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0z

Bu makale Felicia Dorothea Hemans’in (1793-
1835) siirini aci, kadinin siirsel yaraticiligt ve
edebi Slumstizlik baglaminda incelemektedir.
Hemans, Ingiliz yazininin duygusal geleneginde
6ne cikan bir figirdir; kisisel duygulari ev ici
kaygilarla bitiinlestirme konusundaki benzersiz
kapasitesiyle siirdeki
geleneksel cinsiyet rollerini stklikla sorgular.
Hemans, kisisel duygular1 vurgulayarak aile i,
ulusal ve siyasi meseleleri ele alan benzersiz bir
edebi gelenek kurar. Kadinlara dayatilan
kisitlamalara  ragmen, Hemans siitlerinde
kadinst kimligini her zaman korur. Bunu
yaratim strecinde 6énemli bir etki olarak kabul
eder. Bu stk altinda, bu makale Felicia
Dorothea Hemans’in, Records of Women (1828)
adli koleksiyonunda yaymlanan “Properzia
Rossi” ve “The Grave of a Poetess” adlt iki
siirinde eserlerin Slimsiizlegtirici glictini ortaya
koyma bicimlerini yakindan incelerken, aymi
zamanda kadin sairin bir sevgili ya da sair olarak
bireysel actsint dile getirme bicimlerini de ele
almaktadir. Hemans’in esetleri, bu iki unsurun

taninir  ve  boylece

birlesimini vurgulayarak kisisel actyt nasil

ustaltkla ~ kalict  bir  yaratict  mirasa
donustirdaging  kesfederek, sanatin  act
karsisinda bile kadins1 deneyimi

olumstizlestirme ve koruma yetenegine isaret
ediyor.

ABSTRACT

This paper examines Felicia Dorothea Hemans’s
(1793-1835) poetry concerning pain, female poetic
creativity, and literary immortality. Hemans is a
prominent figure in the sentimental tradition of
English writing, as she is recognised for her unique
capacity to integrate personal emotions with
domestic concerns, thereby frequently questioning
traditional gender roles in poetry. Hemans
establishes a unique literary tradition that addresses
domestic, national, and political issues by
emphasising personal emotions. Despite the
constraints imposed on women, Hemans always
maintains her feminine identity in her poetry. She
welcomes it as a significant influence on her
creative process. In this light, this paper closely
explores the ways Felicia Dorothea Hemans
reveals the immortalising power of works in her
two poems “Properzia Rossi” and “The Grave of
a Poetess”, published in her collection Records of
Women (1828), while also giving their articulation of
the individual pain of the female poet either as a
lover or as a poet. By exploring how Hemans
skilfully transforms personal sorrow into a lasting
creative legacy by highlighting the junction of these
two elements, Hemans’s works indicate the ability
of art to immortalise and preserve the feminine
experience, even in the face of pain.
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Introduction

In his “Tradition and the Individual Talent”, T. S. Eliot (1932: 13-22) empbhasises the artist's need to conflate
his/her original poetic creativity with the literary tradition. The poetry of Felicia Dorothea Hemans (1793-1835)
exemplifies this fusion of personal ingenuity with established literary conventions, resulting in a unique voice.
In order to create this distinctiveness, Hemans “brings together British, French, Indian, German, American and
Greek narratives from different historical periods” (Armstrong, 1996: 317) and blends them into her poetry. In
addition, her works were comprised of late Romantic and eatly Victorian characteristics, foregrounding religious,
domestic and martial themes. In the context of her literary approach, she has frequently been identified as a key
figure of sentimental tradition, which can be defined as “one of the cultural trends that gave rise to
Romanticism” (Baldick, 2001: 239). Sentimentalism features “effusive emotions, interpersonal relationships,
domestic settings, and coincidental plots in their narrative poetry and novels” (Abrams, 1999: 284). However,
Hemans’s poetry extends beyond these conventions. She engages with not only domestic themes but also
political and national concerns while, above all, emphasising female creative agency and the role of women in
literary production. Moreover, as Sweet (1997: 101) puts it, Hemans is also “a typical later Romantic, the author
of long poems written in dialogue with Lord Byron, Shelley, and John Keats”. Substantiating this, Scott (2001:
36) observes that Hemans “wrote more ekphrastic poems than the major Romantic poets combined, thirty-
cight to be exact”. Therefore, it would be an understatement to reduce Hemans’s status to that of a sentimental
poet exclusively concerned with domestic life- writing about women and families. Similarly, Arikan (2021: 9)
suggests that a fundamental element of Hemans’s creative vision is her capacity to integrate the social and
national with the personal and domestic, which is echoed as “complex orchestrations of sound” by Saglia (2007:

354).

In her later career, particularly in her collection Records of Women (1828), the poems Hemans produced dealt with
the meaning of poetry, achieving immortality through poetry, and the meaning of being an aspiring female poet.
Contrary to the perception that she primarily focused on domestic concerns, Hemans also subverts patriarchal
literary norms through her poetic creativity. When writing was considered against a woman's domestic bliss, she
could make a livelihood through writing like her contemporary Letitia Elizabeth Landon. Their poetry was
produced in a period when "sentimentalism was the dominant aspect in women's poetry, and Felicia Hemans
and Letitia Elizabeth Landon, who were not historically Victorian, were the best representatives of this growing
sensibility" (Sebet, 2007: 264). On the other hand, this sentimental tradition was not metely a sign of emotion
for them; it was also an attempt to escape from the literary constraints of their era, defying gender conventions
while achieving fame as writers. On the whole, regardless of her gender, Hemans was undeniably a prominent
poet and aimed to show this in her poems. As Gary Kelly (2002: 15) notes, Hemans “was the most widely read
woman poet in the nineteenth-century English-speaking world”. In like manner, although her poetry
encompasses several other subjects, this paper is specifically interested in the distinctive aspect of her poetry,
which is her emphasis on female poetic creativity. It aims to explore the ways Felicia Dorothea Hemans depicts
poetic creativity by asserting female autonomy in her literary pursuits, particulatly during a time marked by
sentimentalism and societal expectations centred around domesticity, with a particular emphasis on her poems
"Properzi Rossi” and “Grave of a Poet” in her poetry collection, Records of Women.

Felicia Dorothea Hemans and Her Poetry

Hemans was born Felicia Brown in 1793 into a merchant-class family in Liverpool. While she was getting an
education under the supervision of her mother at home, she read widely in English and continental European
literature, travelled and history, and had the opportunity to learn modern languages (Kelly, 2002: 18). Her father
left home for Quebec and never returned. In 1812, she married Captain Alfred Hemans and gave birth to five
sons in six years. In 1818, following his departure for Rome, Captain Hemans never returned (Feldman, 1999:
xiv-xv). According to Angela Leighton (1992: 9), after these two desertions, Hemans developed a connection
for her future poetic career between “male desertion and female creativity”. Hemans made her first appearance
as a poet at the age of fifteen with the publication of a book that was funded by subscriptions, Poess (1808). It
was then followed by The Domestic Affections and Other Poems (1812), The Restoration of the Works of Art to Italy (1816),
Modern Greece (1817), and five other volumes (Peterson, 2016: 403). In the course of her life,



Hemans published twenty volumes of poetry, many annotated from her wide multilingual reading,
and she placed nearly four hundred poems in an emerging popular market of magazines and
annuals. [. . . ]. Her posthumous career was as rematkable, with scores of selected and collected
editions appearing between 1835 and 1920 alongside critical attention in Europe and America from
Sainte-Beuve early to Saintsbury late. (Sweet and Melynk, 2001: 1-2)

Gary Kelly underpins three reasons for this success and popularity. To begin with, in her time, there was a new
emerging revolutionary class, the values she acquired in her family and country. Secondly, being from the middle
class herself, Hemans adapted new developments in British and European Romanticism to her works. Thirdly
and finally, she "tesponded passionately to the unfolding national and international politics of her day" (Ryan,
2002: 15). These characteristics combined determine the status of Hemans as a poet sensitive to the social
changes and literary breakthroughs of her day, enabling her work to be related with contemporary readers and
ensure her enduring appeal. Within the roles of her domestic life and poetic career, as Ryan (2008: 250) puts it,
"Hemans uses her poetry to negotiate a space between public acceptance of feminine writing and private desire
to be a poet, with the added negativity of assumed ambition and public exposure that such a role entails". It is
evident in her works that with her poetic skill, she navigates these complexities as she meticulously creates a
careful balance between public recognition and her creative ambitions. To define her poetic trajectory, Sweet
and Melnyk (2001: 4-5) categorise Hemans’s career into three distinct phases: an eatly period focused on public
concerns, a middle phase emphasising intimate reflections, and a late period marked by experimental forms and
themes. Considering this tripartite structure, it could be argued that the development in Hemans’s poetry shows
her capacity to adjust to diverse socio-political or life events of her time and her engagement with personal and
innovative concerns.

Given her interaction with the female sphere and female poetic practice, in a letter that she wrote to her aunt in
1808, Hemans acknowledges that “females are forbidden to interfere in politics” (Wolfson, 2000: 475). This
observation demonstrates her comprehension of the gender roles that prevailed during her lifetime.
Nevertheless, she endeavoured to devise feminine patriotic poetry by blending her domestic views through her
political vantage point (Lootens, 2000: 257). She wrote "The Army, " "Reform", and satirical and political works.
Although these works possess political and ostensibly unfeminine themes, Hemans employed them in a manner
that would be considered feminine. Her poems, The Restoration of the Works of Art to Italy (1816) and Modern Greece
(1817), bear the same motive in which she touches on the post-Napoleonic state of Britain and Europe. The
poems provide commentary on significant national and global political issues, encompassing an extensive
historical and cultural perspective (Kelly, 2002: 23). She consistently maintains her feminine perspective, even
when discussing political matters. Similatly, according to Arda Artkan (2021: 20), in her political and nationalistic
poetry, Hemans primarily reflects the societal and political desire for strong leadership and abundant resources
that people wish to see in their country. This method enabled Hemans to participate in political debate while
preserving a uniquely feminine perspective. By integrating national feeling with political concerns, she redefined
conventional concepts of patriotism, opening up some space for a feminine but authoritative presence in literary
and cultural memory.

While Hemans approaches her themes from a distinctly female perspective in her national and political poetry,
she excels in creating a female authorial persona in her narrative poems, demonstrating a particular mastery in
this mode of expression. She represents central human relationships and feelings, especially those that are called
domestic affections. In her narrative poems, she creates an authorial persona who sympathises with the poems'
female subjects. Thus, she reconstructs history, the domain of which has conventionally belonged to men (Kelly,
2002: 29). For instance, throughout the nineteenth century, Sappho and the image of her death enabled women
poets to be a source of inspiration. Similarly, Hemans’s “The Last Song of Sappho” (1834) is based on a drawing
by Richard Westmacott Jr. that portrays Sappho. With this picture in mind, Hemans expresses Sappho’s voice
just before the poet takes her own life (Brown, 2000: 183). This sentimental approach reflects on the poems of
Hemans, particularly aligning with “Properzia Rossi” and “The Grave of a Poetess”, where Hemans similarly
pays tribute to the female creative power of women artists while simultaneously articulating the intense personal
pain they experience. In these works, Hemans emphasises the transcendence of art in its power to achieve
immortality.



Concentrating more on female stories in her later career, Hemans published Records of Woman in 1828. It is a set
of poems, the focal point of which is the suffering endured by several historical women. Hemans primarily
focuses on women, particularly those who have made significant contributions to history, while asserting her
authority as a female writer. The collection includes several literary forms and utilises literary and historical
sources. As Feldman (2002: xx) states, "[a]lthough Hemans marketed herself as a poet who celebrated the
‘domestic affections,’ as a defender of hearth and home, ‘Records of Woman’ undercuts, even while it reinforces,
conventional views of women”. Thus, Records of Woman challenges conventional gender roles, revealing the
complexities and contradictions in societal expectations of women.

Two poems from the Record of Women collection, “Properzia Rossi" and "The Grave of a Poetess", cast women
as the main personae. In both poems, Hemans emphasises "the need for domestic stability, to ensure artistic
survival in a world dominated by masculine epic conventions, and contrasts that need with the inevitable failure
of artistic women to achieve that stability in life" (Treftz, 2008, p. 70). This conflict between the need for
domestic stability and the challenges faced by creative women is further shown in the many depictions of the
poetess. The images of the poetesses are multiple. From time to time, she is the "poem's protagonist and its
narrator, a victim of the circumstances recorded in the text, and a key actor in ensuring the survival of the
memory of both the poetess herself and the domestic ideals she treasures” (Treftz, 2008: 70). In this collection,
as Scott (2001: 42) puts it, Hemans move from "the national to the personal level, from a rhetoric of political
and public advocacy to a voice of intense private feeling, and from the epic to the lyric mode". Unlike the early
years of her career, in which more public concerns were dominant, in these poems, the women of many
representations become the focal points with their autonomous presence.

“Properzi Rossi”: The Fall of a Lover and the Rise of An Artist

In “Properzia Rossi” Hemans portrays a female artist, Properzia Rossi, a famous sculptor, who dies broken-
heartedly due to an unrequited love. A painting by Jean-Louis Ducis epitomises her, showing her last work, a
basso-relievo of Ariadne, to a Roman Knight. However, the knight is indifferent to the work. The persona in
the poem is suicidal as a consequence of being disregarded as a woman. The head note of the poem states:

Properzia Rossi, a celebrated female sculptor of Bologna, also possessed talents for poetry and
music and died due to an unrequited attachment. A painting by Ducis shows her last work, a basso-
relievo of Ariadne, to a Roman Knight, the object of her affection, who regards it with indifference.
(Wolfson, 2000: 352)

In creating a female poet, Hemans sets herself as a model here. Like Rossi, Hemans believes that she has
considerable artistic skill despite the constraints of societal and cultural norms. The poem presents an artist who
fancies creating an art piece yet requires deep love. When the love is unrequited, she starts to wither, hoping her
art will become famous after her death. In the opening lines of the poem, Rossi’s self-consciousness about her
approaching death is evident: “Yet one more dream! / From my deep spitit one victotious gleam / Ere I depart!
For thee alone, for thee!” (5-7). She is conscious of her impending death and the reason for it. She engages with
the broader Romantic idea of the unrecognised artist, a theme that resonates with many female creators of her
time, such as L.A.L. and Charlotte Smith. This reflects the Romantic belief in artistic immortality, where accurate
recognition often comes only after the artist's passing. Thus, while exploring the tension between petsonal
suffering and artistic endurance through Rossi, Hemans suggests that while love may fail, art can transcend time.

The unrequited love the persona suffers from will ultimately lead to her death. It is obvious that Rossi desires
immortality through her art as she states in the very beginning of the poem: “Let earth retain a trace / Of that
which lit my being,” (3-4), and “I shall not perish alll” (33). When she dies some day of unrequited love, the
knight “may yet, / Feeling sad mastery there, perchance regret / Thine unrequited gift” (24-26). The persona
expresses the artist’s desire for lasting recognition in these statements. Therefore, Hemans prepares the
foundation that examines the correlation between personal suffering and the immortal power bestowed by art.
Furthermore, by simultaneously dealing with representing women as creators, the poem also addresses the
problems concerning these female poets in the literary arena “as victims of and limited by their passions” (Kelly,
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2002: 51). Similarly, Grant F. Scott analyses that “How will my work be perceived?” is the central question of
the poem with the painting providing “a sentimental rendering of the female artist displaying her work and
herself” (2001: 42-43) — both herself as a woman and herself as the artist.

Tormented by unrequited love, Rossi desperately secks "one more dream" before her impending departure from
life. First, she addresses Muse and then the knight. She secks "something immortal of my [het] heart and mind"
(10) in the first stanza. To avoid "perish" at all, she calls for her "fruitless dowet", symbolising her poetic
creativity. This creativity, thus, becomes her vehicle to achieve immortality through the work of art. The first
part of the poem portrays her disappointment and anger as a lover and her desire to be immortal as an artist.
This desite for artistic immortality is not confined to gender; however, Hemans's portrayal of Rossi's struggle is
consistent with broader feminist literary discourses on the obstacles encountered by women in the creative
arena, as suggested by feminist writers such as Gilbert and Gubar (1979).

The second part of the poem opens with Rossi’s summoning her poetic gift with all its full potential and, thereby,
the very concept of posthumous existence via her artistic work: “It comes, - the power/ Within me born, flows
back; my fruitless dower/ That could not win me love. Yet once again/ 1 greet it proudly, with its rushing train/
Of glotious images: - they throng- they press-/ A sudden joy lights up my loneliness, -/ I shall not perish all!”
(25-31). In this second section, she develops a more hopeful tone by mentioning her gift of artistic creation. She
is confident that her work would provide her eternal happiness, unlike the unreciprocated love she could not
experience. Images of light pervade the stanza, symbolising her art. For that aim, she expects Ariadne, the
subject of the sculpture, to be the spokesperson to tell her story after her death: “Speak to him of me, / Thou,
the deserted by the lonely sea, / With the soft sadness of thine earnest eye, / Speak to him, lorn one! deeply,
moutrnfully, / Of all my love and griefl” (45-49). While the immortality of the art she creates promises some
hope to her in the second stanza group, the third stanza opens with her disillusionment. She cannot complete
her work and states that if she had not been “too much alone”, she could create a “far nobler thought”. Her
pain is in the foreground: “Yet all the vision within me wrought, / I cannot make thee! Oh! I might have
given/birth to creations of far nobler thought, / I might have kindled, with the fire of heaven, / Things not of
such as die! But I have been/ Too much alone;” (61-66). She believes that the magnitude of the pain she suffers
has also withheld her from her creativity. Love could be the best solution to her problems, yet she is devoid.
Akin to the Romantic male poets' approach to loss, her loneliness brings her closet to her art. By reflecting on
her pains in creating the work of art, Rossi uses the statue she creates not to represent beauty but to revisit and
explore love. Even though she states that her art would flourish if she were loved back, her art is the only thing
that accompanies her. Despite the circumstances, she seeks refuge in her artistic creativity. Hemans portrays
interconnected themes of suffering and feminine empowerment to cultivate artistic expression. Rossi is prepared
to forego fame and immortality in favour of love: “Worthless fame! / That in his bosom wins not for my name
/ The abiding-place it asked!" (81-3). According to Rossi, the fame that artistry bestows pales compated to the
exquisite joy of love. She is aware of her artistic prowess and criticises the knight for not reciprocating her love:
“And thou, oh! thou, on whom my spirit cast/ Unvalued wealth, - who know’st not what was given/ In that
devotedness, - the sad, and deep/ And unrepaid- farewelll” (103-106). Despite her enduting affection for the
knight, she recognises that he is incapable of comprehending the value of her love and, hence, is unworthy of
1t.

This disappointment with love, however, does not lessen her creative energy; instead, it supports the belief that
art provides a kind of immortality not available from real connections. Leaving behind a sculpture will
immortalise her. Rossi’s fame is “worthless” because the fame cannot win her love back. Deborah Kennedy
(1997: 280) asserts that Hemans’ obsession with this theme cannot only be explained by the failure of her
marriage or the pressures of society. Instead, Hemans identifies an inherent need for the love and sense of worth
that can come from an intimate relationship. Employing emotional and spiritual expressions of love constitutes
a valid example of this. Thus, “Rossi’s triumph as an artist” is replaced “by her sense of personal isolation”
(Kennedy, 1997: 281). Rossi finishes the poem by giving her voice to Ariadne in a manner that is strikingly
comparable to the subtle approach that Hemans employs herself as a model: “Yet I leave my name- / As a deep
thrill may linger on the lyre/ When its full chords are hushed- awhile to live/ And one day haply in thy heart
revive/ Sad thoughts of me: - I leave it, with a sound/ A spell o’er memory, mournfully profound, I leave it, on
my country’s air to dwell,- / Say proudly yet- / “T'was het’s who lov’d me welll”” (121-127). By casting Ariadne



in her image, Rossi raises Ariadne's status to that of a goddess who has achieved immortality. Hemans, on the
other hand, identifies with Rossi as an artist. Therefore, Hemans endeavours to alleviate her afflictions by
utilising the immortality that art bestows. Hemans insinuates that, like Rossi, she also seeks solace in the
immortal power of art, employing poetry to transcend the limitations of female artists. The poem serves as both
an examination of the artistic challenges faced by women and a testament to the curative potential of artistic
creation.

“The Grave of a Poetess” — An Elegy for the Women Poet

“The Grave of a Poetess” is an elegy written on the death of the poet Mary Tighe. The speaker of the poem
mourns for the loss of a gifted poet. However, imagining that Tighe is in a better place, heaven, becomes
compensation for her. Through the poem, Hemans commemorates the undying spirit of the artist (or all
preceding female artists in general) by composing an elegiac poem. As Brandy Ryan (2008: 32) encapsulates,
this enables Hemans to establish a system for evaluation, “whereby she and the women poets who follow her
discuss, circulate, and negotiate the values of their art”. In this poem, Hemans shifts the focus toward the solace
found in death, portraying the late poet as ultimately at peace. In her new place, Tighe can perform her poetic
creativity: “Now peace the woman’s heart hath found/And joy the poet’s eye (51-52). The phrase, "The poet's
eye" (ot "I") here symbolises the perspective of the woman poet and celebrates her poetic creativity. Her "eye"
/ "I" becomes her own artistic or poetic point of view, emphasising the creative act of a woman poet. Beating
Romantic traits, the poem opens with several pastoral depictions: “I stood beside thy lowly grave; - / Spring-
odours breathed around, /And music, in the river-wave, /Pass’d with a lulling sound” (1-4). Thus, at the outset
of the poem, Hemans uses earthly imagery. In the poem, while praising the poet, Hemans transforms this
imagery into heavenly connotations with the rise of the poet's "immortal spirit" (28). Once again, using light
imagery and highlighting the word woman, Hemans obviously reveals the significance of being a woman poet.
In addition, following the same line of thought as “Properzia Rossi” as regards the concept of immortality,
Hemans extolls the enduring influence of a female poet in this instance: “But then, even then, a nobler thought/
Over my vain sadness came; / The immortal spirit woke, and wrought/ Within my thrilling frame (emphasis added,
29-32). Hemans highlights the enduring nature of immortality beyond death, conveying that the poet ascends
to a higher creative realm where her immortality is attained.

In addition, much as in the case of “Properzia Rossi”, where Hemans expresses her anguish and suffering while
recognising the poet’s eternal fame, she does not refrain from mentioning the sacrifices that come with being a
woman poet while celebrating Maty Tighe: “Thou hast left sorrow in thy song, / A voice not loud, but deep! /
The glotious bowers of earth among, / How often didst thou weep” (45-48). Here, the deeply established pain
in Tighe’s poetic voice is recognised, and Hemans implies that artistic creativity for women often comes at the
cost of enduring pain. The words "a voice not loud, but deep!" suggest how women poets, although not usually
given significance in the literary canon, have a long-lasting emotional and intellectual influence.

As a result of these observations, it is evident that through a wider angle, Hemans’s “The Grave of a Poetess”
does not merely serve as an elegy for Mary Tighe but also
serves as a testament to the shared struggles and unacknowledged legacies of female poets. In this instance,
Hemans takes it to a more communal level for the woman artists. As she praises Tighe, she gets pretty outspoken
about the female poet who aspires to earn a career by writing. The “women’s mind” is elevated, and Hemans
praises a woman poet, likely identifying herself as het: “Thou in whose woman’s mind/ The ray that brightens
earth and sea” (14-15). Through the end of the poem, Hemans juxtaposes the earthly and heavenly realms and
hints that the poetess has reached a new level of creativity now that she is immortal. Unlike the earthly
connotation at the beginning of the poem depicting the artist’s suffering, a heavenly connotation is incorporated,
portraying the artist’s state of tranquillity. This juxtaposition is evident in the final stanza of the poem: “Where
couldst thou fix on mortal ground / Thy tender thoughts and high? / Now peace the woman’s heart hath found,
/And joy the poet’s eye” (49-52). The earthly wotld and the high thoughts of the late poet are diametrically
opposed, and this contrasting picture exemplifies the poet’s transcendence to a new and elevated realm. The
"poet's eye" or "I" metaphor becomes more crucial here, for her creativity now stands out as a divine one as
she lives in the realm of heaven. Therefore, to praise Tighe's artistry, Hemans elevates the poet's status in the
poem and does not place her inside the terrestrial sphere. There are no societal or cultural restrictions where



she lives now. Emphasising her present peace, Hemans declares that the “poet’s eye” of Tighe is now filled with
joy unbounded by any earthly limitations. As a woman poet, Tighe has suffered before but now has unrestricted
creative freedom in paradise.

Conclusion

In “Properzia Rossi” and “The Grave of a Poetess”, Hemans expresses the individual pain experienced by
women poets in their roles as lovers or creators while conveying the everlasting significance of art. Hemans
reinterprets pain as a catalyst for creative transcendence in both poems. She establishes a literary tradition in
which femininity is a source of empowerment rather than a limitation. In both poems, she sees art as the ultimate
emancipation for women, ensuring an enduring presence beyond death. The significance of a woman's creation
as an authority extensively exists in both works. In “Properzia Rossi” and “The Grave of a Poetess”, different
depictions of suffering are the natural outcome of being a woman. However, being an artist or a poet alleviates

this cost by enabling immortality through creating art. According to Feldman (1999: xxi), “[d]eath, as Hemans
sees it, may at times a woman’s most forceful adversary but can also be her salvation”. Following this, Hemans's
approach suggests that she recognises the responsibilities imposed on female artists while concurrently
redefining their legacy by declaring that the lasting nature of their works is the accurate measure of immortality.
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GENISLETILMIS OZET

Bu makale, 1ngiliz kadin sair Felicia Dorothea Hemans’in, siir sanatina cok yoénli olan yaklasimini siirsel
yaraticilik, kadin olma, act ve Slimsiizlik konulart 6zelinde incelemektedir. Felicia Dorothea Hemans, Letitia
Elizabeth Landon ile Ingiliz Edebiyat’nda duygusal siir geleneginin 6nde gelen isimlerindendir. Hemans’in eser
tirettigi yillar, Ingiliz edebi geleneginde Romantik dénem sonlarina ve Viktoryen dénemin baslarina tekabiil eder.
Hemans, 19. Yizyll’da ¢ok sayida eser tretmistir ve eserlerinin etkisi kendinden sonraki dénemlerde de
sturmistir. Déneminde ve sonrasinda, genis kitlelerce okunmus bir sairdir. Siirlerinde aile konularina duygusal
bir dokunusgla yaklasimiyla bilinen Hemans, her ne kadar bazen elestirilse de Hemans’in sanati aile, din,
vatanseverlik gibi kavramlart kadinsi bir bakis acsiyla vermektedir. Eserlerini, dogrudan feminist esetler olarak
nitelendirmek dogru olmasa da siirlerinin kadinsal pek ¢ok 6ge barindirdigs bir gercektir. Hemans’in siitlerinde,
kadin olmanin 6nemini ve bunun bir gii¢ ve ilham kaynagi oldugu gézlemlenir. Bu arastirmanin merkezinde, her
ikisi de Records of Women (1828) adli siir koleksiyonunda yayinlanan “Properzia Rossi” ve “The Grave of a
Poetess” (“Bir Kadin Sairin Mezarr”) adli iki siiti yer almaktadir. Her iki siirde de Hemans, benzer actlardaki iki
sanat¢inin kadin olarak Sliimsuzliige ulasma ¢abasini ve strecini ifade eder. “Properzia Rossi” siirinde asik olarak
hiisrana ugramis bir sanatctyr yaratici siirecinde, ““The Grave of a Poetess” siirinde ise kadin bir sairin sanati
aracihigiyla Sliimsiizlige ulasmasini gosterir. Tki siirde de sanatin bahsettigi 6limsiizliik, gecerli ve yerinde bir
teselli olarak kullanilir. Hemans, béylece, kisisel acilart kalict bir yaratict mirasa donistiirme asamasinda kadin
yaraticiligint ortaya koyar.

Bu baglamda, bu makalede ele alinan ilk siir Hemans’in “Properzia Rossi” isimli eseridir. “Properzia Rossi”
siirinde Hemans bir kadin sanatciyt resmeder. Unlii bir heykeltiras olan Properzia Rossi, karsiliksiz bir askin
sonucu olarak kalbi kirik bir sekilde 6lmustar. Siirde, Jean-Louis Ducis’in bir tablosu, Rossi’nin son esetini
Romalt bir s6valyeye gosterisini tasvir ediyor. Ancak s6valye bu asik kadinin eserine kayitsiz kalir ve karsihik
vermez. Bu sebeple, siirdeki Rossi, sevilmeyen bir kadin olmanin sonucu olarak intihara meyillidir. Béylece bu
siir, bir sanat eseri yaratmayi hayal eden, ancak derin bir aska ihtiya¢ duyan bir sanatctyt 6n plana koyar. Bu kadin
sanatcl, askina karsilik alamadiginda, sanatinin Sliimiinden sonra sohretle sonuglanacagindan teselli bularak
olime yaklasir. Eser, sanat¢inin taninma ve 6lumsizlik mucadelesinin dokunakli bir incelemesidir. Bu anlati
araciligiyla Hemans, bir agidan da toplumsal beklentiler ve dliimsiizlitk arzusuyla bogusan bir kadin sanatgt olarak
kendi deneyimlerini yansitmaktadir. Siir, sanatin dénistirict giictinin altit gizerek, gercek Slimsuzligin
kisisel begenide degil, kisinin yaratict ¢abalarinin kalict etkisinde yattigini 6ne strer.

“The Grave of a Poetess” (“Bir Kadin Sairin Mezart”) siiri ise Hemans tarafindan, 1810 yilinda vefat eden
Irlandali kadin sair Mary Tighe anistna yazilan bir eserdir. Bu siirde de Hemans kadin bir yazar nezdinde yasanan
bir act temasini, bunun yaratict stiregle olan igsel baglantisint ve élimstizlik arayisini ortaya koymaktadur. Siirin
konusmacisi yetenekli bir sairi kaybetmenin yasint tutmaktadir. Ancak Tighe’nin daha iyi bir yerde, yani cennette
oldugunu hayal etmek onun i¢in bir telafi olur. Bu konusmaciya gore, Tighe, yasarken acilar ¢ekmis, fakat su
anda siirsel yaraticiligini sergileyebilecegi bir yerdedir ve orada huzur bulmaktadir. Hemans, bu siirde de kadin
yaraticiiginin anlamlarint arastirmak amaciyla kadin bir sanatgt imajint kullanmaktadir ve kisisel act ile sanatsal
ifadenin kesisimini vurgulamaktadir. Duygusal derinlik ile harmanlanan bu siir araciligiyla, acinin sanatsal basart
icin glcli bir tetikleyici olabilecegi fikrini aktararak kadin bir sairin Slimstzlige ulasma becerisini ifade eder.
Bahsi gecen iki siirin de dili, imgeleri ve tematik kaygilari yakindan incelendiginde, Hemans’mn acty1 yaratici
sirecin ayrilmaz bir pargast olarak gérdigl gézlemlenmektedir. Farkli alanlardaki iki kadin sanateiy1 tasvir
ederken ayni zamanda siirlerde Hemans’in da yansimalart gorilmektedir. Bu sayede, Hemans, sadece bireysel
deneyimlerini degil, daha genis bir kadin deneyimine de ses vererek her iki alanda da evrensel bir Slimsuzlik
arayisina girmektedir.

Sonug olarak, Felicia Dorothea Hemans’in Records of Women basliklt siir koleksiyonunda yer alan ‘“Properzia
Rossi” ve “The Grave of a Poetess” siitleri, act, kadinsal yaraticilik ve 6limsiizlik temalarinin i¢ ice islendigi bir
tema sunmaktadir. Acilarinin icerisinde, sanatta yaraticiligin kesfi ve bunun getirdigi 6liimsiizliik hissi, iki kadin
anlatictya da hem agik hem de yaratict bir sanatgt olarak giic ve teselli vermektedir. Bunu yaparken sanatin
olimstzluge ulastiran glicintn altt defalarca ¢izilmektedir. Hemans, bu temalart kisisel duygularla bir araya
getirerek acinin sanatin yaraticiligi sayesinde donistirici bir giice sahip oldugunu vurgulayan kendine 6zgi bir
anlatt yaratmaktadir. Bu siitlerde, farkli sekillerde de olsa act ¢ekmenin kadinligin dogasinda var oldugu
orneklendirilir. Ancak, siirler bu actyla bas etmek noktasinda, bunun kadin yaraticiiginin sagladigr 6limsiizlik
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potansiyeli ile hafifletildigini 6ne strer. Kisisel tecribbe ve duygularindan da faydalanan ve bunlari canh
anlatimlarla 6n plana ¢ikaran Felicia Dorothea Hemans’in, “Properzia Rossi” ve “The Grave of a Poetess’ adli
siitlerini inceleyen bu c¢alisma, sanatin act karsisinda bile kadinst deneyimini Slimstzlestirme ve koruma
yeteneginin bir kamti oldugunu 6n plana getirerek kadin yaraticilifinin amaci, giici ve derinligi hakkinda
icgoriiler sunmaktadur.
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