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The paper addresses the issue of cultural- and self-identification as constituted by African American women
poets. The question of identification in the analyzed poems by Maya Angelou, Sonia Sanchez, and Audre
Lorde is viewed mostly from a multicultural perspective, which includes ethnic, national, racial and gender
awareness.

The author also discusses linguistic and rhetorical means that secure the identification on the textual
level. They include conceptual and linguistic oppositions and dichotomies, allusions to precedent names,
usage of music and tale-telling patterns, lexical and syntactical repetitions, etc. A special emphasis is made
on the dialogic nature of poetry that is viewed as a linking chord between generations or community
members in transmitting cultural codes.

The theoretical framework of the paper is outlined by the ideas of women studies, US history and literature
studies within the multiculturalist paradigm.
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The question of identity has been
an eternal focus of literature. Literary works suggest
answers to this question either implicitly or explicitly.
J. Culler affirms that readers of fiction may follow
“the fortunes of characters as they define themselves
and are defined by various combinations of their past”
[4,106]. The crucial issue emerges when the personage’s
self is assessed at the counterpoint of two options:
as something given, or as something created. In other
words, personal identification is generated from
existential dilemmas any individual faces, as well
as social forces that are imposed on characters and
thus influence their choices concerning their identities.
A combination of the given and the acquired traits
reinforces the inner core of a personality and presents
the self as “determined by its origin and social
attributes” [4, 104, 106]. Besides, there is a necessity for
any person to be open to constant changes resulting
from being socialized within a particular community.
This involves acquiring knowledge and skills that
would enable one to become conscious of the existing
communal preferences, alternatives, prejudices, biases,
and value sets in all spheres of a particular social
environment.

Literature offers an infinite variety of models
in which identity is formed. Recent theories about
gender, race, and sexuality serve to testify to the fact
that fiction is a powerful means of identity reflection
and formation. The latter becomes possible through
encounters (conforming to, or struggling against)
with the surrounding world. For African American
authors, identity has always been at issue since
the surrounding world brings a number of challenges
facing writers of black origin. For centuries American

history has witnessed attempts at racial segregation
to the point of appearing to be “white,” the role
of blacks limited and reduced to otherness [5, 149].
African Americans were notallowed to enter the realm
ofthe “word,” in the majority of cases being prohibited
from conducting any writing activities. Consequently,
they were not considered a part of American literary
history. Moreover, their experience did not find its
reflection directly, but via a “white” mediator. This
led to further distortion of African American history
and literature. Since the emergence of early slave
writers, the narrative of freedom and finding one’s
voice has gained priority among non-white authors.
In the 20" century this idea evoked an urgent need
to give it a proper shape and a clearly defined identity
that would challenge existing stereotypes.

Contemporary American literary discourse is
marked by an increasing interest in the multicultural
aspects of the literary process. Nowadays, the role
of various ethnic cultures and traditions in defining
the national literary scope cannot be considered
in isolation from the mainstream literary expression.
The whole of US history is being reconsidered from
the perspective of the given multiethnic nature
ofthe American community. Natalia Vyssotska argues
that the need to reinvent American national identity
model originates from the changes in the socio-
cultural mapping of the country. Academic and
educational circles witness discussions concerning
a shift in national self-portrait, cultural wars, and
the implications of multicultural sensibility for literary
studies. Undoubtedly, a different philosophical
perspective will affect both spiritual endeavors and
cultural institutions [7, 26-268].
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Furthermore, the once widely accepted
metaphor for America as a “melting pot” of nations,
which stood for racial and social assimilation
of immigrants, has become inadequate for a full
representation of American civilization. It has given
way to the idea of a mosaic, which emphasizes
variety and differences between those cultures that
are united within a single concept of the American
nation. As stated by Manohar Samuel, “There is now
more than ever before a felt need for more space for
diverse cultural voices and perspectives, and a stress
on the value of diversity” [15]. American literature,
as one of the brightest manifestations of the cultural
landscape of the country, welcomes mutual sharing
and exchange of myths, symbols, imagery, etc.,
that promote enrichment of the aesthetic potential
of literary experience in general.

Under such circumstances, ethnic voice becomes
distinct in assuming a number of manifestations,
such as condemnation of any kind of inequality
and unfairness, and celebration of native tradition
as well as both material and spiritual cultures.
More importantly, the voice calls for ethnic self-
awareness, dignity and tolerance as well as readiness
to communicate, cooperate, and share in human
values. In connection with this, the opinion of Audre
Lorde becomes significant. She writes, “In our work
and in our living, we must recognize that difference
is a reason for celebration and growth, rather than
a reason for destruction [...]. We need to use these
differences in constructive way, creative way, rather
than in ways to justify our destroying each other”
[qtd. in 6, 86].

The objective of the paper is to focus on the literary
manifestations of women writers’ self-identification
in terms of their multicultural, racial and gender
awareness, and to identify the stylistic and rhetorical
means used for the purpose. The issue appears to be
crucial as multicultural identification defined here
refers to both the American nation as a whole and
to its ethnic components, as well as to individuals.
The corpus of the experimental material in the present
article includes poetic and essayistic pieces by
Maya Angelou, Sonia Sanchez, and Audre Lorde.
In the paper, the interpretive analysis appeared to be
the most productive method of research.

The poetry of African American women is
marked by ethnic, national and gender factors that all
deserve close scrutiny. A combination of those factors
provides a woman writer with a possibility of viewing
her own personality and relationships within
a community as a tool of understanding the most
vital social issues. Besides, according to a number
of feminist critics, Elaine Showalter including, it
is impossible to view women’s literature outside
the dominant patriarchal (male) context. The scholar
claims that “the concept of a woman’s text in the wild
zone is a playful abstraction: in reality to which we
must address ourselves as critics, women’s writing

is a ‘double-voiced discourse’ that always embodies
the social, literary, and cultural heritage of both
the muted and the dominant” [Showalter, qtd.
in 1, 160].

As Showalter argues, engaging the notion
of a dialogue, or the Bakhtinian ‘double-voiced’
discourse, appears to be productive. This strategy
enables literary critics to single out “the otherness”
of women writing compared to the mainstream
tendencies in culture and society. Accepting
the polyphonic nature of female literature makes it
possible to consider creativity as a mixture of various
discourses and narrative techniques. The critic
further affirms: “A Black American woman poet, for
example, would have her literary identity formed by
the dominant (white male) culture, and by a muted
black culture. She would be affected by both sexual and
racial politics in a combination unique to her case”
[Showalter, qtd. in 1, 160]. Thus, a piece of framework
is created, within which the female / male opposition,
in the physical, mental, and spiritual sense, becomes
crucial for finding means of self-identification and self-
awareness. This argument may be illustrated by Sonia
Sanchez’s “Poem at Thirty” [14]. The poem features
the characters of a father and a husband, both African
American, and therefore playing an essential role
in the physical and mental life of a woman. Now that
the lyrical “I” has turned thirty, she finally overcomes
her fears (that of night and her dependence on men).
From now on it is the heroine herself that will decide
how to perceive her own personality, associate with
the people within their community, select a lifestyle
and behavioral patterns, etc.:

line1  itis midnight
no magical bewitching
hour for me
i know only that
line5  iam here waiting
remembering that
once as a child
i walked two
miles in my sleep.
did i know

then where I

line 10

was going?
traveling. i'm
always traveling.
line 15 iwant to tell
you about me
about nights on a brown
couch when

i wrapped my
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line 20  bones in lint and
refused to move.
no one touches
me anymore.
father do not

line 25 send me out

among strangers.
you you black man
stretching scraping

line 30 the mold from your body.

here is my hand.
i am not afraid
of the night.

(Sanchez, “Poem at Thirty”)

Lines 22-32 exemplify the idea that the lyrical
“I” does not accept any patriarchal authority from
the outside; she is the authority herself. In such a way
the character expresses her openness to experience
and feeling what she desires. Sanchez’s heroine is
thus ready to discard everything that interferes with
her personal choices and in such a way strives for her
independent future. The color palette of the poem
("black”, “brown” | lines 18, 27/) and contextually
related “midnight”, “nights”, “bewitching” / lines 1,
2, 32/), in conjunction with the negatives (“do not”,
“not afraid”, “no one” / lines 22, 24, 31/), creates
agloomy mood, on the one hand, though, on the other
one, it implies that nothing can prevent the heroine
from finding her identity.

Due to its short lines, elements of a narrative, and
numerous repetitions that are so frequent in oral tale-
telling Sonia Sanchez’s poem is evocative of a jazz tune,
which suggests that specific syntactical structures
of the poem tend to reflect the ethno-cultural
mapping of the world by a black community, as well
as a way of creating traditional imagery. As advocated
by Nadija Vorobej, a Ukrainian scholar researching
textual markers of traditional music genres (jazz,
rap, and blues), the creativity of African American
authors demonstrates parallels between rhythmic
and syntactic structure of poetry, on the one hand,
and the rhythmic composition of the music trends,
on the other hand [8, 14]. The music pattern observed
in the poem by Sanchez is another linking chord
between African American poetry and a particular
ethnic community.

The universal male / female opposition suggests
a model of society which is either male- or female-
centered. No matter how vital it may be, becoming
independent of male power does not seem to be
the only way of finding one’s own self for a woman.
Personal liberation needs time, effort, and a desire
to develop high self-esteem. Regarding these ideas,
in her essay “In all ways a Woman” Maya Angelou

argues that it is high time a woman stopped
considering herself an imperfect replica of a man
and started to resist treating herself a “lesser version
of her male counterpart” [10]. To support the point,
the author makes a list of gender-marked lexemes
(“poetess,””Negress,” “rectoress” etc.), which in her
opinion violate a proper estimation of a female
personality. Angelou writes, “She is not a sculptress,
poetess, authoress, Jewess, Negress, or even (now rare)
in university parlance a rectoress. If she is the thing,
then for her own sense of self and for the education
of the ill-informed she must insist with rectitude
in being the thing and in being called the thing” [10].
Hence, any woman is to start with her own self-
perception, judgments and opinions as well as ability
to be flexible in viewpoints, attitudes, behavioural
modes, and evaluations, etc. It is up to women writers
themselves to create the poetry that may help them
to find their place in the society where “women have
evolved distinctive values within a male-dominated
society” [2, 413]. The utmost purpose is to become
a phenomenal woman, as the title of Angelou’s work
suggests — “In All Ways a Woman.” Certainly, it is
not an easy task, concludes the author, but it is worth
aspiring to, “The struggle for equality continues
unabated, and the woman warrior who is armed with
wit and courage will be among the first to celebrate
victory” [10].

Continuing the discussion, one cannot overlook
Maya Angelou’s poem “I Know Why the Caged
Bird Sings” [9]. Its leading concept — freedom — is
depicted as universal and all-embracing. Poetically,
the sense of freedom is illustrated by the image
of wings that aspire to reach the heights that only
sunbeams can reach, or the blue of the sky, or tender
winds that fondle tree leaves:

» o«

line 1 A free bird leaps on the back
Of the wind and floats downstream
Till the current ends and dips his wing
In the orange sun rays

line5  And dares to claim the sky.

But a bird that stalks down his narrow cage
Can seldom see through his bars of rage
His wings are clipped and his feet are tied
So he opens his throat to sing.
line 10 The caged bird sings with a fearful trill
Of things unknown but longed for still
And his tune is heard on the distant hill for
The caged bird sings of freedom.

The free bird thinks of another breeze
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line 15  And the trade winds soft through

The sighing trees

And the fat worms waiting on a dawn-
bright

Lawn and he names the sky his own.

line20 But a caged bird stands on the grave

of dreams
His shadow shouts on a nightmare scream
His wings are clipped and his feet are tied

So he opens his throat to sing.

line 25  The caged bird sings with

A fearful trill of things unknown
But longed for still and his
Tune is heard on the distant hill

For the caged bird sings of freedom.

(Angelou, “I Know Why the Caged Bird Sings”)

The verse cited above expresses an idea that trivial
everyday things appear to be objects of the cherished
liberty,which,inturn,standsinoppositiontofrustrated
dreams. The latter ones are metaphorically presented
through the cage — the image of the broken flight
(both in its direct and transferred, or metaphoric,
meanings). The universal idea of freedom also
acquires here its cultural implication. The poem’s
key notions can be interpreted as components
of ethno-cultural concepts of slavery and freedom.
Both acquire their artistic manifestation through
specific imagery and carefully selected diction. Thus
the nominative linguistic unit “caged bird” has
become a stereotypical symbolic trope in African
American poetic tradition to connote a black man/
woman’s deprivation of freedom. The idea of non-
freedom is intensified by the following lexemes:
“grave” (line 19), “nightmare” (line 20), “clip(ped)”
(line 8),”tied’ (line 21), “cage(d)” (lines 6, 10, 23, 27),
“bar(s)” (line 7). Its opposite concept finds its verbal
expression in: “current” (line 3), “ray(s)” (line 4),
“wind” (line 2), “breeze” (line 14), “dreams” (line 19),
“freedom” (line 27), “distant hill” (line 26) etc.

On the other hand, self-identification of an African
American woman in multicultural surroundings
can be realized with regard to a dichotomy defined
by W. E. B. Du Bois as”two-ness”: “an American,
a Negro; two souls, two thoughts, two unreconciled
strivings; two warring ideals in one dark body,
whose dogged strength alone keeps it from being
torn asunder” [Du Bois, qtd. in 1, 166]. Similarly,
the nature of an African American woman herself
may be viewed as double, sometimes triple, or even
multiple. Raising and contemplating such questions
as: ‘What does it mean to be a woman?’; ‘What

does it mean to be a black woman?’; “‘What does it
mean to be a black woman in the USA?’; “What does
it mean to be a black woman in a male-centered
and white-dominant society?’; “‘What does it mean
to be an African-American writer or poet?,” etc.,
suggests ways in which identity can be articulated
in a particular environment.

The above mentioned idea of “two-ness” can be
applied to an appropriate interpretation of Angelou’s
poem “On the Pulse of Morning” [11] and Audre
Lorde’s “Coal” [13]. The synthetic image of oneself
and another, the kaleidoscopic nature of the world
outlook can find their poetical expression on two
levels:

a) a conceptual level (Angelou appeals
to the patriotic feelings of Americans as well as their
cultural, social and ethnic roots, stressing a combined
nature of identity markers);

b) a linguostylistic level (in Audre Lorde’s poem
“Coal” the poetics of ‘blackness’ appears as a trope
of the feministic image of a womb / ... the total
black ... from the earth’s inside”/, or the antinomic
notions /coal — diamond/. The overall message
of the poem highlights the idea of pride in one’s
ethnic and national history, no matter how different
from the mainstream it might be.

In addition, an inalienable part of a multicultural
worldview is a reference, both conscious and
unconscious, to the idea of “signifying.” The term
itself comes from African American studies
developed by Henry L. Gates, who defined signifyin(g)
as “a metaphor for formal revision, or intertextuality,
within Afro-American literary tradition. ... [which]
represents the peculiar relation African-American
writers have with regard to standard English and
the vernacular of black American speech” [qtd.
in 1, 167). Consequently, according to Gates,
the ambivalence of African American literature,
originates in an ancient controversy between
the normative English writing format and oral
narrative traditions and techniques of the black folk.

The crucial aspects of signifying — revision and
repetition — aim at condemning prior lack of full
and complete presentation of the events. As Olena
Lomonos states, for a long period of time, African
Americans were prohibited from encountering their
cultural codes. Thus, their historical experience was
mainly reflected in myths, folk tales and music,
where signifying was a very peculiar and meaningful
device through which to express attitudes towards
reality [5, 155]. In literature signifying has become
a rhetorical means employed by a number of African
American authors, because it emphasized the original
performative aspect of African American art. These
traditional spirituals were promoted through
performances, such as that of Maya Angelou’s well-
known poem “On the Pulse of Morning” [11],
which was presented at the inauguration ceremony
of President Clinton:
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A Rock, A River, A Tree

line 40

There is a true yearning to respond to The singing river and the wise rock.

So say the Asian, the Hispanic, the Jew,

The African and Native American, the Sioux,
The Catholic, the Muslim, the French, the Greek,

The Irish, the Rabbi, the Priest, the Sheikh,

line 45

The Gay, the Straight, the Preacher,

The privileged, the homeless, the Teacher.

They hear. They all hear
The speaking of the Tree.

They hear the first and last of every tree

line 50

Speaks to humankind. Come to me, here beside the river.

Plant yourself beside me, here beside the river.

Each of you, descendant of some passed on Traveller, has been paid for.

You, who gave me my first name,

You Pawnee, Apache and Seneca,

line 55
Then forced on bloody feet,

You Cherokee Nation, who rested with me,

Left me to the employment of other seekers-

Desperate for gain, starving for gold.

line 60  You, the Turk, the Swede,

the German, the Eskimo, the Scot,

the Italian, the Hungarian, the Pole,
You the Ashanti, the Yoruba, the Kru, bought,

Sold, stolen, arriving on a nightmare

Praying for a dream.
line 65

line 100

Here on the pulse of this new day

You may have the grace to look up and out

And into your sister's eyes,

Into your brother's face, your country

And say simply
line 105 Very simply
With hope —
Good morning.

Recollecting the history of her nation
on the territory of a new continent, the poetess
resorts to conceptual tropes / images: “the rock,”
“the river,” and “the tree”. The author endows them
with a symbolic connotative meaning that stands for

(Angelou, from “On the Pulse of Morning”)

strength, wisdom, pride, beauty, vitality, tolerance,

multitude of cultural implications, and “togetherness.”
The latter is visible in references to personal and

. <« » « »  « » <« »  «y»
possessive pronouns (“you,” “yours”, “we”, “us”, “T”,

“my”), which create the effect of presenting oneself
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as a part of a whole nation. People of all ethnicities,
religions, social strata, gender and ages (lines 42-47,
56-64) are united under the name of’brothers”
and “sisters” (lines 102, 103). Considering herself
to be one of them, Maya Angelou calls on her
compatriots to have a hopeful vision of the future
that becomes renewed, to listen to and hear the hearts
of one another, and to read the wishes of happiness
in the eyes of the neighbor.

Another of Maya Angelou’s poems “The Black
Family Pledge” [12] also presents a symbolic re-reading
of history and pity for the lost spiritual heritage
of the ancestors. Even the mood and the compositional
structure of the piece evoke a reconstruction of the way
the cultural code can be transmitted to further
generations. Thus, the code requires renewal as it
has lost the basic values, such as wisdom, love and
forgiveness as well as belief in God:

line 1 BECAUSE we have forgotten our ancestors,

our children no longer give us honor.

BECAUSE we have lost the path our ancestors cleared

kneeling in perilous undergrowth,

line5  our children cannot find their way.

BECAUSE we have banished the God of our ancestors,

our children cannot pray.

BECAUSE the old wails of our ancestors have faded beyond our hearing,

our children cannot hear us crying.

line 10

BECAUSE we have abandoned our wisdom of mothering and fathering,

our befuddled children give birth to children

they neither want nor understand.

BECAUSE we have forgotten how to love, the adversary is within our

gates, an holds us up to the mirror of the world shouting,

“Regard the loveless.”

line 15

Therefore we pledge to bind ourselves to one another, to embrace our

lowliest, to keep company with our loneliest, to educate our illiterate,

to feed our starving, to clothe our ragged, to do all good things,

knowing that we are more than keepers of our brothers and sisters.

We ARE our brothers and sisters.

IN HONOR of those who toiled and implored God with golden tongues,

and in gratitude to the same God who brought us out of hopeless desolation, we make

line 20  this pledge.

Thepoemisbasedonconceptualoppositions,though
it acquires its integrated form due to the anaphoric
repetition of the word ‘BECAUSE’ that suggests a cause-
and-result follow-up in rendering the cultural code.
By contrasting ancestors and children, Maya Angelou
emphasizes the necessity of filling out the generation
gap. This can be done by showing the significance
of realizing the self as a member of a definite ethnic
and social group. Logically, the author’s diction here

(Angelou, “The Black Family Pledge”)

is also rich in antonymic vocabulary, which finds
linguistic reflection in the following lexico-semantic
and conceptual chains:

a) generations — ancestors, children, brothers,
sisters, mothering, fathering, we;

b) social group identity markers — illiterate /
educated, fed / starving, clothed / ragged;

c) encoding and lack of understanding — forget /
no longer give honor, lose the path / not to find one’s
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way, wisdom / refusal to understand, to love / regard
the loveless, etc. The concluding metaphoric epithets
serve as the overall message of the poem declared
by the pledge:’In honor of those who toiled and
implored God with golden tongues’, ... ‘in gratitude
to the same God who brought us out of hopeless
desolation” (lines 20-23). These lines empower
African American community to find its specific
place within the multiethnic American society.
According to Henry Gates, whose opinions are
grounded in the theory of Roland Barthes, the poetic
form of the cultural code and its renewal suggest
a parallel between the ‘speakerly text,” as stated by
Gates, and African American literary discourse where

line 1 (Sometimes I wonder:

What to say to you now

in the soft afternoon air as you

hold us all in a single death?)
line5  Isay—

Where is your fire?

I'say —

Where is your fire?

You got to find it and pass it on.

line 10

“rhetorical strategy is designed to represent an oral
literary tradition, designed ‘to emulate the phonetic,
grammatical, and lexical patterns of actual speech
and produce the ‘illusion of oral narration’.” [Gates,
qtd. in 1, 170].

Attributing this observation to an African
American literary text, we can say that such kind
of writing expresses both the point of view and
the element of otherness within it. A written voice that
is given to an oral story-telling illustrates the idea. It is
certainly true that the multicultural nature of African
American women’s poetry engages the mentioned
duality as well. The polyphony can vividly be seen
in Sonia Sanchez’s “Catch the Fire” [17]:

You got to find it and pass it on from you to me from me to her from her

to him from the son to the father from the brother to the sister from
the daughter to the mother from the mother to the child.
Where is your fire? I say where is your fire?

Can’t you smell it coming out of our past?

line 15

The fire of loving... not killing

The fire of living... not dying

The fire of Blackness...not gangster shadows.

Where is our beautiful fire that gave light

to the world?

line 20  The fire of pyramids;

The fire that burned through the holes of slaveships and made us breathe;

The fire that made guts into chitterlings;
The fire that took rhythms and made jazz;

The fire of sit-ins and marches that made

line 25

line 30

us jump boundaries and barriers;

The fire that took street talk sounds

and made righteous imhotep raps.

Where is your fire, the torch of life

tull of Nzingha and Nat Turner and Garvey
and DuBois and Fannie Lou Hamer and Martin
and Malcolm and Mandela.

Sister / Sistah Brother / Brotha

Come /Come

CATCH YOUR FIRE... DON’T KILL
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line 35 HOLD YOUR FIRE... DON’T KILL
LEARN YOUR FIRE... DON’T KILL

BE THE FIRE... DON'T KILL
Catch the fire and burn with eyes

that see our souls:
WALKING.
SINGING.
BUILDING.
LAUGHING.
LEARNING.
line45 LOVING.
TEACHING.
BEING.

line 40

Hey. Brother / Brotha. Sister / Sista.

Here is my hand.
Catch the fire...and live.

live.

line 50

livelivelive.
livelivelive.
live.

line 55  live.

The coexistence of voices is secured by abundant
repetitions (lexical: “fire”, “live”/’living”, “catch™;
syntactical parallel constructions: “the fire of living...
not dying”/"the fire of loving...not killing”; “hold
your fire...,” “learn your fire...,” “be the fire...”), free
punctuation, allusions to jazz rhythms and precedent
names: Nat Turner, Garvey, DuBois, Fannie
Lou Hamer, Martin, Malcolm, Mandela) as well
as conceptual dichotomies. Stylistically, the image
of fire as a source of life, love and struggle, running
throughout the whole piece, appears in the following
metaphors: “catch your fire,” “be the fire,” “burn with
eyes,” “see our souls,” “the fire of Blackness” (lines
36, 39, 40, 41, 19). The mentioned names provide
historical context for identity search. They seem
to be properly chosen (ranging from the beginning
of the 19™ century to early 21° century) considering
that these are the names of keynote spokepersons
of the democratic views on African American rights.

In the final stanza (lines 50-57), the traditional call
on future generations to continue living in pride and
dignity rounds off the whole poem. Here, the reader
is again plunged into authentic forms of African
American poetic self-expression. Those include
a reference to a metaphoric reflection of a long
lasting and complex experience of African Americans
as well as archetypal music patterns. All this is aimed
at maintaining connections within the community
and over generations. The poem is reminiscent
of a dialogue, a spontaneous verbal and nonverbal
interaction that requires active participation of all

(Sanchez, “Catch the Fire”)

participants. The call, loudly uttered by the lyrical
heroine, is supposed to elicit a response from
the listener in such a way that the use of a dialogue
claims conscious connectedness to and importance
of assessing women’s knowledge claims [3, 763].

To sum up, we may state that African American
women’s poetry is a complex phenomenon embracing
many cultural, ethnic and ethical levels. Such
combination performs an extremely significant role
in women authors’ self-identification. Thus creativity
appears to be an existential necessity rather than
amere hobby, or job for a woman. Audre Lorde claims:

For women, then, poetry is not a luxury. It is
a vital necessity of our existence. It forms the quality
of the light within which we predicate our hopes
and dreams toward survival and change, first
made into language, then into idea, then into more
tangible action. Poetry is the way we help give name
to the nameless so it can be thought... [14].

Thus, in the scrutinized pieces by Sonia Sanchez,
Maya Angelou and Audre Lorde, the idea of personal
and cultural identification acquires a number of poetic
forms. In order to achieve this aim, the authors resort
to such textual and stylistic devices as: allusion, linguistic
and conceptual metaphor, symbol and other troping
aswell as music patterns and oral story telling techniques.
The multicultural nature of African American women’s
writing proves to be polysemantic. Further research into
their creativity, with emphasis laid on phonographic
and compositional means of rendering various cultural
codes should be advocated here.
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Onvea floneywesa

KYNIbTYPHA TA OCOBUCTICHA IAEHTUYHICTD A®PO-AMEPUKAHCbBKOI »KIHOYOI MOE3Ii:
MAA EHXXEJIOY, COHA CAHYEC TA OAPI JIOPA,

Cmammio npucgsdeHo KyibmypHili ma ocobucmicHit ideHmugikauil y meopuyocmi agppo-amepuxaH-
CbKUX XIiHOK-noemis. [TumaxHa ideHmudikayii, wjo po32na0demobCsa y NOemMuyYHUX md eceicmuyHuX
Odopobkax Madii EHxenoy, Coni Canuyec ma O0pi Jlopd, maymaqyumeca 3 moyku 30py (1020 My/bMmuKy/ib-
mypHux nposgie. OCMaHHi 8K104AI0Mb HAYiIOHAIbHY, eMHIYHY, pacosy U 2eHOepHy camocg8ioomicme.
ABMopoM cmammi OKpec/IloimbCa CMUICMUYHi ma pumopuyHi 3acobu npeseHmauii camocnpud-
HAMMA HG MeKCMOoBOMY pigHi, a came: KOHYenmyasbHi ma niHesicmuyHi duxomomii, ano3ii Ha npeye-
O0eHMHI iMeHa, 38epHeHHsA 00 My3UYHUX | MpaduyitiHUX HApPamMugHUX NPULIOMi8, pi3HO20 POOY TeKCUYHUX
ma cuHmakcu4Hux nogmopie mowjo. Ocobsusy ygazy npudineHo dianoeidHili npupodi noesii, Wo pos-
2N1900€EMbCA AK 3'€OHY8AbHUL JIGHYIOXOK Y nepedadi KysbmypHUX KOO0i8 MiX NOKOMIHHAMU U YyineHamu
cnineHomu.

Teopemuy4Hoto 6a30t0 C/1y2y8asiu NOIOXKEHHS heMiHicmuyHUX cmyditi ma MynbmuKybmypHO20 NioxXoody
0o iHmepnpemauii icmopii ma nimepamypu CLUIA.

Knrouoei cnoea: agpo-amepukaHcoka XiHoua noesis, ideHmuy4Hicme, MysbmuKyabmypaniam, emHidyHe
(KynemypHe, 2eHOepHe) camoycsioomieHHs, 08020/10CCA, CUHigikayis, KynbmypHuUl K00
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Onvea flonzyweea

KYNbTYPHAA U IMMHOCTHAA UAEHTUYHOCTb AOPO-AMEPUKAHCKOW KEHCKOW NO33UN:
MAWS SHXKEJIOY, COHA CAHYEC U OAPW NTOPA

B cmamee paccmampugaemcs npobsiema KyasmypHoU U IUYHOCMHOU UdeHmMuUpUKayuu 8 meopyecmae
agpo-amepukaHckux nosamecc. lpoussederHus Matiu SHxenoy, CoHu Canuyec u Odpu Jlopd aHanusupy-
IoMcA ¢ NOAUKYIbMypHOU NO3UUUU, KOMOopas eK/o4dem 8 cebs SmHuYeckue, HaUUOHAJIbHbIe, pacosble
U 2eHOepHble acnekmsl hopMUPOBAHUS CAMOBOCNPUSMUS.

Asmop cmambeu makxe uccsedyem JUH2BUCMUYECKUE U pumopuydeckue cpedcmaa npe3eHmayuu Kyiib-
mypHoU u Ju4HOCMHOU udeHMUGUKAayuU Ha Mekcmogom yposHe. K makum cpedcma8am omHocamcs
A3bIKOBbIE U KOHUENMyasbHble 0NNo3Uyuu, auo3uu Ha hpeyedeHmHele UMeHd, 06paujeHue K mMy3bl-
KaslbHbIM pUMMAm U mpaouuyuoHHbIM (OJIbKIIOPHLIM HApPAMUBHbIM NpUeMam, pasHoz20 pood Jiekcuye-
CKUe U cUHmakcudeckue noemopel u 0p. Ocoboe sHUMaHue yoensemcs ouasaozuyeckol npupode no33uu
Kak 3/1emeHmy, Komopeili obecneyusdem c8s3b NOKOJIeHUU U YsieHo8 oblecmad 8 nyidaHe nepeddyu Kysb-
MYypHbIX KOOO8.

Teopemuyeckyro 6a3y cmameu cOCMAsAAOM NOMOKEHUA heMUHUCMUYEeCcKUX cmyouli U Mysibmukysie-
mypHO020 N00X00d K UHMepnpemayuu ucmopuu u aumepamypuol CLUA.

Kniouessble cnoea: appo-amepukaHckas XeHCKAas No33us, UOEHMUYHOCMb, MYyJIbMUKYbMypanusm,
3MHuYeckoe (KysibmypHoe, 2eHOepHOe) CaMOCO3HAHUe, 08YX20/10CuUe, CUZHUGUKAYUS, KyibmypHbil KOO.
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Bonodumup KysemeHko

«MUCbMEHHUK — HEPBOBA KNITUHA HALII»: CNELU®IKA HALIOHAJIbHOI
CAMOIAEHTUODIKALII ABTOPA B «lHOAEHHUKAX» OJIECA TOHYAPA

Cmamms npuceadyeHa 0ocnioxeHH!o «LLjoOeHHukie» Onecs [oH4Yapa Kpize npusmy cneyuiku HayioHa b-
Hol camoideHmudpikauii asmopa. lMepwiuti 3anuc 0amo8aHo YyepsHem 1943 poky, OCMAaHHil — aunHem
1995 poky.

3'Ac08aHO, WO YKPAiHCbKI HAUiOHAbHI 03HAKU NposAsnialomecsa 8 ujoo0eHHUKosil nposi O. [oHYapa
AK HA pigHi 3Micmy, mak i Ha pigHi popmu Yepe3 cucmemy Nos’a3aHux mMix coboto domiHaHm. [I[pocmexxeHo
0C06/1uBOCMI iX BUABIEHHA 8 XPOHOJI02IYHUX HOMamkax mumus. 30iliCHeHO aHani3 OCHOBHUX Momusis,
susgeHux y «LLloOeHHUKax», AKi peanizyromecsa 8 06pasHili nanimpi, apxemunax, monoHiMax, 06'eOHaHUX
eMHOHAYiOHAIbHOK cheyudikoro.

C8imoe2nA0Hi opieHMuUpu nucbMeHHUKA Mak camo ideHmughikysasnu eeHe3y HapoOHO20 cnpuliHAMMsA
diticHocmi: 8i0 Wupoi anonozemuku coyianiamy 8 0080€HHUU 4aC, pPOMAHMUYHO20 3aX0NJ1eHHs egponel-
CbKUMU pesosTioyiliHUMU idesmu, Yepes ympamu, mpazedii, po3uapys8aHHs U Headaui 8iliHu, nocmynoee
yc8i0OMJIEHHA CNPABXHbBOI CymHOCMI padAaHCbKOI 8/1a0u, Kpusasux 3704uHie CmasniHa npomu 81acHo20
Hapody, 0o Heniopo6HO20 3axXONJIeHHA HEMPUBAJIOK «XPYUWOBCLKOIO 8i0IU20I0», JTIK8IOayis AKOT 8 6peXx-
HescbKy 006y nepekoHasna O. [oH4yapa 8 HeobxiOHOCMi 0eMoKpamusayii cycninecmea, a YopHobunbcoka
kamacmpoga, 3aHenad HayioHaneHoi 0yX08HOCMI, BUMICHEHHA YKPAiHCbKOI MO8U Ha MapaiHecu 6ymms
nocmasusu (020 Ha 4os1i OyX08HO20 8iOPOOKeHHSA YKpaiHu.

UjooeHHuku O. [oH4Yapa noenuborms yagieHHA Npo asmopa AK JI00UHY 8UCOKO20 OyX08HO20 3apA0Y,
JIOOUHY WUpy i NpUHYUNO8Y, icMUHHO20 nampioma piOHOi 3eMJii.

Knro4oei cnoea: ujooeHHUK, HaUioHaAMbLHA camoideHMudikayia, asmop, MeMyapHa aimepamypa, Xavp,
CMuJib, XyO0XHs camopeciexcis.

JIBa ocTaHHi IECATUMITTA B YKpaiHChKO- 3a00pOHeHNX paHillle TTocTarel, HoTpeba y BUCBIT-

My IMCbMEHCTB] Ta Hay1li PO HbOTO BUOKPEM/IIOIOTh-
Cs1 HeabMAKOI0 YBAarolw He TIIBKY aBTOPIB XyHOXHIX
TBOPIB, a J1 [OCTIIFHMKIB [10 )KaHPY NMCbMEHHNUILIBKOTO
ofeHHMKa. IJboMy cripusno nekinbka 006CTaBUH: JTi-
Oepamisanis CyCIinbCTBa, IOBEPHEHHS B JIiTEPATypy

JIeHHi 0COONCTOro MOMIARY Ha CyIepewinBy Bo6y XX
BiKy. 3’ABuIach HU3Ka HaykoBux cTygiit O. lannuya,
JI. Kypuno, I. Masoxu, B. Ilycrosir, T. YepkaumHoi,
H. Bupamenko, A. Yepnum, A. Tamnua,
O. MakcuMeHKo, TPUCBAYEHUX JIOCTIIXKEHHIO
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