968)
Jipu4yHa TepoiHs BiJIOKpeMItoe cebe Bif 01101 CHiNIBHOTH, HATOJOLIYIOUM Ha IXHIN
He37IaTHOCTI 3pO3yMITH YOPHY KYJbTYPY:

and I really hope no white person ever has cause /to write about me

because they never understand / Black love is Black wealth and they’ll

probably talk about my hard childhood / and never understand that

all the while I was quite happy [7].

Ille onmuiero dopmoro oOno3ulii MO BiJHOLIEHHIO O OUI0T KYJIBTYypH CTae
arensiis 10 00pa3y aBTeHTHYHOI adpUKaHCHKOT )KiHKH, sIKa B M10€31l pernpe3eHToBaHa
SK 4YaKJTyHKa, a00 SIK ’KiHKa, 1110 BOJOI€ YapiBHUMU NPEAMETAMHU:

Now you re cooking, drummer to bass, / magic spoon, magic needle.

Take all day if you have to / with your mirror and your bracelet of song [17,
560].

Jlipuuyna tepoins Ompi Jlopa y moesii «l'oBoputh xiHka» (“A Woman
Speaks™) ycBiIoMITIOE CBOT Mariudi 4yapu, MoB’si3aHi 3 11 HOPHOLIKIPUMU MPeIKaMu:

[ have been woman / for a long time

beware my smile / I am treacherous with old magic

and the noon's new fury / with all your wide futures

promised / I am / woman / and not white [12].

He3nonanuuM IMPOTUPIYYSM, HA SKOMY Harosoumywoth aisui  YopHoro
Mucrenrsa, 6y0 YCBiIOMIIEHHS TOTO, IO a)poaMepUKaHIl He MalOTh aBTEHTUYHOL
niteparypu, OyiM Mo30aBieHi MOBU CBOIX a(pUKaHChKUX MPEIKiB, BIATAK MarTh
IIOCTyrOBYBAaTUCS MOBOKO Ta JITEPATYpPOK CBOIX ICTOPUYHMX TNPUTHOOIIOBAYIB.
Anrmiiicbka MoBa CHpviManack MpelCTaBHUKAMM PyXy K 3aci0 NpUrHIYEHHS, a
nuceMeHHUKH AMipi bapaka Ta Hro3ake 1llanre Bu3HaBamy, WO aHITIMCEKa MOBA HE
nigxoxmna s BUpaXeHHs MOcBiay 4vopHowkipux [15, 59]. Tloesis Onpi Jlopn
«Hapuatouncs nucatu» (“Learning to Write”) KpUTHYHO TIEPEOCMUCIIOE TOM (aKT,

L0 UYOPHOUIKIPUM CTYyJEHTaM JOBOAUTbCS 3400yBaTH OCBITY aHITIHACBKONO, I




PO3MIpKOBYE HaJ THM, Ky pOJNb 3irpaja MoBa B IHCTUTyali3alil pacusMmy sK
iHCTpyMeHT AoMiHyBaHHs. lloereca minHiMae mpoOieMy IPUMYCOBOIO JIOJNyHEHHS
a(po-aMepHKaHIIiB JI0 3aXiAHOT KYJIbTYPHU Ta €BPOMOLIEHTPUYHOIO KaHOHY.

AnprepHaTuBoro n0 Bukopuctanus Standard English mns mpencrasHukis
YopHoro MucTenTBa cTaloTh CIpOOH TBOPUTH IOE3il0, B OCHOBY SIKOT MOKIazeHi
My3W4HI pUTMHU 0103y 1 /Kasy, Mo Ha AyMKy Amipi bapaka, 103BOJISUTO BUPa3sHTH
aQPUKAHCBKY KyJIbTYpHY [am’sTh. SIK CYNpOTHB HOPMATHBHiH aHIJIACHKIH,
JOPHOIIKIpi MOeTH BUKOPUCTOBYIOTH HEHOPMATHUBHI rpaMaTH4Hi KOHCTPYKIIIT, CJICHT,
adpo-aMepHKaHChKUIl [ianekT, TpaHcHOPMYIOUH TaK 3BaHy «IIOraHy aHIJIHCHKY»
(bad English) B norensi adhpo-amMeprKaHChKi KOJOKBIalli3MHU.

YinbHe Miclle B TBOPYOMY A0POOKY MHUTIIB pyXy YopHOro Mucrenrsa nocijae
noesist mpoTecTy, abo noesis ruisy (rage poetry). Iloesis mportecty nparue mifipsary
yCTaJeHi ifeany Ta [iHHOCTI CYCTIIbCTBA, 0COOIUBO Ti, IO TIOB’sI3aH1 3 aBTOPUTETOM
ypsilly Ta BNAJHUX CTPYKTYp, BiITaK, BOHA CIIOBHEHA MOTHBAMM HACUJBbCTBA Ta
arpecii 1o BiZIHOLIEHHIO 0 MPUIHOGIIFOBAYIB Ta CTPYKTYP, LI0 3 HUMH ACOLIIOIOTHCS.
[IpoTecTHa noe3is Mac Ha MeTi MOKYBATH YMTa4a i CIOHYKATH 10 TIOJIiITHYHUX JiH Ta
aKIil, IPOMOHYIOUH 10 OOrOBOpEHHs 3a0CDOHEH! TeMH i AMCKYTYIOYHM CyCHiIbHI
Taby, KPUTHKYE yCTaJEeH] i/leany, BUKOPHCTOBY€ He BIACTHBY I0€3il, 4aCTO 3HIKEHY
NeKCHKY, 1 mopyuye noetidHi kaHoHH. [Iporectna noesis 1960-x cnpusina €HaHHIO
adpo-amepuKaHcekoi crisibHoTh: “Black poetry was not only a rhetorical lash at
white society but also a unifying means for the Black community” [20, 35]. Hikki
JbxoBanui B moesil «Miit Bipu» (“My Poem”) mmie npo HEBiIBOPOTHICTH
peBomoLil, pedpeHOM 3aBepIIyrOUH KOXKHY cTpody: “it won’t stop the revolution™.

Y 1970-x pokax NpOTeCTHi HAcTpoi II030yBalOThCS EKCTPEMIZMY Ta
arpecUBHOCTI 1 MepexoisTh y IUIOLIMHY OCMHCIEHHS —adpo-aMepUKaHChKOT
imenTHYHOCTI Ta micuxouorii cBoboxu: “The writer will journey into the vast Afro-
American soul, a journey whose destination is self-discovery and psychological
freedom, the birth of a new prophecy and the building of a grandeur” [20, 36].

Hikki J[xoBanHi y 1960-x — 1970-x poxax OyJa IpuOIYHKIEI BOHOBHUYOTO

[IPOTECTY, SIKHil BBAKANA TiHON BiAMOBIIIIO YOPHOLIKIPHX HA MPUTHIYCHHS O1rux.




He s3paxkarouw Ha MOpUHANEXKHiCTE 10 pyxy YopHoro MucTenrsa, JIxoBaHHI
KPUTHYHO CIIPHIMAE NiSTTBHICTD 1i€i MHUCTebKOl cHinpHOTH. B ecei “Black Poems,
Poseurs and Power’ moeTeca anainizye moxubku pyxy YopHoro Mucrenrsa 1
3a3Hauae, 1100 YOPHOIIKIPI YONOBIKK — IPEJICTAaBHUKH DPYyXY CIIPUMMAOTh
YopHOLIKIpy KiHKy sk odipHoro nana: “They are making black women scapegoats
for the black community’s problems. They have made black women the new Jows
while they remain the same old niggers. We have got to do better than this” [6, 714].

Onpi Jlopa (1934 — 1992) — akTuBHA Y4aCHHILL PyXy 34 rpoMajIsTHChKI TIpaBa
Ta KiHOuOro pyxy y 1960-x pokax 03Bydye XiHOUMH MPOTECT 1 BUCTYyMae MpOTU
JOMiHYIOUOT Y CYCIIJIBCTBI marpiapxaTHoi ineomorii. IMoereca i cycrminbHUHA misd,
Onpi Jlopz mporosollye, Mo Micle XIHKH B CyCHiNIbCTBI HE OOMEKYEThCS JIMIIE
TypOOTOIO MPO CIM IO 1 POILITIO TOMOTCCIIOAAPKH. {i o6yproBas obmeskeHn BUOIp, IO
CYCITIIBCTBO TPONOHYBAJIO JKiHKaM, 1 CTaHJapTH, IO HaB’SI3yBANKCS IKiHKaM i
[IpOTAryBaivcsl CyCHiJIbCTBOM. 1960-Ti poKH CTalOTh TOBOPOTHUM IYHKTOM Y
po3BUTKY Gbeminictianoro pyxy y CHIA. He nuBAsuMCh Ha Te€, 11O YSIBIEHHS 1pO
JKIHKY-IOMOTOCTIONIApKY BCe 1€ 3aKapOoBaHi B CyCIIJIBHY CBIZIOMICTb, NIPOTE CaME B
et mepioa BimGyBaEThCS 3POCTAHHS PEKITAMHOT iHaycTpii i 3HauHe 30UIBILECHHS
criokuBabkol npoaykuii. Jnsg 6arathoX aMepHKaHCHKNX ciMell 1e CIPOBOKYBaJo
notpeby B TOMY, 1100 JKiHKa MpaloBana i momaBana 10 CiMEMHOTO OKOJKETY CBOIO
3apoGiTHY TIaTy, 30UIBLIYFOYH KyITiBeIbHY CIIPOMOXHICTB ciM’T. ITpoTe, KoM JKIHKH
HamMarajucsi 3HAWTH pPoOOoTy, Iepe/l HUMH IIOCTaBaB obMmexenuii Bubip. I xoua
CYCHINbCTBO 1 TpaJulikiHa MOpanb 3a0X04yBalli JKIHOK 3aJMIIaTucs BaoMma 1 OyTu
JIOMOTOCTIOAPKAMH, BCe Ginbliie aMepuKaHOK POOHIH cBiif BUOIp HA KOPUCTh BMIIIOL
OCBITM Ta YHIBEPCMTETCBKOTO CTyNeHo. Jlpyra XBUIL GemiHiCTHYHOrO pyXy Ta
noetu-dpeminictku, taki sk Oxpi Jlopa, Enn CexcroHn, CinpBig Ilnat crpusin
Meperysioy CyCliibHOro Miy npo JKiHKY-10MOTOCIOoapKy i hopmyBaIH HiABAIMHU
TUTSL TTOJAJIBIINX BUMOT 11010 niGepanizalil JKIHKH.

C¢opmoBani marpiapXaTHUM CyCITLIBCTBOM ySABJICHHS OyJy HACTLILKY CHIIBHO
3aKkapOOBaHi B CBIJOMICTb XIHOK, IO BOHH ab0 BigdyBaIM NPOBHHY uepe3 GaxaHHS

BiI[MOBI/ITHCSI Bi}l 3BUYHUX Moneneﬁ, abo IJISE HUX CTaBajlo CKJIaAHO YU HEMOXKIINBO




apTUKYJIFOBATH CBOE MOYYTTS BiA4y)KeHHs 1 po3uapyBaHHs. Biarak, konu y 1963 poui
3 npyKy Buiiuuia npans berri ®piman «3aramka xiHouHocTi» (Betty Friedan’s
“Feminine Mystique”) [5], aptuxynbosani b.@piman imei npo Bimuail KIHOK
PE3OHYBaNM 13 OWIKyBaHHAMH 1 JIyMKaMH aMepvKaHoK. Bimzoma deminicTka
BKa3yBala, 10 NPOOIEMOM0, SKa XBUJIIOBAIA XKIHOK CepejlMHM CTOJITTS, Oyna He
npoGieMa BTpaTW OKIHOYHOCTI UM IPYHTOBHOI ~OCBITH abo BuUMOru OyTH
XPaHUTENBKOK JOMAIIHBOTO BOTHMINA, @ OaXaHHS YOroch OiNbIIOro, HDXK OyTH
IPYXKHHOO, MaTip’1o 1 rocroarHeto goMy. He 3Bakaioun Ha JOMIHYOTY 171e0J10T110
1061, 10 He JOMycKaa y4acTi KIHOK y aKTHBHHX TPOTECTHHX pyXax, 3’sBIsAnocs
Bce Oinbllle JKIHOK, OCOOJMBO Cepell YHIBEPCHTETCHKOT MOJIOMI, SIKi aKTHBHO
JOTYYaIIUCs IO TTPOTECTHUX PyXiB i MaplIiB — CHASYUX MPOTECTIB (8it-ins), [IPOTECTIB
3 BHCJIOBJICHHS BJIacHO JyMKH (speak-outs), 10 pyxy 3a rpomajisachki npasa (Civil
Rights Movement), pyxy 3a mpasa xiHok (Women Liberation Movement), TPOTECTIB
npoTH BikiHK y B’etHami. [pyra XBuns (peMiHICTUIHOrO pyXy, AKa OTpumana HasBy
«IpyToi» 4epe3 Te, WO e OyB HACTYIHMI CILTECK PyXy 3a TpaBa XIHOK TCIs pyXy
cybpaxucrox kinng XIX — mowarky XX CTOmITTS, 30ypuia aMepUKaHCHKE
cycninserso. Cytnictio Ilepoi xBuni deminismy Oyna 6oporsda 3a piBHI TpaBa
KIHOK y IOpHAMuHiN mapumi, Jlpyra XBums Oyna mno3HaueHa BiJIICTOIOBAHHSIM
dakTuaHOi renaepHoi piBHOCTI. Kit04oBOIO 171sl HOBOrO (eMiHi3My CTaa 6opoThda
33 KOHTPONb Haj BaacHuM TioM. Lle criBnano y 4aci i3 BIOCKOHAJCHHIM MEMTHIX
TeXHONOTI} Ta TMOSBOIO MPOTH3AILTiAHMX 3acobiB y 1961 poui. Jlna deminicrox
MOXIIMBICTh  KOHTPOJIIOBATH PENpOAyKTHBHI ~(QyHKIii O3Hauana MOXIMBICTH
KOHTPOJIIOBATH BJACHE XUTTs 1 Oya IepeayMOBOIO sl 3BLIbHEHHS (liberation). 3a
KOHTPOJIb HAJ BJIACHMM TLIOM OJHOCTAHHO BHCTYMAKOTh K OLii, Tak i JOPHOMIKIPI
deMiHICTKM, IS AKMX BUMYLIEHE MaTepPHHCTBO OyNno OJHIEIO 3 GopM YOIOBIHOrO
noMmiHyBaHHs Haj xkinkoro: “What is at issue is the right of women to control their
own bodies. Enforced motherhood is a form of male supremacy; it is reactionary and
brutal” [21, 176]. Jlnst xiHok-adppoaMepUKaHOK MaTEPUHCTBO HE 3 BIIACHOI Bouti Oyno
CYroJIOCHMM 3 YacaMy pabcTBa, KONMM IUTAHTATOPU 3MYIIyBaJHA HETPUTSHOK-PAOUHb

HAPOJPKYBATH JUTA 301MbIIEHHS POOOUOi CHJIM Ha TUIAHTALl. Bigtenep ¢emiHICTKH
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OOproThCS 3a TIpaBOo Ha abopT, 3a TPaBO MaTH JAOCTYNl J0 KOHTPOJIIO Haj
HApOJDKYBAHICTIO, iHILiIOIOTH iH(QOpMaIliiHI KamnaHii 070 KIHO4Oi aHaToMli Ta
CEKCyaIbHOCTI — 1110 B CYCILUIBCTBI OyJI0 mpeaMeToM 3aMoBuUyBaHHs. Cepell Mac.aBy
cTarteil i myOnikauii, 0 BUCBITIIOBAIN MPOOJIEMH KIHOYOTO PyXY, 3rajlaeMo JIUILIE
nekinbka: “Abortion Is No Man’s Business” (1970) Harani Illeitnec (Natalie
Shainess) [16], «Jleski HacHigKW 3HEBaXJIMBOTO CTaBIEHHS JO KIHOYOI
cekcyanbHocTi» (“Some Effects of the Derogatory Attitude Toward Female
Sexuality”) (1950) Knapu Tomncon (Clara Thompson) [18], «Po3yminns oprazmy»
(“Understanding Orgasm”) (1968) Ceprozan Jlaiimon (Susan Lydon) [13],
«CexkcyanbHi pomi i nmpurhideHss xiHkn» (“Sex Roles and Female Oppression”)
(1970) Hanu Hdercmop (Dana Densmore) [2].

deminictkn JIpyroi XBui aKTUBHO BHCTYNAIW TPOTH CTAHAAPTIB KIHGYOL
Kpacu, IO NOOyTyBald Yy CYyCHiJbCTBI, Ta TPOoTH 00 ekTU(dIKalli KIHKHM
(objectification) — cTaBiieHHS /IO *IHKH y Mac MeJlia Ta MOMN-KyJIbTypl AK 10 00 €KTy.
Ha 3nak nporecTy IpeacTaBHULI (EMIHICTUYHOTO pyXy CHajioBalu OrOCTraabTepH,
KOPCETH Ta B3yTTs Ha BHCOKHX Migdopax — MpeAMeTH 3 TapAepoOy KIHOK, AKl s
Hux Oynu cuMBosiaMu 00’exktudikanii. s npexcraBHMLB adpo-aMepUKaHCbKOL
CIIIBHOTM mpobjeMa Majia 1€ OJWH acleKT — YOPHOILIKIpa KiHKa Mana Iue H
oruparucs abo «IiIaIiTOBYBaTUCS» Il CTaHAApTU Kpach «Oijioro» 3axiIHoOro
CYCIIIIBLCTBA, 38 KAHOHAMM SIKOTO Hi YOPHHUH KOJIp IIKIPH, Hi Ky4depsABe BOJOCCS HE
BBAKAIUCS eTaJloHOM KpacuBoro: “Years ago it was a common sight to see black
women wearing blond wigs and rouge, the object being to get as close to the white
beauty standard as one possibly could. But in spite of the fact that bleaching creams
and hair straighteners were used, the trick just didn’t work. Her skin was still black
instead of fair and her hair kinky instead of straight. She was constantly being
compared to the white woman, and she was the antithesis of what was considered
beautiful” [21, 175 - 176].

Adpo-aMepruKaHChKi TOSTH BCyNeped JNOMIHYIOHOMY CTEPEOTHIy Kpacu
3aXiZJHOrO CyCIiabecTBA CTBEpKYtOTh, 1o “Black is beautiful”. Oxpi Jlopx

nporonomye: “I am Black, Woman, and Poet — all three are facts outside the realm of
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choice. But what is in my blood and kin of richness, of brown earth and noon sun and
the strength to love them, comes the roundabout way from Aftica [...]; and these are
gifts through which I sing, through which I see” [17, 402]. B noesii «Byrinus»
(“Coal”) moereca 3 ropaicTIO TOBOPHUTH MpPO CBIM KOJIp IIKipH, KWK Js Hel
HEPO3PUBHO MOB’SI3aHUI 3 TOPOTOIIHHUM J1apOM CJIOBA:

I am Black because I come from the earth’s inside

now take my word for jewel in the own light [17, 403].

IToTy>KHOIO TeHJCHIlIEI0 B adpo-aMepUKaHChKIM I0e3il CcTae amnessuis [0
oOpa3iB TpaauiliiiHOi adpukaHchKoi KyabTypu. B moesii Hikki JxosanHi
«Knanrtukosi xoBapu» (“Quilts”) mipmuHa repoiHst mpenacTaBieHa B o0pasi
TNOIIAPIIAHOI0, CTAPOro KJIANTHKa TKAHWHH, TIPUIATHOTO JUIsi CTBOPEHHSI TPaanuLIHHOL
apUKaHCHKOI KJIAMTHKOBOI KOBIPH — KBINITY:

When I am frayed and strained and drizzle at the end

Please someone cut a square and put me in a quilt

That I might keep some child warm

And some old person with no one else to talk to

Will hear my whispers / And cuddle / near [8].

Mapi EBanc (Mari Evans) (1ap. y 1923) — nmoeteca Pyxy Yoproro Mucrenrsa,
npodecop niTepaTypu i KpacHOTO MUCBMEHCTBA, OyJa BiJoMa CBOEK TPOMAJICHKOIO
AisnbHICTRO. 3 KiHIg 1960-x — Ha mouatky 1970-x pokiB Mapi Esanc Oyna Beay4doro
tenesiziitHoro moy “The Black Experience” na xanani MTTV B Iuniananomnici, 1o
NpUBEpHYJIO yBary no npobiem HopHoi rpomanu. YknaneHa Hero antosoris “Black
Women Writers, 1950 — 1980” crana mHiHHUM KOMIIEHJiyMOM TBOPIB i KPUTHIHHX
mxepen. Tematnane komo noesii Mapi EBanc — Brpauena Adpuka, HeBaasli CTOCYHKA
1 BTpaueHe KOXaHHS 4YOJIOBIKA 1 JKIHKA — TPEICTaBHMKIB adpo-aMepuKaHChKOl
CIUIBHOTH, TIOHEBOJIEHHsI 1 pabCTBO y CydacHHMX yMoBax. lak, moereca MpoOTECTYyeE
MPOTH IMIEPIAIICTUYHOTO MPUTHOOJEHHS B €THAMCBKOTO HApOJy, 3HEJOJNEeHUX Y
KpaiHaX TpPeThOTO CBITY, 300paxkye KUTTS OiTHUX YOPHOIIKIPUX IKIHOK, IO

MpaIioTh CIYKHHUISIMA Yy Oimux. BaxkiwBe micile B oeTUdHOMY 1M0poOKy Mapi
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EBanc mocimae TeMa CHIBHOI JKiHKH-adpoaMepUKaHKH, sIKa  3MIHIOCThCA,
OHOBJIFOETHCS, YCBIIOMIIIOIOYH CBOIO HE3JaMHICTh!

1/ am a black woman / tall as a cypress

strong / beyond all definition still / defving place / and time

and circumstance / assailed / impervious / indestructible

Look / on me and be / renewed [4].

«Hoga xinkay 3 moesii “I Am a Black Woman” € ifeiino 0J13bK0I0 10 00pasy
New Negro 3 ii sipma “Status Symbol”. OkpiM TOro, KBiIT CTa€ i CBOEPIIHHM
CTHUIILOBUM IPMHAOMOM, aJUKe K Y KIANTHKOBIH KoBapi, B oesii Mapi Eanc “I Am a
Black Woman” nepernniTaioThes icTOpuuHI Moil pi3HUX enox — cTpara padba Hera
Tymepa, ouinbHuKa noBeTanHst, y 1831 poui, 6uteu vacis Kopeiichkol Bikinu Oinst [la
Hanury, moaii II CBiToBO1 BiffHH.

V noesii “Who Can Be Born Black?” Mapi Eanc ropao 3asBis€ npo CBiH
CTaTyc YOPHOILKIpOT, L0 TONpPH BUKIKK, Hece 1JIs Hel paficTh 1 BIAYYTTs CIIUIbHOTH!

Who / can be born black / and not / sing / the wonder of it

the joy / the / challenge /And/to come together

in a coming togetherness / vibrating with the fires of pure knowing

reeling with power [4].

OkpiM aKTUBiCTChKOI Ta MOJITHYHOI aisuibHOCTI, Jlpyra xBuis Qeminizmy
copMyBana TOTYXHHMI TeOpeTMYHMM [HUCKYpC, IO TIPYHTYBaBCsS Ha KPHTHLI
KynbTypH Marpiapxaty. Okpim 3rapasoi npaui berri ®pinan «3arajaka KiHOYHOCTI
e OJHMM TEKCTOM, IO PO3BiHYYBaB Miid MAaTpiapxaTHOro CYCHiNLCTBA, CTaja
po3Biaka paamkanbHOi (Qeminictkn Keiir Minner (Kate Millet) «CexcyanbHa
nomitrkay (“Sexual Politics”) (1969) [14]. TloTyXHHM NOKYMEHTOM €TOXH I
BiZIKDUTTSAM (PEeMiHICTUYHOI TEOPETUIHOI MyMKH CTallo YCBIIOMIEHHS TOTrO, IO
colianbHa TMOJNITHKA HEBiJ'€MHO TIIOB’s3aHa 3 MPUBATHON cdeporo, BiTak
KiacudHUM JiosyHrom Jlpyroi xBuii ¢emiHicTHuHOTO pyxy crae «Ocobucre €
nomiTuunum ! (“The personal is political!™) [1].

Amepukanceka moesis 1960 — 1970-x pokiB Mo3HaueHa BiIBEPTICTIO OO

0COBHCTOrO A0CBiY XKIHOK, aKLIEHTYIOUM yBary Ha XIHOYOMY Tilli Ta CEKCYalbHOCTI.
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Jlo xoma Tem KiHOYOI Toe3ii YBIMIIIM TeMH MEHCTpyallii, MoJoriB, adopTy,
eporusmy. Y Bipmii «Cnokyca» (“Seduction”) Hikki /[KoBaHHI poOWTH aklleHT Ha
€pOTH3Mi, TOCIYTOBYIOUHCh JIEKCUKOIO 13 cdepu IHTUMHOTO KHUTTS, IOJIAI0UU
ycTaneH1 ysBJICHHS MPo reHjaep ta pacy [3, S11].

[Toezist 1960 — 1970-x pokiB BiJlirpa€ BaXJIMBY POJIb B )KIHOUMUX pyXax, BOHA
CIIPUSE COMIIapHOCTI JKIHOK Ta TMOIMMPEHHIO (QemiHicTuuHuX imed. XKinoua adpo-
aMepHKaHChKa Toe3is MoeAHye ecTeTHYHl HacTaHoBH pyxy YopHoro Mwucrenrse ta
ineitni imnyascu Jlpyroi xBuii deminismy. Pyx YopHoro Mucteursa mnonpu
HeTpuBaje ICHYBaHHS, CHPaBUB BEIMYE3HWM BIUIMB Ha adpo-aMepUKaHChKY
KyJIbTypy 1 CTaB MIATPYHTSIM JJIsS MYJNBTUKYJIbTYpali3My, amxe sK JiTeparypa
JATUHOC, TaK 1 a31aTChbKO-aMepUKaHChKa JIiTepaTypa BHHUKIIM HA [PYHTI MUCTELBKOTO
sBuia pyxy YopHoro MucrenTsa,skuil MPOMOHYBaB 3pa30K €THIYHO! JITEpaTypH,

[110 He TIparHyja aCUMiTIOBaTHCs, a TBOPHIIA BJIACHY ICTOPIIO 1 CBOT TpaauLii.
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