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SINCERE APPROACH TO THE BODY
IN CONTEMPORARY RUSSOPHONE FEMINIST POETRY

In 1995, Jeanne Martha Perreault developed the term “a feminist autography” to describe the interplay of subjectivity,
writing, and community in feminist literary works. This study employs it exploring the role of the body and corporeality
in contemporary Russophone feminist poetry. Because such poetry is preoccupied with the issue of mediating the female
experience through a subjective lens, the paper is mainly focused on how the rhetoric of sincerity is employed in the stud-
ied works. The applied understanding of sincerity is based on a simple definition of the term by Lionel Trilling (1972) as“a
congruence between avowal and actual feeling,’ embedded in the distinction between the inner subjective world and its
outer public representation. Drawing on this notion, the study tries to develop a more nuanced understanding of sincerity
and its rhetoric by closely analyzing the following poetical texts: Galina Rymbu’s poem Mos gazura (My vagina, 2020),
Oksana Vasyakina's poem ymo 4 3Hato 0 Hacunuu (what i know about violence, 2019), Lida Yusupova's poem Maretok (Ma-
teyuk, 2016), and selected fragments from the book /lpuzosapei (Verdicts, 2020), selected short poems by Darya Serenko
and Yegana Dzhabbarova, and the lyric cycle Jesouku 6e3 odexdel (Girls without Clothes, 2020) by Maria Stepanova.
Keywords: Feminist Poetry, Russophone Literature, Rhetoric of Sincerity, Corporeality, Gender-Based Violence, Feminist
Autography

INTRODUCTION

Discussing women’s literature in Russia often means dealing not only
with the discontinuity of its history and historiography but also with
the social and cultural stigmatization and marginalization of women
writers and their status as such. For example, in the first half of the
20" century, two famous female writers, Anna Akhmatova and Ma-
rina Tsvetaeva, refused to be called poetesses (Rus. moarecca) and
preferred the masculine form — poet. According to Irina Savkina,
literary criticism played an essential role in forming such attitudes
towards and among women writers. She identified this tendency
even in the post-Soviet period. Savkina states that women’s writing
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is often viewed through the lens of “the Great Russian literature,”
a hierarchical system led by male writers, where writing like a wom-
an is associated with expectations of a lower quality. Savkina also
underlines that Akhmatova’s and Tsvetaeva’s refusal to be called po-
etesses still legitimizes such a hierarchy.* Commenting on these as-
pects of Akhmatova’s and Tsvetaeva’s role in the literary history and
historiography, Anna Golubkova, a literary critic and poetess, points
out that despite their refusal to be called poetesses, both became
famous “uckirounTesIPHO OJ1aroZiaps BOIUIOIIEHUIO ,KEHCKOTO”
B CBOEM TBOPUYECTBE, IPUYEM UMEHHO B TOM BH/IE, KaK 9TO ,,’KEHCKOe”
npezncTasiseTcsa mykunHaMm 2 (only thanks to the embodiment of the
“feminine” in their works; besides, the form of that personification/
manifestation/embodiment looks exactly as “feminine” appears to
men).3 However, such structural hierarchies started to emerge in
Russia during the 19™ century, when the first women writers tried to
enter the literary field and literary criticism began to conceptualize
the phenomenon of women’s literature.*

I decided to start my article with this very general introduction to
suggest possible reasons why overtly feminist poetry has appeared
in Russia as a distinct tendency only during the last decade.> F-Let-
ter (®-mucrMo), an online journal on the syg.ma website, founded in
2017 in Saint-Petersburg after a successful series of seminars about

! 1. CaBkuHa, “3epxaro mpecHy.ao...” (coepemeHHAs aumepamypHas Kpumuka
u sceHckas aumepamypa), in: Eadem, ITymu, nepenymua u mynuku pycckoil
JceHckoll aumepamypst, HoBoe nurepatypHoe 0603peHue, MockBa 2023, pp.
182-187.

2 A. TonybkoBa, O 2eH0epHOM Hacuauu 8 aumepamypHom coodwecmae, “@-Iuceb-
MO0”, 02.07.2020, https://syg.ma/@galina—1/anna-golubkova-o-ghiendiernom-
nasilii-v-litieraturnom-soobshchiestvie (25.06.2025).

3 If not stated otherwise, the English translations of the Russian quotations are
mine.

4 M. Hecrepenko, Po3bt 6e3 wunos. KeHwuHbl 8 AumepamypHom npouecce
Poccuu nauana XIX eexa, HoBoe surepatypHOe 00603peHue, MockBa 2022;
O. Peters Hasty, How Women Must Write: Inventing the Russian Woman Poet,
Northwestern University Press, Evanston, Illinois 2020.

5 Another interesting factor to consider is the Russian view on feminism that is often
based on the binary friend-or-foe opposition distinguishing between native and
foreign cultural influences. Seen through this lens, feminism is seen as imported
from the West and inapplicable to the specific Russian nature. See 1. CaBkuHa,
daxmopbl pasdpadceHus: 0 ocnpusmMuu u obcydxcoeHuu HemuHucmceKoll
KPUMUKU U 2eHOePHBIX UCCAeD08AHUSX 8 pYCCKOM KOHMeKkceme, in: Eadem, ITymu,
nepenymsa U MYynukU pYycckoll dxceHckoll aumepamypst, HoBoe surepatypHoe
o6o3penue, MockBa 2023, pp. 195—225.
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contemporary feminist literary theory and writing that were held
earlier that year, became the leading platform for feminist poetry.¢
As one of its co-founders Galina Rymbu stated, the idea behind the
project was to set up a space not only for feminist poetry but also for
queer writing, with the aim of cultivating gender sensitivity in Rus-
sophone literature.” Paradoxically, during the same decade Russia
turned into an authoritarian state.® According to Stephanie Sandler,
an American expert on contemporary Russian-language poetry,°
“some small sparks of political optimism” in Russia might have been
“vividly seen in Russia’s poetry, particularly in poems by women and
poems about women’s bodies.” She was, of course, referring to the
situation before the full-scale Russian invasion of Ukraine in 2022.
Since then, the literary landscapes of Russian and Russophone liter-
ature have significantly changed."

THEORETICAL FRAMEWORK AND RESEARCH AIMS

Stephanie Sandler calls poetry written by women a rhetorical per-
formance that may help develop practices of sensitivity towards the

¢ M. Bob6suieBa, 0. ITomny6HOBa, [Toamuka ¢emunusma, ACT, MockBa 2021, p. 38.

7 Ibid., p. 39.

8 For the discussion on Russia’s authoritarian conservative turn, see: R. Sakwa,
Putin Redux: Power and Contradiction in Contemporary Russia, Routledge,
London, 2014.

9 In this study, I decided to use the adjective “Russophone” instead of “Russian”,

because most of the analyzed texts were written by authors living outside Russia

or by authors underlining their non-Russian ethnicity. The arguments for the use
of the adjective “Russian”, see: S. Sandler, The Freest Speech in Russia: Poetry

Unbound, 1989—2022, Princeton University Press, Princeton and Oxford, 2024,

pp. Xvi—xvii.

S. Sandler, The Body Returns: Recent Poems by Russian Women, “Internationale

Zeitschrift fiir Kulturkomparatistik” 2022, vo;. 6, p. 46.

For some preliminary observations about the reflections and reception of

February 24, 2022 in Russian literature see: 1. ITocoxun, JlumepamypHblil

npouecc nepsoil uemeepmu 2i-20 eexa: ‘Haszad e 6ydywee’, in: Eadem (ed.),

Pyccrasn nposza Hauwana 21-20 gexa: Texcmbl, KOHMEKCMbL, PeYenyus, Hacmo 1,

Texcmwt u konmekemot, Univerzita Komenského v Bratislave, Bratislava, 2024,

pp. 61—67 and U. ITocoxuH, Pyccroe aumepamypHoe npocmpaxHcmao nocae 24

despann 2022 2oda: ‘Ommena’ uau ‘camoommena’?, “Przeglad Rusycystyczny”

2025, no. 1 (189), pp. 102—119. For the specific changes it triggered in the feminist

literary milieu see: K. Roman-Rawska, J. Pisarska, “Wojna — Tak nazwiemy naszq

corke.” Rosyjskojezyczna poezja (post)feministyczna po 2022 roku, “Przeglad

Rusycystyczny” 2025, no. 1 (189), pp. 159—182.
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political dimension of everyday life. She also underlines the feelings
of solidarity that such literature may promote among readers, fellow
poets, and poetesses.’? Sandler’s perspective clarifies the statement
that “I” and ‘we’ are the most important words in the writing(s) of
contemporary feminism,”*3 which was used by a Canadian scholar
Jeanne Martha Perreault to describe the nature of what she called
“a feminist autography.” More specifically, Perreault’s term describes
“textual configurations of a subjectivity precisely articulated in the
varied forms”™4 that are “not necessarily concerned with the process
or unfolding of life events but rather make the writing itself an aspect
of the selfhood.” Moreover, Perreault also observes that such writ-
ing often deals with “continuity with an ongoing life in a body and
a community.”® As a reviewer of Perreault’s book, Harriet Blodgett
stated:

Each writer discussed is seen to make her self the ground of her writing, which be-
comes the ground of others’ community and her own. Thus, for example, Lorde’s
account in Cancer Journals of her situation as a black lesbian feminist creates, in
the writing, a community of all potential victims of breast cancer, whatever their
color or sexual preference.”

This means that feminist autography concerns the interplay between
the triad of subjectivity, writing, and community.

I would like to focus on this triad in the context of contemporary
feminist Russian-language poetry. As the previous quotations sug-
gested, the topic of embodiment has an important role in the triad’s
interplay. It is no surprise, because embodiment has “always” been
a key concept in feminist thought,'® and it is also crucial in the femi-
nist Russophone poetry.

However, my main concern will be the rhetoric of sincerity em-
ployed in the Russophone feminist writing. This means that I am in-

2 S, Sandler, The Body Returns: Recent Poems by Russian Women..., p. 46.

3 J. M. Perreault, Writing Selves: Contemporary Feminist Autography, University
of Minnesota Press, Minneapolis 1995, p. 1.

4 Tbid., p. 2.

5 Tbid., pp. 3—4-

1 Tbid., p. 4.

7 H. Blodgett, Writing Selves: Contemporary Feminist Autography by Jeanne
Perreault (review), “Biography” 1996, no. 4 (19), p. 436.

8 See S. Threadcraft, Embodiment, in: L. Disch, M. Hawkesworth (eds.), The
Oxford Handbook of Feminist Theory, Oxford University Press, Oxford 2018,
pp- 207—226.
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terested in how the poetesses create the effect of “a congruence be-
tween avowal and actual feeling,” as sincerity might be generally
understood, in their poetic representations of women’s bodies, sub-
jectivities, communities, and self-assessment through writing.

I will attempt to develop a more nuanced understanding of sincer-
ity by analyzing several poems. My main point of departure is based
on a performative understanding of the query: What language and
poetic means are used to create the effect of a sincere text, a text that
seems to convey to others the feelings and thoughts rooted inside
the subject and that makes these inner states publicly available and
graspable?

While discussing bodies and corporeality in feminist writing seems
natural, a reasonable question is why to discuss it through the lens of
sincerity. Many may feel that social and cultural theories of the previ-
ous decades have proven that categories that seem to be grounded in
essentialist ideas are outdated and definitely overcome.2°

The key idea behind the criticism of essentialist thought is the
constructivist nature of society and our perception of social reali-
ty. The idea that things are becoming visible and shaped in and by
language can be applied to our understanding of sincerity. This per-
spective frees us from asking whether what is written has really been
experienced, felt, or thought. It is important to note the means that
the authors use to create the effect that there is a correspondence be-
tween their inner and public selves. According to me, this is what the
rhetoric of sincerity deals with.2

In what follows, I demonstrate that discussing bodies sincerely
does not necessarily mean talking about oneself in a self-disclosing
manner. If we move on to the rhetorical dimension, we may better
understand how authors can use the voices of others to create an-

9 L. Trilling, Sincerity and Authenticity, Harvard University Press, Cambridge,
Mass., 1972, p. 2.

20 Sincerity becomes an important concept in the post-postmodernist discourse and
especially in the discourse about the so-called new sincerity. See, for example,
A. Kelly, New Sincerity: American Fiction in the Neoliberal Age, Stanford
University Press, Stanford 2024.

2 T am drawing these theoretical notes from my previous research on the issue of
sincerity rhetoric. See J. Kapiciak, Shaping Speechlessness after February 24,
2022 in the Magazine ROAR, “Studi Slavistici” 2024, no. 2 (21), pp. 157-160
and f. Kanuubsik, MckpeHHOCMb 8 HAPPAMUBAX O CIMAAUHCKUX Penpeccusix, in:
U. Tocoxun (ed.), Pyccxas nposa Hauana 21-20 eexa: Texcmbvl, KOHMeKCMbl,
peuenyus, uacmo 1, Texcmbt u konmexcmut, Univerzita Komenského v Bratislave,
Bratislava 2024, p. 98—101.
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other type of honest statement. In my analysis, I will first tackle the
poems which focus on lyrical subjects who share their experiences
and worldviews. In the next step, I will turn my attention to such
poems whose lyrical subjects employ the roles of mediators aiming
to become the channel for the voice of others. In all the works, I se-
lected the subjectivity, writing, and community triad is shaped and
intertwined in their own and specific way.

AsThave mentioned previously, I aim to discuss poems concerning
the issue of bodies. I focus on poems that deal with experiencing the
body as a physiological and biological basis that makes women (but
not exclusively them) vulnerable in structurally unequal societies.
Therefore, I will discuss several poems that address issues of gender
and sexual violence. These are precisely the issues that contemporary
Russophone feminist writing repeatedly explores and uses to blur the
border between literature and activism.>?

POETICS AND POLITICS OF INTIMACY

I will start the analysis with a long poem by Galina Rymbu (¥*1990)
called Mos sazuna (My Vagina). The poem was first published on
June 27, 2020, on her Facebook profile. It was meant to support Yulia
Tsvetkova, an artist and LGBTQ+ activist, who at the end of 2019 was
charged with a criminal offense in Russia®? for being an administra-
tor of a VKontakte group MoHoao2u eaz2unwt (Vagina Monologues),*
where people shared artistic images, paintings, and drawings of vagi-
nas by different artists. This group promoted body positivity.

We can agree with Josephine von Zitzewitz’s description that it “is
an uncomplicated poem if we consider only the lexicon, poetic device,
or metaphors.”? Rymbu’s work consists of several stanzas. In general,
it provides an explicit description of women’s physiology and its so-
cial and political dimensions. However, the entire text is fashioned in
an intimate and personal tone. Peculiarly, the intimate tone emerges

22 J. Pisarska, K. Roman-Rawska, “Wagina zniszczy to panstwo” Praktyki oporu
w dzialalnos$ci rosyjskiego feministyczno-poetyckiego kolektywu F-Pis'mo,
“Przeglad Rusycystyczny” 2022, no. 4 (180), pp. 190—205.

23 Tsvetkova was charged for violating the article 242 of the Russian criminal code.
She was charged for illegal production and distribution of pornographic materials.

24 Tt is a reference to a famous play by Eve Ensler The Vagina Monologues (1996).

%5 J. von Zitzewitz, Case Study: Galina Rymbu, ,Moia vagina®, June 2020, “Inter-
nationale Zeitschrift fiir Kulturkomparatistik” 2022, vol. 6, p. 191.
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from the use of many personal details of the lyrical subject’s life and
her perception of the reality, which contrast with the use of “a precise,
unemotive lexicon — vagina, clitoris, penetration, penis, perineum,
menstruation, period”° in reference to body parts. The opening of the
poem is, in that regard, symptomatic. It begins with a childbirth de-
scription, or, as von Zitzewitz puts it, “with the raw physicality of child-
birth = the definitive womanly act.”?” The following fragment combines
the unemotive, almost documentative exactness with expressions
that suggest specific perceptions of the events by the lyrical subject:

17 MadA 2013 rozia 1moa My3bIKYy I'DYIIIbL ‘CMBICJIOBBIE raﬂn}ounnaunn’
HM3 MOEW BaTUHBI BBIIIE CBbIH,

a 3aTeM IUIALEHTa, KOTOPYIO aKylIepKa AePKajia, KaK MACHUK —
B3BeIINBas Ha JIAJIOHU. JIOKTOD ITOJIOJKIJI MHE ChIHA Ha TPY/Ib
(Torna A erme He 3HaJIa UMEHH CHIHA)

Y CKa3aJl: Balll ChIH. U CHIH TYT JKe OIKCa MHE TPY/Ib U JKUBOT,
a MUp CTaJI Ca/IHAIIEN BATUHOM, CBIHOM, €TI0 FOpPSYel CTPYHKOH,
€ro MOKPOH TEILJION rOJIOBOM, MOUM ITyCTHIM

JKABOTOM.

On May 17, 2013, to music by Semantic Hallucinations,

a son came out of my vagina,

and then the placenta, which the midwife held like a butcher,

weighing it in her hands. The doctor placed my son at my breast

(at that point I still didn’t know his name)

and said, “Your son”. And immediately my son peed all over my breasts and
stomach,

and the world became my vagina, my son, his burning stream,

his wet, warm head, my empty

belly.28

In the quotation, we encounter what von Zitzewitz called “transpar-
ent metaphors,” meaning that they are easy to understand. What
makes them semantically transparent is the use of a precise lexicon
referring to the body together with the accumulation of details (enu-
merations) that appear especially in the last verses. These details
focus on the subject’s self-perception. She underlines what became
most important in the moments after childbirth — a variety of bodily
sensations (the pain and sensitivity experienced by the body and the

26 Tbid., p. 194.

27 Tbid., p. 192.

28 G. Rymbu, Mosa eazuna/My Vagina, transl. KM.F. Platt, in: G. Rymbu, E. Os-
tashevsky, A. Morse (ed.), F Letter: New Russian Feminist Poetry, Isolarii 2020,
pp. 220—221.

29 J. von Zitzewitz, Case Study: Galina Rymbu, “Moia vagina’..., p. 191.
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direct physical contact with her son, which are crucial here). Rymbu
emphasizes the senses. She focuses on things that can be felt phys-
ically (temperature, moisture, pain, own body). Exactness creates
the effect of transparency. Transparency is important in the sincerity
rhetoric; it seems obvious that the inner feelings and their outer ex-
pressions are in concordance.

A similar focus on the details linked to the individual experience of
the lyrical subject can be seen in the description of a menstrual cycle:

W3 Moe¥t BarvHbI pa3 B MECSII] U/ET KPOBb,

¥ TOT/Ia MOU JIIOOMMBIH UJIET B Mara3uH 3a IPOKJIaKaMHU
(MHe HpaBSATCS TOHKHE, C 3a11aXOM POMAIIIKHU).

MHor/a KpoBb BHIBAJIMBAETCS CTYCTKAMHU, TTOXO0KUMHU

Ha KPYTJIble IIJIEMbI MAJIEHBKUX aCTPOHABTOB.

Blood comes from my vagina once a month

and then my beloved goes to the store for pads

(I like the thin ones with the chamomile scent).
Sometimes the blood spills out in clots that look like
the round helmets of little astronauts.*°

Rymbu employs transparent but rich imagery to describe the phys-
iological functions of the female body; the latter case with the blood
clots compared to the helmets of little astronauts, is a perfect exam-
ple. The work of imagination is an important factor in individualizing
poetic expression, making the poem seem more genuine, sincere and
intimate in tone. It is something that only the lyrical subject knows,
as it was only her experience and her perception of the experience;
therefore, she conveys the inner thoughts and feelings to the readers.
Itis also through these imaginative details (often in the form of dimin-
utives) that the lyrical subject expresses her affection for her partner:

... ¥ JIIOOJTIO TIPE/ICTABIISATE, UTO Y T€OsI TOKE MECSUHEIE,
YTO COJIEHHAsI TeIIasi KPOBb KAllaeT U3 MaJIEHbKOH ABIPOUKH
Ha TBOEH roJIOBKE

... and I love to imagine that you’re also on your period,
that salty, warm blood is dripping from the little hole
in your glans.3!

Unsurprisingly, she also uses it to express tenderness towards her son:

3¢ G. Rymbu, Mosa eacuna/My Vagina..., pp. 228—229.
3t Tbid., pp. 229—231.
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A B3sy1a ero U mogymasia:
€ro NaJIbIIbI IOX0KU Ha MaJIeHbKUE MapMeJlaiHble UepBAYKU

I picked him up and thought:
his fingers look like little gummy worms.32

However, Rymbu does not stay at this deeply individual and personal
level. She continues to give an account of the political dimension of
the female experience throughout the poem, and, in the last stanza,
the text becomes an overt political manifesto. The body and self be-
come the main forces driving the political demands:

Most BaruHa — 3TO JIIOO0Bb, UCTOPHS U ITOJIUTHKA.
Most IOJTUTUKA — 3TO TeJIO0, OBIT, adhdeKT.
Moii Mup — BarvHa.

My vagina is love, history and politics.
My politics is body, the everyday, affect.
My world is vagina.33

In the last stanza, Rymbu claims that the political is deeply rooted in
the body, emotions, and everyday life. It is precisely this interplay of
the explicit sharing of intimate details and feelings related to bodily
experiences that is used as the background for a political statement.
Moreover, Rymbu’s poem crosses the individual dimension of poetic
expression and creates space for a more politically universal state-
ment. This is where the “we” comes into play. An individual’s experi-
ence is inseparable from the more universal collective experience.34
Therefore, the sincerity rhetoric is used in a self-disclosing manner
that also includes political views.

(RE)WRITING THE TRAUMA

The inseparable relation between “I” and “we” is also characteristic
of the poem umo s 3naw o nacuruu (what i know about violence)
by Oksana Vasyakina (¥*1989). The poem was published in a book

32 Tbid., pp. 222—223.

33 Ibid., pp. 242—243.

34 A similar tendency to speak not only for the subject herself, but also for other
women, might be encountered in other poems by Rymbu; for example in the poem
Beauxas pycckas aumepamypa (Great Russian Literature, 2020). See J. von
Zitzewitz, Case Study: Galina Rymbu, “Moia vagina’..., p. 200.
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Bemep sipocmu (Wind of Fury) in 2019. The book consists of several
long poems and lyrical cycles accompanied by an interview with the
journalist Yekaterina Pisareva. The book is presented not as a sin-
gle-author project of Oksana Vasyakina but as a collective work of
Vasyakina and Pisareva. This suggests that togetherness can be seen
as a structural feature of Vasyakina’s approach to literature.

In general, Vasyakina overtly insists on the autobiographical na-
ture of her writing:

A ue IIOHUMAal0, KaK MOXXHO ITHUCATh JIUTEPATYPY, OTOPBAHHYIO OT XKU3HU, — 3TO
HEBO3MOXKHO. Y MEHsI €CTh MOsI JKU3HD, {1 €€ ITUIIYy BMeCTe C TeKCTaMu.”35

I don’t understand how anybody could write literature torn from their life. It’s
not possible. I have my own life, and I write it along with my texts.

She underlines the same aspect in her auto-fiction Pana (Wound,
2021):

But I don’t know how to make up stories. The world around me is structured
in the way I write it. And I'm structured in the way I write myself. I don’t have
a different self and I don’t have a different understanding of the world or of
writing.3®

The poem I would like to focus on matches this autobiographical prin-
ciple. This means that Vasyakina insists that the writer and the lyrical
subject are the same person.?” Similar to Rymbu’s poem, Vasyakina’s
text begins with an overt and very personal statement about herself.
She starts with the claim that she was a victim of sexual violence at
the age of thirteen:

4TO 51 3HAI0 O HACUJIMU
KOT/1a MHE ObLIO 13 JIeT
MeHs U3HACUJIOBAJT IIOIOHOK 110 UMeHU ApTem3®

what I know about violence
when I was 13
a scoundrel named Artyom raped me

35 0. Bacakuna, E. Ilucapesa, Bemep apocmu, ACT, Mocksa 2019, p. 12.

36 0. Vasyakina, Wound, transl. E. Alter, Maclehose Press, London 2023, p. 274.

37 Compare with Philippe Lejeune’s concept of the autobiographical pact.

38 0. Bacakuna, Ymo 2 3naiw o Hacuauu, in: O. Bacakuna, E. I[lucapesa, Bemep
spocmu, ACT, Mocksa 2019, p. 134.
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The confession continues with a recollection about witnessing oth-
er cases of gender-based violence experienced by her female family
members:

TETKUH COXKUTeJIb Ha MOUX IJ1a3aX BBIBOJIOK €€ Ha JIECTHUUHYIO KJIETKY
U IIPBITJI Ha ee rojIoBe B OOTMHKAX IIOKA Ta He II0Tepssia CO3HAHUe
COKUTENIh MOEH MaTepu U30UBAJT ee KayKbIid MECSI]

OHa XO/iWJIa Ha paboTy ¢ CHHAKAMHU

U KaXKZble IOJIT0/Ia XOAMIa K CTOMATOJIOry

YTOOBI TOT HAPACTUJI €M TepeIHUI 3y0 BHIOUTHIN MOMM OTI[OM?

I saw how my aunt’s partner dragged her to the hall

and wearing shoes jumped on her head until she was unconscious
my mother’s partner beat her every month

she went to work with bruises

and every half a year she came to the dentist

to get her front tooth done that my father knocked out

Immediately after these detailed descriptions of her aunt’s and moth-
er’s injuries, a stanza suggesting that gender-based violence is a uni-
versal feature of women’s lives in Russia follows:

YTO 51 3HAK0 O HACUJINU

BCE JKEHIIUHBI ObII OUTHI

JKEHIIMHBI HAaCUJIOBAJIN

JKEHIIIMHBI BCTABAJIM U IIUTU Ha paboTy
IIIJIX TOTOBUTD €1y

U 1IeJI0BaJIM CBOUX HACUJIbHUKOB*®

what I know about violence

all the women were beaten
women were raped

women stood up and went to work
went to cook

and they kissed their bullies

The beginning of the poems moves step-by-step from a very individ-
ual perspective towards a common one, culminating in an accusation
that violence is a universal experience of every woman in Russia (and
in many other countries).

Subsequently, Vasyakina turns her attention to reflections on the
writing process. Thus, the poem becomes overtly self-reflexive. The

39 Thid.
40 Thid.
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triad of subjectivity, writing, and community becomes intertwined.
Vasyakina emphasizes the circumstances under which she wrote the
text. She even uses the present tense, which supports the illusion of
a text being written right now, as if in front of the reader’s eyes, as if
there was no difference between the moments of writing and reading
the poem:

A ALY 3TOT TEKCT B METPO

KaXX/pl€ IB€ MUHYTBI g1 3aKPbIBAX0 3aMETKU U HAYUHAI0
AbIIaTb
U CHUTaTh OT CTa A0 HYJIA

TakK /IeJIaloT Bee KTO 3HAIOT UTO JIes1aTh KOTza
X04YeTcs IPBITHYTh Ha PeJIbChl
WU GUTHCSA TOJIOBOH O CTEKJIAHHBIE JIBEPU*

I'm writing this text in the metro

I close the notes every two minutes and begin
to breathe

and count down from a hundred to zero

that’s what do people who know what to do when
they feel like jumping under the train
or beat their heads against the glass doors

Even in these verses, Vasyakina reflects on the common technique
used not only by her but also by others experiencing similar ordeal,
which is another manifestation of the interplay between subjectiv-
ity, writing, and community. Vasyakina’s turn towards the writing
process is crucial to the structure of the rest of the poem. After the
introduction of the countdown technique, verses addressing the issue
of gender-based violence alternate with the countdown. This count-
down interrupts the fluent monologue of the lyrical subject. When
the countdown approaches its end, the lyrical subject’s speech be-
comes denser and more tangled until she can express only the feeling
of powerlessness, as if she were overwhelmed by the confrontation
with the realization of widespread violence:

s 4yBCTBYIO beccruive
OZIMHHA/IIIATD

4 Thbid.
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JIecATh
JIEBATH
BOCEMb
ceMb
1IeCTh

beccuine
IIATH
beccumet?

I'm feeling powerless
eleven

ten
nine
eight
seven
Six

powerless
five

powerless

The importance of community for the individual subject becomes
more visible when the poetess overtly draws attention to the issue of
sexual violence within the literary community:

5 y3HaJIa O TOM UTO MOJIOJIOH TTO3T
U3HACUJIOBAJ MOIO TIOZPYTY

ele g y3Hajia 4TO OH

JIOMOTAJICA JIO MO€H KOJIJIETH

S BCIIOMHIJIA YTO Y MEHSI caMOU ObLIT
COMHUTEJIbHBIN DIIN30/, C STUM II09TOM43

I learnt that a young poet
raped my friend

I also learnt that he

was harassing my colleague
I remember that I also had
a doubtful episode with him

42 Tbid., pp. 144—145.
43 Tbid., p. 138.
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Vasyakina’s poem does not culminate in a stanza with a political
manifesto like Rymbu’s. However, almost at the beginning of the
poem, she claims that the aim of poetry should be political and social
change:

T033U JOJIKHA MUTPUPOBATh B A3BIK
KOTOPBIM OCTAaHOBUT HacuIneH

poetry should migrate to the language
that will stop violence

We can conclude that the above poem is in search of such a lan-
guage. Therefore, all the individual cases of gender-based violence
mentioned in it could be perceived as potential persuasive tools that
might turn on the pragmatic or performative function of poetry. How-
ever, the final expression of feeling powerless might be understood as
an expression of skepticism towards the function of poetry as a tool
for social change. Simultaneously, the final skepticism pointing to the
never-ending circle of violence is yet another attempt to turn on the
pragmatic dimension of a poetic text.

I will now move on to another poetess who earned a special place in
the history of Russophone feminist poetry. In a narrative and overtly
autobiographical+ poem Mamerox (Mateyuk, 2016) by Lida Yusupo-
va (*1963), the issue of sexual violence becomes central. The female
lyrical subject recollects the traumatic experience of being a victim
of sexual abuse when she was a young woman. The poem does not
focus on a detailed description of the violent act, but has a documen-
tary nature. Yusupova elucidates the circumstances that led to the
incident. Similar to Vasyakina, she pays particular attention to the
writing process, which, in her case, is shown as a prism revealing the
unreliability of human memory. In Yusupova’s monologue, the lyr-
ical subject on several occasions admits that she can only recall the
surname of the perpetrator, and that her description of the circum-
stances in which she met him for the first time is flawed. The lyri-
cal subject clearly and overtly states that she has forgotten and does
not remember it. As a writer, Yusupova can mention only the correct

44 Tbid., p. 135.

4 Yusupova confirms that the poem is based on real events from her life in an
interview for the magazine “Kholod”. See JI. FOcynoBa, O. Ocramuyk, “A3bix xyice
peauzuu. Imo cmpawHoe, MowHoe nopaboweHue,” “Xoson” 2023, 29.01.2023,
https://holod.media/2023/01/29/lida-iusupova-interview/ (26.06.2025).
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version of the circumstances. However, admitting the mistake and
uncertainty, she creates the illusion that the lyrical subject is con-
fessing to another person (to those who read the poem). This is the
same technique used by Vasyakina in her work. The poem, therefore,
unveils the process of realization of making a mistake. The memo-
ry is revealed as unreliable. Yusupova does not try to hide this fact.
Contrarily, she embraces this feature and it perpetuates the effect of
honesty and truthfulness. The subject admits something that may be
uncomfortable to say as it subverts the image of “a perfect victim”:

[IOTOM TIPHUIIIEJT €0 APYT
s1 3a0pL1a ero UM

a amuius y Hero 6b11a Marerok

HET

MBI BCTPETUJIN €T0 y MeTPO BacuieocTpoBckasn+®

then his friend came

I forgot his name

but his last name was Mateyuk

no

we met him at the Vasilievsky Ostrov metro station#

Yusupova not only tries to tell the story but also emphasizes the pro-
cess through which it is told. The body becomes present in the poem
and the writing through the unreliability of memory. The imperfec-
tion of the narration is an important part of the poem’s confessional
style. It creates the effect of erasing a medium of language as if there
was only pure remembrance, as if the statements were unmediated
and neither staged nor performed. The author retained all the inac-
curacies in her text. Such carefully applied spontaneity is an impor-
tant feature of the sincerity rhetoric.

The poem remains highly personal until the very end. However,
the last several verses include a powerful repetition of a single phrase
“ar0 He mpaBwiIbHO” (“this is not right”):

U KOTrZla OH BEPHYJICA OH MOJIYaA JIET Ha MEHA

nYy Hac OBLII CEKC 51 He COIIPOTHUBJIAJIACH A TOJIBKO

CKa3aJia 3TO HEIIPAaBUJIbHO 5 IIOBTOPAJIA 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO
HEIIpaBUJIbHO

46 The poem was also published in the collection of poems Dead Dad. See: JI. ¥Ocy-
moBa, Dead Dad, Kolonna Publications, MuTtu# sxypHai 2016, p. 1.

4 L. Yusupova, Mamerokx/Mateyuk, transl. A. Morse, in: G. Rymbu, E. Ostashevsky,
A. Morse (eds.), F Letter: New Russian Feminist Poetry, Isolarii 2020, pp. 46—49.
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9TO HEIIPABUJIPHO 3TO HENIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 9TO HE-
IIPpAaBUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIpa-
BHUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIb-
HO 9TO HEIIPAaBUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO
HEIIPpaBUJIbBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIpa-
BHUJIBHO 3TO HEIIPABUJ/IBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIb-
HO 9TO HEIIPAaBUJIBHO 3TO HEIIPABUJIBPHO 3TO HEIIPABUJIBHO 3TO HEIIPABUJIBHO []

and when he came back he lay down on top of me without saying anything sex
happened with us I didn’t resist I just said this isn’t right I repeated this isn’t right
this isn’t right this isn’t right this isn’t right this isn’t right this isn’t right this isn’t
right this isn’t right this isn’t right this isn’t right this isn’t right this isn’t right
this isn’t right this isn’t right this isn’t right this isn’t right this isn’t right this isn’t
right this isn’t right this isn’t right this isn’t right this isn’t right this isn’t right
this isn’t right this isn’t right this isn’t right this isn’t right this isn’t right this isn’t
right this isn’t right this isn’t right this isn’t right this isn’t right this isn’t right this
isn’t right this isn’t right [...] 4

This is the phrase that is spoken during the crime. Its repetition
highlights what the victim may feel constantly or with every mem-
ory of the traumatic event because trauma is “a repeated suffering
of the event.”# Moreover, the phrase may also represent a simple
but a strong moral imperative. From this perspective, the poem
acquires a more universal political meaning that sexual violence is
unacceptable.

MEDIATING SINCERITY

So far, I have paid attention to the poems focusing on the self-disclo-
sures of lyrical subjects. Yet in contemporary Russophone feminist
writing, we may also encounter a tendency to use others’ voices. These
voices are often conceived as sincere or authentic evidence about one’s
life experience. Poetesses tend to frame these voices in broader social
and political contexts. They attempt to make a more general statement
about structural inequalities and gender-based violence in the Russian
society. From this perspective, the individual subject is reinvented as
a part of oppressed collective female body. We can say that the sinceri-
ty of others is used to express a genuine political statement.

48 L. Yusupova, Mamerox/Mateyuk..., pp. 56—59.

49 C. Caruth, Trauma and Experience: Introduction, in: Eadem (ed.), Trauma:
Explorations in Memory, John Hopkins University Press, Baltimore, London
1995, p. 10.
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Such a practice is employed in several poems by Darya Seren-
ko (*1993) published on the website Snob.ru along with the lyrical
works of other poetesses as a reaction to the case of the Khachaturian
sisters, who were accused of killing their father after years of abuse
and domestic violence. The lyrical subject in Serenko’s poems is fash-
ioned as a mediator between the readers and other women. The lyr-
ical subject reproduces dialogues that she had with these women as
the following fragment suggests:

MOs IIOJIpyTa paccKasbIBaia

4TO B JIETCTBE

3yObI BBIIIQZIAJIN He TOJIBKO y Hee caMot
HO Uy ee MaMbI>°

my friend told me

that when she was a child

not only her teeth used to fall out
but her mother’s as well

Serenko’s lyrical subject attempts to listen to a story about the expe-
rienced violence and by writing it down, makes it public and makes
the world notice it. Thus, it is not surprising that Serenko’s poems are
critical not only of the media but, especially, of the impact of media-
tization on the nature of human life. In the constant flow of news, the
media world tends to overlook and forget virtually everything:

UHQOIIOBO/, )KUBET

OT Tpex JI0 IATHU JTHeH

HE BCe JII0U

CIIOCOGHBI IIEPEIKUTD STOT CPOKS

anews hook lives

from three to five days

not every person

is able to survive that period

A similar approach is used by the Russian-Azerbajiani poetess Egana
Dzhabbarova (Djabbarova) (¥*1992) in a series of poems IToscemecmtioe
Hacuaue (2019, Omnipresent violence). In this cycle, Dzhabbarova’s

50 J1. Cepenko, ITamb ¢ppazmenmos o Hacuauu, in: Y. Taunummesckuit (ed.), Cmuxu
028 cecmep. I1oazus 6 noddepicky Mapuu, Kpucmumut u AHeeaunvt Xauamypsa,
“CH06”, 05.05.2019, https://snob.ru/entry/179553/ (26.06.2025).

5t Tbid.
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view of violence involves not only the physical abuse; she attempts
to grasp the internalization of the social norms that represent yet an-
other form of subordination. Like Serenko, Dzhabbarova provides
her lyrical subject with the function of mediating between readers
and other women. She also uses a form of dialogue that the lyrical
subject reproduces:

JI>kaMUJI OU€eHb TEIJIO TOBOPUT O MYIKE,

HECKOJIBKO Pa3 HOZUEePKUBAET

oH MeHs B3 TakyIo [highlighted in the original — J.K.]
Hy, 6e3 JieTeit.>

Dzhamilya speaks about her husband very warmly,
she stresses out for several times

he took me as I was

you know, without children

In another poem employing this technique, Dzhabbarova emphasiz-
es a more general nature of gender violence and inequalities, when
the women whose stories are reproduced are called “ciyuaitnas
sxkermuHa” (“a random woman”):

cylydaiiHas JKeHIIUHA OT0JIAeT XKUBOT
IOKa3bIBAET IIIPAMBbI OT HOZKEBBIX
TOBODUT: B 3TOH CTpaHe 3a IPABAY yObIOT
Ty[a HOYaMu He X0

BCe caMoOe Hy»KHO€ IIPAYD 3a CIIUHY

BCe caMOe BayKHOe HUKOMY He rOBOpHUS?

a random woman shows her belly

shows her knife scars

says: they kill you for the truth in this country
don’t go there at night

hide the most needed things behind your back
don’t tell anyone the most important things

Here I would like to turn to another poetic series penned by Lida Yu-
supova called ITpuzosopwt (Verdicts). She initially included this cycle
in her collection of poems Dead Dad (2019). One year later, she pub-
lished an entire book under the same title.

52 E. Ixab6apoBa, ITogscemecmuoe Hacuaue, “®-ITucemo”, 22.08.2019, https://
syg.ma/@ekaterina-zakharkiv/ieghana-dzhabbarova-povsiemiestnoie-nasiliie
(26.06.2025).

53 Tbid.
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The texts of IIpueosopuwt are based on the technique of appropri-
ation. Not a single word is made up by Yusupova. The poetess uses
actual documents from Russian courts. She primarily focuses on ver-
dicts dealing with cases related to gender-based and sexual violence
and hate crimes. In these texts, the sincerity of the lyrical subject or
victims is not questioned. By appropriating fragments from the au-
thentic documents, Yusupova draws attention to the sincerity of the
judicial system: is it possible to consider scandalous verdicts based
on discriminatory law as expressions of the sincere beliefs of its rep-
resentatives?

Yusupova turns authentic state documents against themselves.
Thus, the texts become commentaries on Russia’s current state of af-
fairs and show that violence is deeply embedded there at the institu-
tional level, being structural and systemic in nature. These poems are
rhetorical performances; as such, they become public expressions of
the author’s attitude. Yusupova does this both indirectly and non-ex-
plicitly. The reappearance of the original phrases in a new context
changes their meaning. This is the issue that Jacques Derrida dealt
with in his essay criticizing J.L. Austin’s speech act theory for its
insistence on the sincerity condition. Derrida believed that this re-
quirement makes Austin’s theory dependent on the speaker’s inten-
tion.5* Yusupova’s poems show that sincerity should not be simplified
into the literal meaning of the correspondence between the words
spoken and thoughts and feelings experienced. Therefore, a broader,
more nuanced understanding of sincerity is required. Not only does
she show that the use of the speech of others does not contradict the
employment of the rhetoric of speaking genuinely or openly, but it
may also indirectly include political attitudes.

Galina Rymbu, in the forewords to IIpuzosopuwi, underlines that the
main idea behind the project is “BepHyTb 3kepTBaM rojoc, IOMECTUTH
WX B TPOCTPAHCTBO KOJUIEKTUBHOW, HCTOPUYECKOM U YaCTHOMH
mamsTu’ % (to return the voice to the victims, to place them into the
space of collective, historical and personal memory), which she inter-
prets as an attempt to return “>xeprBaM uX 3bIOKOI CYyOBEKTHOCTH
(the victims their uncertain subjectivity).5®* Rymbu also points out the

54 J. Derrida, Signiture Event Context, in: Eadem: Limited Inc, transl. S. Weber and
J. Mehlman, Northwestern University Press, Evanston 1988, pp. 1—23.

5 . PeimOy, BoszspaweHue umenu, in: JI. FOcynosa, ITpueosoput, HoBoe sutepa-
TypHOe 0603peHue, MockBa 2020, p. 6.

56 Tbid., p. 7.
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fact that Yusupova turns the documents against themselves, when she
states that “cyne6HbII TPpOTOKOJI — caM 1O cebe HCTPYMEHT BJIACTH
Y HaCWIHs, UCKJIIOUAIomui smiaTtuio u apdert’ (a court record
as such is the instrument of power and violence and it excludes em-
pathy and affect), which suggests that Yusupova adds affectivity to
these documents. According to Rymbu, Yusupova does it through the
use of “gepesoii moBTOPOB M cMelleHU” (series of repetitions and
shifts).5® Drawing on Rymbu’s remarks, I emphasize that Yusupo-
va does it with the repetition of very specific parts and expressions
from the original documents. She focuses on the description of vi-
olent acts, or, the violence the victims suffered from, and even em-
phasizes the expressions explicitly describing pain. This approach is
applied, for example, in the poem 6.au3xum auyom/6auskum auuom
(by the close person/by the close person) that can be interpreted as
a commentary on the Russian law decriminalizing domestic violence.
The poem consists of several cases of domestic violence that were
decriminalized after passing the law number 8-FZ/2017. Each poem
has a similar structure. At the beginning, the expressions used in the
original document to describe the violence and pain experienced by
the victims were selected:

noTepueBIIel
IoTepIIeBIIast

JIBYX Y1apOB

JIECATHU yZapOB HOTaMU
[ATH YAAPOB HOTaMU
TI0 JIUILY

Jmna

TOJIOBBI

CUJIbHYIO 60JIb
CUJIbHYIO 60JIb
CUJIBHYTO 60JIB%

to the [female] victim
the [female] victim
two hits

dozens of kicks

five kicks

to the face

the face

57 Thid.
58 Tbid., p. 8.
59 JI. ¥OcynoBa, IIpuzogoput..., p. 78.
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of the head
strong pain
strong pain
strong pain

Subsequently, a brief description of the case follows. The description
is also created from fragments of the original document. Yusupova
names the perpetrator as well. At the end of these descriptions is
a list of the injuries suffered by the victims.

The court’s verdict was rewritten at the end of each case in the
poem. The claim is always the same. Violent acts are not considered
as criminal offenses anymore, because of the new law that decrimi-
nalized such acts:

ITocTanoBHI:

IIpexpaTuTe yroJI0BHOE /1€J10 B OTHOLIEHUH THUMOIIIEHKO
<®1O02>

B CBSI3H C JIEKPUMUHAIN3AIENH®

The court decides:

The criminal case against Timoshenko
<PERSON2>

is to be terminated due to decriminalization.

In the most violent case that the book focuses on, Yusupova em-
phasizes the vulnerability of the victim by the repetition of a sin-
gle expression “cmeptph morepueBmeii” ([female] victim’s death)
on several blank pages.®

The tension between the individual and the collective is ap-
proached differently than in previously analyzed poems. The in-
dividual is embedded in a juridical system based on patriarchal
inequalities. For this reason, these individual cases show how do-
mestic violence is decriminalized and therefore becomes a struc-
tural social issue that can potentially affect any household.

A peculiar case in the feminist context are the poems by Maria
Stepanova, whose status of a feminist has always been questioned
by many critics and readers. Oksana Vasyakina points to this per-
ception of Stepanova in her short article on contemporary femi-
nist poetry in Russia:

¢ Tbid., p. 79.
¢ Tbid., pp. 25—33.
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Jymaro, Ji/If MHOTHIX YHTAIONIUX STOT Marepuas, Mapus CremaHoBa CHJIbHee
Bcex BhIOMBaeTCsI U3 Psi/ia BRIOpaHHBIX moaTecc. CTemaHoBa y»Ke JJaBHO Iprobpe-
Ja craryc Bosbioro noara, a BospIioMy moaTy He IPUCTAIo OBITH JKEHIUHOM,
a mucath o mpobyieMax »KeHIIMH U HepaBeHCTBa — TeM boJree.5?

I think that for many of those who read this material, Maria Stepanova may ap-
pear not to fit into the list of selected poetesses. Stepanova earned the status of
A Great Poet long ago, and A Great Poet shouldn’t be a woman or, horribile dictu,
write about women’s issues and inequality.

Stephanie Sandler also noticed that Stepanova has never been per-
ceived as a political poetess. She earned her status “with a brilliant set
of ballads that showed both formal mastery and an extravagant imagi-
nation that could mix supernatural plots with psychological profundi-
ty”®3; in fact, after the onset of the war on Donbass and the annexation
of Crimea, her poetry started tackling political issues but in a more sub-
tle way than in the case of the other aforementioned poetesses. Sandler
as well as Vasyakina points out the importance of the poetry collection
Cmapwtit mup. IHouunka smcusnu (The Old World. Life Reparation,
2020) and the cycle /[esouku 6e3 odexcowt (Girls without Clothes) in
particular. Sandler commented on the cycle as follows:

Stepanova’s poem is about a structure of violence and humiliation inflicted on
women, a structure that is shown at its most outrageous because the violence is
inflicted on girls. The poem’s intensity comes from its verbal repetition, its litany
of the harms and actions, the forms of curiosity and shame that can always be
found, but the intensity also comes from the fact that the violence is inflicted not
on adults but on the young.%

In the cycle, Stepanova keeps on paying attention to “the formal mas-
tery.” It comprises fifteen poems with identical structures (two stan-
zas with eight lines and two verses). In the first verse of each poem,
the word “Bcerzia” (always) appears repeatedly. It is very often the first
word of the poem. Sometimes, several verses in the raw text start with
this expression. As Sandler mentions, the poems employ repetition.
Not only the word “Bcerma” is repeated; same or similar expressions
are used throughout the text. They connect with new contexts, and

62 Q. BacskuHa, I[Iamb KHU2 0 MOM, KAK 38Y4UM COBPEeMEHHAs demuHucmekas
noasus 6 Poccuu, “Topbkuii,” https://gorky.media/books-collection/5-knig-o-
tom-kak-zvuchit-sovremennaya-feministskaya-poeziya-v-rossii/ (10.04.2025).
The source is currently unavailable.

¢ S. Sandler, The Body Returns: Recent Poems by Russian Women..., p. 69.

%4 Tbid., p. 71.
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consequently, their metaphorical meaning expands. This characterizes
alyrical cycle in general. For example, the Christian myth of Adam and
Eve is reinvented through the repetitive use of the images of apple (and
other fruits that are often used as metaphors for body parts).

The obsessive reuse of the word “Bcerma” turns the expression into
a means for insistence on a certain stable and systemic picture of the
world, where girls and (young) women live. While Yusupova showed
in ITpueosoput that the juridical system makes every woman poten-
tially and universally vulnerable, Stepanova points out that there are
unwritten “laws” that may have a similar effect. Stepanova focuses
more on the internal life, or the process of internalizing unwritten
norms. The first verse of the poem is particularly significant. It uses
impersonal language, suggesting that some force commands the girls’
actions, and not their own free wills:

Bcerzia ectb TO, UTO TOBOPHT: Pa3/ieHbCA
U nmokaku, CHUMHU U TTOJIOXKH, JIAT

U pa3aBuHb, Aall IOCMOTPETH,

OTKpOH, moTporai ero, Tel HIOCMOTpeJIa?%s

There is always something that tells you: take your clothes off
And show it, take it off and put it down, lay down

And spread, let me see,

Open, touch it, have you seen?

Stepanova approaches the issue of female bodies as sexually vulnera-
ble in a tacit and elusive manner. She combines more explicit expres-
sions describing the involuntary sexualization of young female bod-
ies with generally understandable metaphorical language (similar
transparent metaphors as in Galina Rymbu’s poem). She combines
formal poetic mastery with an implicitly political topic. In doing so,
Stepanova’s poems achieve the effect of universality. They reflect
on widespread experiences with the use of a more traditionally con-
ceived poetic language.

CONCLUSION

This paper aims to take a closer look at the employment of the sincer-
ity rhetoric in feminist poetry, focusing on female bodies. By analyz-

% M. CremanoBa, Cmaputit mup. Iouunxa xusnu, HoBoe uzgatesbcTBo, MockBa
2020, p. 47.
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ing poems by different poetesses, I attempted to highlight the specific
means they use to create the effect of writing sincerely and shape the
meaning of sincerity. In the introduction, I referred to Jean Martha
Perreault’s concept of feminist autography that intertwines subjec-
tivity, writing, and collectiveness. My reading of the selected poems
demonstrates that the individual is represented by the frequent use
of specific details embedded in subjective experience and percep-
tion. Public disclosure is a characteristic of the sincerity rhetoric. We
may argue that making the subjective public is an important act in
constructing the community and feeling of togetherness. The rheto-
ric of sincerity in feminist poems is built on the process of creating
public private experiences, intimate feelings, and thoughts that are
subsequently turned into a political message. Sincerity is, therefore,
strongly fashioned as an ethical principle. Moreover, some of the
analyzed texts turn readers’ attention towards the writing process it-
self. However, considering Roman Jakobson’s notion of the poetic
function of the language of the literary texts (especially poetry), we
may conclude that, while tending towards the transparency of an eth-
ical and political message, Russophone feminist poetry preserves the
semantic ambiguity typical of any poetry.

The article is published with the support of the Strategy AV21:
Research programme Identities in the World of Wars and Crises.
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