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Svetot na muslimanite, kako i drugite tradi-
cionalni patrijarhalni op{testva, istoriski, gi
sokriva i gi isklu~uva `enite. Op{testvenite
kodovi na `enskoto odnesuvawe i socijalnite
zabrani vrz niv se osobeno naglaseni. Skromnosta vo
odnesuvaweto i izgledot, kontrolata vrz fizi~kite
dvi`ewa i kontrolata na seksualnosta, pretstavuvaat
aspekti na socijalnata kontrola i rodovata politika
vo ovie op{testva. Ovaa kontrola ~esto funkcionira
preku konceptot {arm, koj e persiski i arapski zbor
koj nema svoj ekvivalenten zbor vo angliskiot.
Najbliskiot prevod e kombinacijata od zborovite
sram [shame], {arm [charm], i skromnost [modesty],
koi se klu~ni kaj `enskata dopadlivost - vnatre{-
nata i nadvore{nata ubavina vo muslimanskite
op{testva.1  Vo ovoj esej }e analiziram tri posle-

The Muslim world, like in many other traditional
patriarchal societies, has historically secluded and
excluded its women. Social codes of women�s behavior
and social restrictions on women are strongly emphasized.
Modesty in behavior and appearance, control of physical
movement and the control of sexuality are all aspects of
social control and gender politics in these societies. This
control often operates through the concept of sharm, a
Persian and Arabic word with no equivalent in English.
The closest translation is a combination of the words
shame, charm, and modesty, which are central to a
woman�s desirability and inner and outer beauty in
Muslim societies.1  In this paper, I analyze three conse-
cutive eras of Iranian political history and reveal women�s
struggle to be heard and included, as reflected in the
selected literature. Some poets operate through the
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dovatelni eri na iranskata politi~ka istorija i }e
go obelodenam `enskiot streme` da se ~ue nivniot
glas i da bidat vklu~eni, kako {to mo`e da se vidi
od izborot na literaturata. Nekoi poeti funkcio-
niraat preku konceptot na {armot, drugi go predi-
zvikuvaat ili se somnevaat deka toj postoi.

Ekonomskiot razvoj, kako {to }e se poka`e tuka,
predizvika drasti~ni promeni kaj mnogu od ovie
op{testva; nekoi od niv se pozitivni, nekoi se
reakcionerni, a nekoi se negativni. Iran e odli~en
primer za op{testvo kade patrijarhalnata struktura
se ima razvieno od ran patrijarhat preku neopatri-
jarhat do post-neopatrijarhat. Jas ja definiram
ranata era na patrijarhatot kako period od docniot
devetnaesetti do sredinata na dvaesettiot vek, vreme
koga Iran e zemja koja e prete`no zemjodelska, so
najnisko nivo na ekonomski razvoj i industrija-
lizacija. Mnozinstvoto od naselenieto bilo nepis-
meno. Postoela primena na stroga rodova praksa i
toga{ najmnogu se po~ituvale pravilata na zabrani
vo odnesuvaweto. Taka, patrijarhatot se definira
kako �edna socijalna struktura bazirana na rodnin-
ska hierarhija so strogo definirani polovi ulogi
kade `enite im se podredeni na ma`ite ({to) e
povidlivo na mesta so ograni~ena industrija-
lizacija, urbanizacija i proletarijat, a mo`e i da e
propi{ano so zakon od dr`avata.�2

Vtorata era, neopatrijarhalnata, ja definiram kako
period na zabrzan ekonomski razvoj, koj najmnogu se
dol`i na ogromnoto bogatstvo {to se sozdava od
zarabotuva~kata od nafta.3  Ovoj period se protega od
sredinata na 1950-te do padot na dinastijata Pahlavi,
kon krajot na 1970-te. Neopatrijarhalnoto op{testvo
e edno �modernizirano� patrijarhalno op{testvo koe
minuva niz brz ekonomski razvoj i modernizacija
(kako i kaj mnogu od zemjite proizvoditeli na nafta

concept of sharm; others defy sharm or question its
reason for being.

Economic development has created drastic changes in
many of these societies; as we will see here, some are
positive, some reactionary and some are negative. Iran is
a great example of a society in which the patriarchal
structure has evolved from early patriarchy to neopat-
riarchy to post-neopatriarchy. I define the early patriar-
chal era as the period from the late nineteenth-to mid-
twentieth century, when Iran was primarily agricultural
with a minimum level of economic development and
industrialization. The majority of the population was
illiterate. There were rigid gender practices implemented
and restrictive codes of behavior were practiced to its
fullest. Patriarchy is, therefore, defined as �a kinship-
ordered social structure with strictly defined sex roles in
which women are subordinated to men [that] persists
where there is limited industrialization, urbanization and
proletarianization, and may be legislated by the state.�2

I define the second era, the neopatriarchal era, as the
period of rapid economic development, due primarily to
the enormous wealth created by oil revenue.3  This period
extends from the mid-1950�s to the fall of the Pahlavi
Dynasty in the late 1970�s. A neopatriarchal society is a
�modernized� patriarchal society experiencing rapid
economic development and modernization (as in many
of the oil-producing countries since the mid-1950�s). At
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od sredinata na 1950-te). Vo isto vreme op{testvoto
e izlo`eno na vlijanija od zapadnata ideologija i
minuva niz promeni vo svojata op{testvena struk-
tura.4

Tretata era, koja tuka ja narekuvam post-neopatri-
jarhat, soodvetstvuva so erata na islamskiot funda-
mentalizam, od 1978 do 1990-te. Post-neopatri-
jarhatot e �reakcionerna� era, kade zapadnoto
vlijanie se otfrla, a op{testvoto e slo`no vo
potragata kon eden nov identitet. Socijalnata
struktura po~nuva da se menuva vo isto vreme koga
bescelnata manifestacija na neo-patrijarhalnoto
op{testvo }e izleze na videlina. Op{testvoto vo
sostojba na post-neopatrijarhat traga po eden nov
identitet, istovremeno otfrlaj}i ja i prifa}aj}i ja
i sovremenosta i tradicijata. So drugi zborovi, edno
post-neopatrijarhalno op{testvo se stremi da
sozdade nov identitet so toa {to posega po minatoto,
ja prepoznava sega{nosta i e vo potraga po edna
podefinirana idnina.

Vo neopatrijarhalnite op{testva, a vo golem stepen
i vo post-neopatrijarhalnite op{testva, golem
procent od naselenieto e pismeno i so visoko
obrazovanie (mnogumina go steknale i na zapadnite
univerziteti), za razlika od naselenieto vo patrijar-
halnite op{testva. Zatoa postoi ̀ ed za demokratija,
sloboda, zdobivawe na znaewe i obnovuvawe na
op{testvoto. Osobeno `enite sozdavaat eden nov
identitet za sebesi so toa {to gi prifa}aat kako
�isto~nite� taka i �zapadnite� vrednosti vo ramkite
na konvencionalniot kontekst na svoeto op{testvo.

Kako vlijae razvitokot na patrijarhalnata struktura
vrz rodoviot identitet i izrazuvaweto na `enskoto
�jas�? Odgovorot na ova pra{awe se nao|a vo ̀ enskite
izrazi na soglasuvawe, sprotivstavuvawe i otpor kon

the same time, society is exposed to Western ideology and
undergoes changes in its social structure.4

The third era parallels the Islamic fundamentalist era,
from 1978 to the 1990�s, which I refer to here as the post-
neopatriarchal era. Post-neopatriarchy, is a �reactionary�
era, in which Western influence is rejected and society is
unified in search of a new identity. The social structure
shifts when the anomic manifestation of neopatriarchal
society becomes evident. A society in a state of post-
neopatriarchy searches for a new identity while both
embracing and rejecting modernity and traditionalism.
In other words, a post- neopatriarchal society struggles
to create a new identity as it reaches out to its past,
recognizes its present, and searches for a more defined
future.

In neopatriarchal societies and to a greater extent in post-
neopatriarchal societies, a larger percentage of the
population is literate and college educated (many in
Western Universities), unlike those in patriarchal
societies. Therefore, there is a thirst for democracy,
freedom, acquiring knowledge and rebuilding society.
Women in particular create a new identity for themselves
by embracing both �Eastern� and �Western� values within
the conventional context of their society.

How does the evolution of the patriarchal structure affect
gender identity and the expression of the female self? The
answer to this question is found in Iranian females�
expressions of conformity, confronting and resistance to
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patrijarhalnata struktura na svoeto vreme vo nivnata
poezija. Deloto na ovie poeti ja otslikuva promenata
na `enskiot glas, rodoviot identitet i rodovata
politika na soodvetnoto vreme. Osobeno delata na
poetite {to go trasiraa patot, kako Parvin Etesami
(Parvin Etessami), Faruh Farohsad (Forough Farro-
khzad) i Tahereh Safarsade (Tahereh Saffarzadeh), koi
se osvrnuvaat na promenite vo ovie fazi na iranskata
istorija. Ovie poeti go otkrivaat streme`ot na
`enite za nivnoto vklu~uvawe (a ne nivno isklu~u-
vawe i marginalizirawe) i nivnoto priznavawe (a
ne nevidlivost) vo partijarhalnata struktura, dodeka
vo isto vreme se pot~inuvaat, do odreden stepen, na
normite i vrednostite na svoeto op{testvo.

Dali rodoviot identitet e koncept na Zapadot?

Razlikata pome|u `enite muslimanki i zapadnite
`eni vo vospriemaweto na sebesi e razlikata vo
nivniot sebe-identitet. Vo zapadniot svet, indvidua-
lizmot i sebe-identitetot se prepletuvaat: za nekoj
da se pronajde sebesi treba da traga po patot na
individualnoto sebe-izrazuvawe �nadvor od kontek-
stot na semejstvoto, religijata ili etni~kata grupa.�5

Od druga strana, ̀ enata-muslimanka, koja istoriski
bila isklu~uvana i marginalizirana, nastojuva da se
soedini i �povrze� so svoeto poteklo i grupa. Taa bara
vrska i ~uvstvuva o~aj i gor~ina poradi skrivaweto
i isklu~uvaweto.

Vo tekot na ranata patrijarhalna era se tvori
iranskata `enska poezija isklu~ivo vo kontekst na
kategorijata {arm. Poetite ne izrazuvaat direktno
otfrlawe na patrijarhalniot sistem, tuku baraat
priznanie i povrzuvawe so grupata. Za razlika od ova,
nekoi poeti od neo-patrijarhalnata era go kr{at
kodot na {armot, se sprotivstavuvaat i se opiraat

the patriarchal structure of their time in their poetry. The
work of these poets reflects change in female voice, gender
identity, and gender politics of the time. In particular,
work of the path-breaking poets Parvin Etessami, Forough
Farrokhzad, and Tahereh Saffarzadeh are reflections of
changes in these phases of Iranian history. These poets
reveal women�s struggle to be included (rather than being
excluded and marginalized) and recognized (rather than
being invisible) in the patriarchal structure, while
conforming, to some degree, to the norms and values of
their society.

Is Gender Identity a Western Concept?

The difference between Muslim and Western women�s
view of themselves is the difference in their self-identity.
In the Western world, individualism and self-identity are
interconnected: to find oneself is to search for individual
self-expression �outside the contexts of family, religion,
or ethnic groups.�5  A Muslim woman, on the other hand,
being historically excluded and marginalized seeks to join
and �connect� with her origin and her group. She seeks
connection, as she feels despair and resentment toward
her seclusion and exclusion.

During the early patriarchal era, Iranian women�s poetry
is composed exclusively in the context of sharm. The poets
express no direct rejection of the patriarchal system, but
they seek recognition and connection with the group. The
neopatriarchal era, in contrast, features poets who break
the code of sharm, confront and revolt against seclusion
and exclusion, and seek recognition. In the process of this
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na skrivaweto i isklu~uvaweto i baraat svoe prizna-
vawe. Me|utoa, vo procesot na ova opirawe, ~ovek
~uvstvuva edna otu|enost i marginalnost koja se
otslikuva vo poezijata. Post-neopatrijarhalnata era
otkriva edna pomalku razli~na, me|utoa poznata
promena: dvi`ewe vo pravec na kodot na {armot i
povinuvaweto, vo istiov kontekst, no preku edno
~isto akcentirawe na politikata na religijata i
povtornoto povrzuvawe so grupata.

@enite kako subjekti bez pravo da im se ~ue glasot

Ne postoi iranska ̀ enska poezija vo pe~atena forma
s$ do pred po~etokot na dvaesettiot vek. Portreti-
raweto na `enite kako obi~ni objekti, kako i
vklu~uvaweto na `enskite pra{awa, kako na pr.
pokrivaweto pod prevez, se pojavuva vo politi~kite
temi, vo ma{kite dela od docniot devetnaesetti vek,
kako kaj poetite Iraj Mirza (Iraj Mirza) i Mirzade je
E{gi (Mirzade-ye Eshghi). Iraj Mirza (1874-1925) koj
bil vlijatelen poet, ja izrazuva politikata na
zakrivaweto pod prevez vo toga{noto iransko
op{testvo. Toj ja artikulira tesnata vrska pome|u
`enskata skrienost i praktikata na kriewe pod
prevezot so religijata i socijalniot poredok.6

Sledniov primer na Mirza vo vrska so deloto so
naslov �Slika na `enite� ni poka`uva kako �`en-
skoto pra{awe (slu`i) kako eden vid vokabular vo
debatite za kulturata i nacionalniot identitet,
konceptot na redot i haosot i povrzuvaweto na
domorodnoto soodvetno na tu|oto.�7

Na vrata na eden an
Lik `enski be{e nacrtan

Od siguren izvor na vesti
Na turbanonoscite v uvo glas im se smesti

revolt, however, one can sense alienation and marginality
reflected in the poetry. The post-neopatriarchal era reveals
a somewhat different yet familiar change: a movement
toward the code of sharm and conformity within that
context, but a clear emphasis on the politics of religion
and reunion with the group.

Women as Subjects with No Voice of Their Own

Iranian women�s poetry in a published form was virtually
nonexistent before the twentieth century. Women�s
portrayal as objects, as well as women�s issues including
veiling as a political subject, have appeared in late
nineteenth-century works by male poets such as Iraj Mirza
and Mirzade-ye Eshghi. Iraj Mirza (1874-1925), a
prominent poet, expresses the politics of veiling in the
Iranian society of his time. He articulates the close
connection between female seclusion and the practice of
veiling, religion, and social order.6  The following example
of Mirza�s work entitled �Image of Women� shows how
the �woman question [has served] as a vocabulary to
debate questions of culture and national identity, notions
of order and disorder, and connection of the indigenous
relative to the foreign.�7

On the door of a traveler�s inn
A woman�s face was drawn in ink

From a reliable source of news
The turban-wearers heard the news
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�Prokleta sudbina�, rekoa tie
�Pred siot narod ̀ enski lik otkrien�, mo`no li e?

Od sred xamija v mig
Istr~aa do gostilnica vo eden podvig

Red i verba so svetlosna brzina
Is~eznuva{e so doa|aweto na verni~kata dru`ina

Eden so voda a drug so zemja
& go pokrija likot so prevez od kal

Taka ~esta, retko so vetrot odvejana
So nekolku race kal be{e spasena

Verni~ki kanon spasen taka od demne`
Gi vrati niv v ku}i po~inka da zemat

Edna gre{ka i v`e{tena tolpa se kreva
I kako gladen lav pojde da diga vreva

Nejzino golo lice {tom pod ferexe ne e
Tie ~ednost & rasporija

I nejzini usni koi ko mamka bea
Ko li`av~e si cicaa i cicaa

Site ma`i od gradot na broj
Vlegoa vo gre{ni~ki stroj

Rajski porti stoeja zatvoreni
A site tie za pekol bea potkovani

Suden den be{e na dofat
Duri i rog se ~u po pat

�Woe to our faith,� they said
�People saw a woman�s face unveiled�

From inside the mosque in haste
To the front of the guesthouse they raced

Faith and order at the speed of light
Were disappearing when the believers arrived

One brought water, another dirt
With a veil of mud they covered the face

Honor, scarce gone with the wind
With a few fistfuls of mud was saved

Religious laws thus saved from danger
They returned to their homes to rest

With a careless mistake, the savage crowd
Like a roaring lion was jumping about

With her face unveiled, completely bare
Her chastity they tore apart

Her beautiful, alluring lips
Like a sugar candy they sucked and sucked

All of them, the men in town
To the sea of sin were drawn

The doors of paradise stood shut
The whole lot was Hellward bound

The Day of Judgment was at hand
Even the horn was blown at once
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Ptici v gnezda, yveroj v duvla
Duri i yvezdi v nebo podivea

A pred Boga i pred narod set
Sve{tenstvoto ne }e plati esap ni za lek

So spasiteli kako ovie
Zo{to lu|eto se s$ u{te cini~ni?8

Ovaa pesna ja pretstavuva tenzijata pome|u �turbano-
noscite� (muslimanskoto sve{tenstvo) i �narodot�
dodeka `enskoto nosewe na prevezot e pri~inata za
ovaa tenzija. @enskoto lice koe e �nacrtano� i
nejzinoto lice �golo� go naru{uva op{testveniot
poredok i e pri~ina za gubeweto na nejzinata
nevinost so ma`i padnati vo takvo isku{enie.
Povtorno, pesnata ni gi prika`uva strogite op{test-
veni normi primenuvani vrz `enite, fizi~kite
ograni~uvawa na `enite i nivnite stradawa preku
kontekstot na {armot. Pesnata {to sledi e napi-
{ana od Esgi (Eshghi) (1894-1924), koj e u{te eden poet
na raniot dvaesetti vek, a se osvrnuva na stradaweto
i isklu~uvaweto na `enata preku praksata nare~ena
zabuluvawe. Toj vo slednava pesna ni go otkriva
protiveweto kon zabuluvaweto, kade ferexeto e
simbol na tiranija, ne samo za ̀ enite kako li~nosti,
tuku i za celoto op{testvo.

[to se ovie nedoli~ni nametki i prevezi?
Tie se pokrivka za mrtvite a ne za `ivite
Velam: �Smrt za tie {to gi stavaat `enite `ivi v
grob�
Dodade li u{te nekoj poet glas na mojov
Mrmor nezadovolstvo }e po~ne
@eni }e trgnat prevez
]e ja frlat svojata sramna nametka, }e se gordeat
Radost }e se vrati
A ako ne, s$ dodeka `enite se pokrieni
Pola nacija `iva ne e.9

Birds from their nests, beasts from their lairs,
Even the stars in the sky went wild

Thus, before creator and created
The religious scholars remained exonerated

With saviors such as this bunch
Why are people still so cynical?8

This poem represents the tension between the �turban-
wearers,� (Islamic clergy) and the �people� while women�s
veiling being the cause of that tension. A woman�s face
being �drawn in ink� and her face �completely bare�
disturbs the social order and causes her to lose her chastity
to alluring men. Again, the poem represents the strict
social norms on women, women�s physical limitations,
and their sufferings through the context of sharm. The
following poem composed by Eshghi (1894-1924), another
poet of the early twentieth century, addresses women�s
suffering and exclusion through the practice of veiling. In
the following poem, he reveals his opposition to veiling,
in which the veil is a symbol of oppression not only for
women as individuals, but for the entire society as well.

What are these unbecoming cloaks and veils?
They are shrouds for the dead, not for those alive
I say: �Death to those who bury women alive�
If a few poets add their voices to mine
A murmur of discontent will start
With it women will unveil
They�ll throw off their cloak of shame, be proud
Joy will return to lives
Otherwise, as long as women are in shrouds
Half the nation is not alive.9
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Ma`ite poeti kako Mirzade-je E{gi i Iraj Mirza
go artikuliraat `enskiot prevez kako edno poli-
ti~ko pra{awe. Nivnite pesni ne se odnesuvaat na
~uvstvata na ̀ enite. Tuka taa ne pretstavuva li~nost
tuku eden politi~ki objekt. Se diskutira za prevezot
a ne za nejzinata bolka i stradawe.

Ranata patrijarhalna era: @enite tragaat po
identitet i priznanie, funkcionirawe preku
kontekstot na {armot

Na po~etokot na dvaesettiot vek, stapkata na pisme-
nost vo Iran bila niska, kako kaj ma`ite taka i kaj
`enite. Na sinovite im se davalo prednost da steknat
obrazovanie, a }erkite se ma`ele brgu po dvanae-
settata godina; samo mal procent od elitata gi
{koluval svoite `eni. Najvpe~atlivata `ena poet
Parvin Etesami (Parvin Etessami) (1907-1941) e edna
od tie ̀ eni: prvenstveno poradi toa {to tatko & , koj
bil nau~en rabotnik po literatura, ja {koluval. Ne
e ni ~udo {to Etesami, koja bila vospituvana i
poddr`uvana od strana na tatka si, bila vo mo`nost
da ja objavi svojata poezija. Tatko & gi objavil
nejzinite prvi pesni vo sopstveniot kni`even
vesnik Bahar [Prolet] koga taa imala samo ~etiri-
naeset godini.

Parvin Etesami e rodena vo bogato i obrazovano
semejstvo. Taa se zdobila so najdobroto obrazovanie
dostapno za `enite od nejzinata generacija. Spored
iranskite kulturni normi, taa se oma`ila relativno
docna (na dvaeset godini) i toa vo prethodno
dogovoren brak. Rodila edno dete, go napu{tila
soprugot, i kako rezultat na toa, morala da se otka`e
od deteto poradi zakonite za staratelstvo vo toa
vreme. Umira na 34-godi{na vozrast od misteriozna
tifoidna treska. Tatko &, Jusuf Etesami, bil

Male poets such as Mirzade-ye-Eshgi and Iraj Mirza,
articulate on women�s practice of veiling as a political
issue. Their poem is detached from the woman�s feelings.
She is not a person but a political object. Her veil is
discussed not her pain and suffrage.

The Early Patriarchal Era: Females� Search for Iden-
tity and Recognition, and Working through the
Context of Sharm

In early twentieth-century Iran, the illiteracy rate was high
among both males and females. Sons were given
preference in receiving an education, and daughters were
married off in their early teens; only a very small
percentage of the elite educated their women. The
prominent female poet Parvin Etessami (1907-1941) was
one of these few: primarily her father, a scholar of
literature, educated her. It is not surprising that Etessami,
raised with her father�s guidance and support, was able
to publish her poetry. Her father published her first poems
in his literary journal Bahar [spring] when she was only
fourteen.

Parvin Etessami was born into an affluent and cultured
family. She received the best education available to women
of her generation. According to Iranian cultural norms,
she married relatively late (in her mid-twenties) through
an arranged marriage. She gave birth to one child, left
her husband, and as a result had to give up her child due
to custody laws at the time. She died of a mysterious
typhoid fever at age 34. Her father, Youssof Etessami, was
an intellectual who was the founder of the literary journal
�Bahar� where he published articles about women�s issues
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intelektualec � osnova~ na kni`evniot vesnik
�Bahar� kade toj objavuval napisi koi gi tretiraat
`enskite pra{awa i stradawa. Ima prevedeno
nekolku knigi od arapski jazik; edna kniga od
egipetskiot u~itel Kasem Amin (Qasem Amin)
naslovena Emancipacija na `enite. Jusuf Etesami
silno ja zastapuval emancipacijata preku formalno
obrazovanie i nivna vidlivost vo javnosta. Jusuf
Etesami e ma`-feminist od toa vreme, koj, preku
naporite da & obezbedi obrazovanie na }erka si
Parvin, ja ispolnil i misijata za podobruvawe na
pozicijata na `enite vo iranskoto op{testvo.

Parvin Etesami pi{uvala poezija vo kontekstot na
{armot. Re~isi nikoga{ ne gi otkriva ~uvstvata
ili privle~nosta naso~ena kon sprotivniot pol;
nikoga{ ne zboruva za strasna heteroseksualna qubov;
taa se izdvojuva sebesi od poezijata {to ja pi{uva i
mnogu retko si go otkriva rodot vo svoite dela. Iako
namerno dosta elokventno gi izbegnuva feminis-
ti~kite stavovi, taa postignuva mnogu pove}e od
`enskite op{testveni i kulturni o~ekuvawa od toa
vreme.

Poezijata na Etesami e oslobodena od nasilstvo; taa
se zanimava so gri`ata i dobrinata. Gi opi{uva
vrskite me|u rodninite, prijatelite, roditelite,
decata i ̀ ivotnite. Taa koristi anegdoti i alegorija
za da ni raska`e prikazna vo forma na poema pri {to
sekoga{ e na stranata na ̀ rtvata.10  Taa go prepoznava
stradaweto i bespomo{nosta, me|utoa toa go iska`uva
preku figuri na ̀ ivotni i predmeti, kako na primer
kafezi za ptici. Nejzinata posledna zbirka pesni,
vklu~itelno i slednava, dava eden podlabok podzvuk
na stradaweto, bespomo{nosta i otu|uvaweto:

O rozo, {to li dobi od `itelite na
Gradinata, ako ne samo ukor i zloba od trwa?

and suffrage. He translated several books from Arabic;
one book by the Egyptian scholar Qasem Amin called The
Emancipation of Women. Youssof Etessami was a strong
advocate of women�s emancipation through formal
education and visibility in the public arena. Youssof
Etessami was a male feminist of his time where his efforts
to educate her own daughter, Parvin, was one of his
missions to better women�s social positions in the Iranian
society.

Parvin Etessami wrote her poetry in the context of sharm.
She hardly ever reveals feelings or attachments to the
opposite sex; she never speaks of passionate heterosexual
love; she separates herself from her poetry and rarely
reveals her gender in her work. Although she deliberately
and eloquently avoids any feminist stance, she achieves
beyond what women�s social and cultural expectation is
of her generation.

Etessami�s poetry is free of violence; it revolves around
caring and kindness. She describes connection to kin
members, friends, parents, children and animals. She uses
anecdotes and parables to tell stories in the form of a poem
where she always identifies with the victim.10  She
recognizes suffering and powerlessness but expresses
them in animal figures and objects such as birdcages. Her
last collection of poems, including the following, shows a
deeper undertone of suffering, powerlessness, and
alienation:

O rose, what did you receive from the inhabitants of
The garden, save the reproach and malevolence of
thorns?
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O ti dijamantu skapocen eden, pokraj sjajot tvoj
{to
^uvstvo v ~ar{ija seti, ako ne toa na prostiot
mu{terija?

Vo gradinata ti zaluta: sudbina ti e v kafez da
bide{.
O ptico zarobena, znae{ li ne{to drugo osven
zandana?11

Vo edna od poslednite pesni na Etesami, kako
slednava, mo`ete da po~uvstvuvate ogor~enost i
lutina kon nedostatokot od priznanie za nejzinite
intelektualni sposobnosti kako ̀ ena. Taa zboruva za
svojata bolka koga si go otkriva rodot:

Od pravot na la`nata misla, podobro }e e srce da se
is~isti
Za |avolot da znae deka ova ogledalo stvoreno za prav
ne e.

Nekoi pismeni lu|e mislat Parvin e ma`.
Taa ma` ne e. A ovaa gatanka i~ dobro ne e ako
nere{ena ostane.12

Ru{ewe na {armot: Neopatrijarhat, vrska i
nepovinuvawe

Po Vtorata svetska vojna prodol`uva ekonomskiot
razvoj na iranskoto op{testvo. Poradi naftenoto
bogatstvo, razvojot se slu~uva mnogu brzo, osobeno po
nacionalizacijata na naftata vo sredinata na 1950-
te godini. Taa dekada go dovede vo `ivot neopatri-
jarhatot. Naftenoto bogatstvo sozdade edna bogata
vlada, koja stana najgolema politi~ka i ekonomska
sila. Op{testvoto, koe po svojata struktura s$ u{te

O lovely diamond, despite your radiance what did you
Experience in the marketplace, save base customers?

Into the garden you strayed: fate caught and caged you.
O captive bird, what have you even known save a cage?11

Among Etessami�s last poems such as the following, one
can sense bitterness and anger at the lack of recognition
of her intellectual ability as a woman. She speaks of her
pain when she reveals her gender:

From the dust of false thought, the heart had better be
cleansed
So that the demon knows this mirror is not for dust.

Some literary persons believe Parvin to be a man.
She is not a man. This riddle had better be solved.12

Breaking the Sharm: Neopatriarchy, Connection, and
Nonconformity

Iranian society proceeded toward economic development
after World War II. Because of oil wealth, development
occurred rapidly, especially after the nationalization of oil
in the mid-1950s. In that decade, the new era of
neopatriarchy came to life. The oil wealth created a rich
government, which became the ultimate political and
economic power. A society, still patriarchal in structure,
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be{e patrijarhalno, prodol`i ponatamu so indust-
rijalizacijata i ekonomskiot razvoj; pri {to vo isto
vreme be{e izlo`eno na vlijanija od zapadnata
ideologija i `ivoten stil.

Kako neopatrijarhatot ja promeni poezijata pi{u-
vana od `eni? Neopatrijarhalnata poezija e otkri-
va~ka poezija; taa e li~na poezija koja otkriva i
poka`uva edna otvorena antipatija kon patrijar-
halnata struktura. @enite ja otkrivaat svojata
potraga kon li~noto samoizrazuvawe, no vo isto
vreme sakaat da se vklu~at i da ja otfrlat svojata
marginalnost i svoeto mol~ewe. Pesnite se sprotiv-
stavuvaat na patrijarhalnata struktura i go naru{u-
vaat kodot na {armot so toa {to zboruvaat za
li~nite ~uvstva na `enite i represijata vrz niv.

Analiziraj}i gi `enite-poeti od neopatrijar-
hatot,Milani ( Milani) veli:

Kon sredinata na ovoj vek, iznikna edna nova
tradicija na poezija pi{uvana od `eni vo Iran;
tradicija na `eni koi intenzivno se sebe-
analiziraat i sebe-otkrivaat, a ne tradicija na
zakrivawe ili vozdr`anost pod anonimnosta i
zamatenosta na prevezot.... Avtorskiot glas ne e ni
podreden vrz baza na stereotipi nitu pak e skrien
spored propi{anite pravila na psihologijata i
op{testvenata distanca. ^uvstvata ne se
racionaliziraat, strastite ne se razvodnuvaat,
emociite ne se ubla`uvaat, ne se izbegnuvaat
detalite, a ma`ite ne otsustvuvaat. Ovie pisatelki,
do razli~en stepen, sozdadoa edno ~uvstvo na
samorazvod od konvencionalnata definicija na
`enskosta vo Iran...13

Poezijata na Faruh Faruhsad (Forough Farrokhzad)
(1935-1967) otkriva edna nezakriena i nevozdr`ana

proceeded toward industrialization and economic
development; at the same time it was exposed to the
Western ideology and lifestyle.

How did neopatriarchy change the poetry written by
women? The neopatriarchal poetry is revealing; it is
personal; it exposes and shows an open resentment of the
patriarchal structure. Women reveal their search for self-
expression as individuals, yet they wish to be connected,
and reject marginality and their silence. The poems
confront and oppose patriarchal structure and break the
code of sharm by speaking about women�s personal
feelings, and oppression.

In an analysis of female poets of the neopatriarchal era,
Milani states:

Toward the middle of the present century, a new tradition
of women�s poetry came into being in Iran; a tradition of
women intensely involved in self-reflection and self-
revelation, not sheltered or restrained by anonymity and
opacity of veil.... The authorial voice is neither
subordinate to stereotypes nor hidden according to
prescribed rules of psychology and social distance.
Feelings are not rationalized, passions are not diluted,
emotions are not flattened, details are not evaded, and
men are not absent. These writers created to varying
degrees, a sense of self divorced from the conventional
definition of womanhood in Iran... 13

The poetry of Forough Farrokhzad (1935-1967) reveals a
non-sheltered, unrestrained woman, who dares to revolt
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`ena, koja e smela da se protivi na kodot na {armot,
`ena koja e otu|ena i marginalizirana pri procesot
na nejzinoto otkrovenie. Ovaa ̀ ena, sprotivno od taa
kaj Etesami, ne e pod prevezot i ne e skromna.
Faruhsad elokventno i otvoreno mu se razotkriva, se
povrzuva i go dopira ~itatelot. Taa go opi{uva svojot
vnatre{en svet. Taa otvoreno zboruva za svoite
stradawa i osamenost, obvinuvaj}i go patrijar-
halniot sistem koj ja ti{ti. Faruhsad e dobra i polna
so strast kon ma`ite vo nejzinata poezija, me|utoa
napati gi predupreduva ̀ enite da ne im veruvaat. Vo
tekot na ovoj proces taa ja napa|a samata struktura na
ma{kata nadredenost. Kako edna `ena vo potraga po
svojot identitet, taa postojano ja bara vrskata so
ma`ite i so drugite `eni.

Faruhsad, za razlika od Etesami, nemala bogato ili
privilegirano poteklo. Nikoga{ ne zavr{ila
sredno u~ili{te, a se oma`ila na {esnaeset godini.
Go napu{tila soprugot po tri godini od brakot i
morala da go ostavi deteto zatoa {to zakonite vo toa
vreme sekoga{ nalagale staratelstvoto na decata da
im se dava na ma`ite. Taa ja izdala prvata zbirka,
Asir [Zatvorenik] vo 1955 g. pred da gi napu{ti
soprugot i sinot. Nejzinata kariera kako poet, a
ponatamu i kako filmski producent, go dostigna
svojot vrv vo docnite 1950-ti i ranite 1960-ti
godini. Vo 1967 g., vo zenitot na karierata, na samo
32 godini, tragi~no zaginuva vo soobra}ajna nes-
re}a.14

Vo nejzinata rana zbirka Asir [Zatvorenik],15  taa
slika portret na edna zbuneta mlada `ena koja e
fatena na krstopatot na nejzinata uloga kako `ena,
sopruga i majka, a isto taka i kako eden nezavisen
poet, `ena koja odbiva da bide doma}inka.

Mislam no i znam
Nikoga{ ne }e napu{tam }umez

against the code of sharm, and is alienated and margina-
lized in the process of her revelation. Unlike Etessami,
she is not veiled and modest in her poetry. Farrokhzad
eloquently and candidly reveals, connects and reaches out
to her reader. She describes her inner world. She openly
talks about her despair, loneliness blaming the patriarchal
system for her oppression. Farrokhzad is kind and
passionate toward her male subjects but sometimes warns
women not to trust them. In the process, she attacks the
very structure of male supremacy. A woman in search of
her identity, she continuously seeks connection with men
and with other women.

Farrokhzad, unlike Etessami, did not enjoy a wealthy,
privileged background. She never finished high school and
married at age sixteen. She left her husband after three
years of marriage and had to leave her child behind
because of laws of the time when men always gained
custody of their children. She published her first
collection, Asir [Captive], in 1955 before leaving her
husband and son. Her career as a poet, and later as a movie
producer, peaked in the late 1950s and early to mid-1960s.
In 1967, at the height of her creativity and only 32 years
old, she tragically died in a car accident.14

In her earlier collection, Asir [Captive],15  she paints a
portrait of a confused young woman caught between the
demands of life as a woman, wife, and mother and as an
autonomous poet, a woman who refuses to be domes-
ticated.

I think about it and yet I know
I�ll never be able to leave this cage
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Duri i upravnikot da me oslobodi
Nemam sili da letnam.

Sekoe utro od zad re{etki
Nasmean i{aret ~edoto mi pra}a
[tom zapeam
Toj me baknuva blizu usni.

Bo`e eden den ako mora da poletam
Od zad re{etkive mol~alivi
[to odgovor da dadam na detska solza v oko?
Na mira ostaj me za{to ptica v kafez sum!16

Faruhsad ni go otkriva ugnetuvaweto na ̀ enite, kako
na privaten taka i na javen plan. Vo edna od nejzinite
pesni taa go otkriva konfliktot i tagata koi se
proizvod na kusokot na `enskata mo} vo nejziniot
privaten `ivot:

So nasmevka,
Devoj~eto pra{a:
�Koja e tajnata na ovoj ven~an obra~
{to mi kru`i okolu raka?�

Godini podocna, edna no}
So pogled bez mo}
Edna `ena si gleda{e vo obra~ zlaten,
I vide vo taa sjajna {ara,
Dni jalovi, dni potro{eni
Vo nade` ma` qubov so raka da dade
O~ajni~ka taa kutra,
Izvika na cela usta:
�Ovoj bleskav i sjajen obra~ vreden
e obra~ beden i za red `eden.�17

Faruhsad ni gi otkriva zabranite koi & bile
nametnuvani kako na ̀ ena i isto taka nejziniot bunt
protiv toa, i veli:

Even if the warden should let me go
I�ve lost the strength to fly away.

Every morning from behind bars
My child�s eyes smile at me
As I start to sing
His kissing lips near mine.

God, if I need to fly one day
From behind these silent bars,
How will I answer this child�s wet eyes?
Let me be I am a captive bird!16

Farrokhzad reveals women�s oppression in both the
private and the public domain. In one of her poems she
reveals the conflict and the sorrow that are caused by
women�s lack of power in their personal life:

With a smile,
The little girl asked:
�What is the secret of this wedding band
Circling me tightly on my hand?�

Years later, one night
A sad wife gazed at the golden band,
And saw in its glowing design
Wasted days, wasted
In the hope of a husband�s loving hand.
Anguished, she cried
Out loud. She said:
�This luminous and glowing band
Is the band of tyranny and demand.�17

Farrokhzad also reveals the restrictions placed on her as
a woman and rebels by saying:
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Ne mi stavaj plomba na molk na usnive
Imam prikazni neka`ani da ka`am
Trgni mi ja te{kava pranga od noga
Toa s$ mi pre~i18.

Vo podocne`nata zbirka Divar [Yid],19  Faruhsad
otvoreno ja priznava tiranijata naso~ena kon
�nejzinite sestri� i gi pottiknuva na bunt protiv
ugnetuvaweto na `enite na javen plan. Nejziniot
feministi~ki glas mo`e jasno da se ~ue vo slednava
pesna:

Sestro, zemi si gi pravata
od tie koi te ti{tat,
od tie koi preku iljada caki
te sednale v ku}i

Ne cimoli tuku
vreskaj, crkaj.
Da skr{i{ te{ka pranga
da si oslobodi{ `ivot svoj.

Na juri{, da iskoreni{ tiranija,
O`ivi srce v krv da se cedi.
Vo borba, vo borba da promeni{ zakon
za dobro i sloboda tvoja.

Faruhsad gi o`ivuva li~nite odnosi pome|u ma`ite
i `enite.20  Taa zboruva za heteroseksualnata qubov
i strast preku svojot revolt protiv op{testveniot
kod na {armot. Vo edna nevoobi~aeno iskrena i
trogatelna qubovna pesna od zbirkata Divar [Yid],
taa ja iska`uva seksualnata `elba i strast. Se
osmeluva da go prekr{i kodot na {armot, koj
diktira deka ne e zgodno i ne e vo red edna `ena da
zboruva za seksualni odnosi.

Pokraj telo, tresetno i vko~aneto

Don�t put the seal of silence on my lips
I have untold tales to tell
Take off the heavy chain from my foot
I am disturbed by all of this.18

In her later collection, Divar [The Wall],19  Farrokhzad
openly admits her oppression to �her sisters� and
encourages them to revolt against oppression of females
in the public domain. Her feminist voice is heard clearly
in the following poem:

My sister, take your right
from those who keep you weak,
from those who through a thousand ploys
keep you seated in a house.

Your angry complaining
must become shouting, screaming.
You must break this heavy chain
to liberate your life.

Rise, uproot oppression,
revive the heart drenched in blood.
Struggle, struggle to transform laws
for the sake of your own freedom.

Farrokhzad gives life to men and women�s personal
relationships.20  She speaks of heterosexual love and
passion as she revolts against the norms of the society�s
code of sharm. In an unusually frank and moving love
poem from Divar [The Wall], she expresses sexual desire
and passion. She dares to break the code of sharm, which
dictates that it is inappropriate and improper for a woman
to speak of sexual relationships.

Beside a body, tremulous and dazed
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gre{ev, razvratno gre{ev.
Bo`e! Da mi e da znam {to pravev
vo taa temna odaja na ti{inata?

Vo taa odaja temna bezzvu~na
mu vidov o~i polni ~udesi
srce mi zatreperi
na molba v o~i negovi.

Vo taa odaja temna bezzvu~na
Sedev, rastroena pokraj nego
se napiv troa strast od usna negova
i spasena bev od bolka na srce budalo.

Mu {epnav prikazna qubovna:
te sakam, srce moe ubavo
te sakam v pazuvi `ivotni
te sakam, O moj qubovniku.

Oko polno plamen mu svetna v ~as
vino rumeno tancuva{e so nas
A v postela meka, telo moe
na pazuvi pijano mu treperi.

Gre{ev, razvratno gre{ev
Vo pregratki polni ogan i plamen
gre{ev vo pregratki
~eli~ni, ogneni i odmazdni~ki.21

Faruhsad go prepoznava svoeto buntovni{tvo protiv
kodot na {armot na po~etokot na pesnata, kade {to
veli, �Gre{ev.� Ni ja otkriva strasta kon svojot
qubovnik vo religiozen kontekst i go priznava
grevot za ~inot {to go storila. �Strast koja pretsta-
vuva i bolka i zadovolstvo, se slu~uva edna radikalna
promena ne samo vo tradicionalnata smisla vo
granicite na politi~kata sodr`ina za edna `ena,
tuku i vo tradicionalnata heteroseksualna vrska.�22

I sinned, I voluptuously sinned.
O God! How could I know what I did
in that dark retreat of silence?

In that dark retreat of silence
I looked into his mysterious eyes
my heart trembled restlessly
at the pleading in his eyes.

In that dark retreat of silence
I sat, disheveled, beside him
passions poured from his lips into mine
saved I was from the agony of a foolish heart.

I whispered the tale of love in his ears:
I want you, O sweetheart of mine
I want you, O life-giving bosom
I want you, O mad lover of mine.

Passion struck a flame in his eyes
the red wine danced in the glass
In the soft bed, my body
shivered drunk on his breast.

I sinned, I voluptuously sinned
in arms hot and fiery
I sinned in his arms
iron-strong, hot, and avenging.21

Farrokhzad recognizes her rebellion against the code of
sharm in the beginning of the poem, where she says, �I
sinned.� She reveals her passion for her lover in the
religious context, and admits to the sinfulness of her act.
�A passion both painful and delightful, a radical change
occurs not only in the traditional notion of the boundaries
of poetic content for a woman, but also in the conventional
heterosexual relationship.�22  She revolts against the code
of sharm, not only by speaking about lovemaking, but also
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Taa se protivi na kodot na {armot, ne samo koga
zboruva za vodewe qubov, tuku i koga priznava deka
u`iva vo toa. Taa ja prekoruva op{testvenata
kontrola vrz `enskata seksualnost i ja otfrla
slikata na �idealnata `ena.�

Tahereh Safarzadeh: Sprotistavuvaj}i mu se na
patrijarhatot vo nejzinite najrani dela

Tahereh Safarzadeh (Tahereh Saffarzadeh) (1936-.) e
u{te edna poznata `ena-poet, a nejzinoto delo go
stavame vo neopatrijarhatot, no isto taka i vo erata
na post-neopatrijarhatot. Nejzinite prvi dela se
odlikuvaat so istaknuvawe na marginalnosta na
`enite, nivnata otu|enost, isklu~enost i skrienost.
Prvata zbirka poezija ja izdala vo 1960-te g., srede
vladeeweto na neopatrijarhatot, a istata se preklo-
puva so poslednoto delo na Faruhsad pred nejzinata
smrt vo 1967 g. Safarzadeh ponatamu prodol`uva da
gi objavuva svoite dela celo vreme dodeka trae erata
na post-neopatrijarhatot. Nejzinata poezija jasno ni
gi poka`uva posledicite od religijata i politikata,
kako i nejzinata li~na potraga po identitet.

Sprotivno od Faruhsad, a sli~no na Etesami, Safar-
zadeh bila privilegirana vo vrska so svoeto obrazo-
vanie. Ima zavr{eno dodiplomski studii po ang-
liska kni`evnost na Univerzitetot [iraz. Bila
ma`ena, no nabrgu potoa se razvela od soprugot i go
zagubila deteto koe umrelo prerano. Go napu{tila
Iran i magistrirala vo oblasta na kreativnoto
pi{uvawe na Univerzitetot vo Ajova, a potoa se
vratila vo Iran. Bila politi~ka aktivna na �javen
plan� vo tekot na vladeeweto na {ahot (vo erata na
neopatrijarhatot) kako i vo post-neopatrijarhatot vo
tekot na vladeeweto na Homeini. Deloto na Safar-
zadeh jasno gi otslikuva sociopoliti~kite promeni

by admitting that she enjoys it. She resents societal control
over female sexuality and rejects the image of the �ideal
woman.�

Tahereh Saffarzadeh: Confronting Patriarchy in Her
Early Work

Tahereh Saffarzadeh (1936-.) is another prominent female
poet where her work falls into both the neopatriarchal and
the post-neopatriarchal era. In her early work, she points
to women�s marginality, alienation, exclusion, and
seclusion. Her first collection was published in the 1960s,
in the midst of the neopatriarchal era, and coincided with
Farrokhzad�s last work before her death in 1967.
Saffarzadeh continued to publish her work throughout the
post-neopatriarchal era. Her poetry clearly shows the
effects of religion and politics, as well as her personal
search for identity.

Unlike Farrokhzad and like Etessami, Saffarzadeh enjoyed
a privileged education. She received her bachelor�s degree
in English literature from Shiraz University. She married,
but soon divorced her husband and lost her only child to
premature death. She left Iran, received a master�s degree
in creative writing from the University of Iowa, and
returned to Iran. She was politically active in the �public
domain� during the Shah�s regime (neopatriarchal era)
as well as in the post-neopatriarchy during Khomeini�s
regime. Saffarzadeh�s work is a clear reflection of
sociopolitical change in Iranian society. She reveals the
effect of these changes on women�s identity and self-
expression.23

Elhum Haghighat Quest for Solidarity, Resisting Patriarchy, and Seeking Connection...



Journal for Politics, Gender and Culture, Vol. II, No. 1, Summer 2003

11
3

Identities

vo iranskoto op{testvo. Taa ni go otkriva vlijanieto
na ovie promeni vrz identitetot na ̀ enite i nivnoto
sebe-izrazuvawe.23

Vo svoite prvi dela Safarzadeh se sprotivstavuva na
patrijarhalnata struktura od toa vreme, ja mrazi
istata i ja iska`uva svojata otu|enost od nea, �tagata,�
i marginalnosta. Edna pesna od zbirkata Dvi`ewe i
v~era24  ni ja opi{uva taa �taga�:

Osameno drvo sum
Vo ovaa opse`na pustina
Na ovaa sne`na dolina
Nemam sopatnik
Nitu edni stapki ~ekor da dr`at so moive
prijatniot zvuk na potokot
sre}ata na brziot vrtlog
se mrtvi vo nekoja dale~ina
a vo u{i
mi se vlevaat suvi potoci osamenost
vo ovaa pustina
jas imam samo
stra{ni prijateli;
grad od bolka, oblaci od strav
a besen do`d od bolka
vo mene vie kako osameniot volk.
Vo ovaa temna no}
srce ne mi treperi
za misli utre{ni.25

Vo slednava pesna, �Na axilak vo moeto rodno mesto,�
od zbirkata Tanin dar delta [Odek vo zalivot],26

Safarzadeh & se sprotistavuva na patrijarhalnata
struktura na �ma{kata nadredenost� i neednakvata
pozicija na `enite. Taa go opi{uva momentot na
sopstvenoto ra|awe i dobiva glavna uloga vo sopstve-
nata pesna. Slikata na Safarzadeh za majka & i za
sebesi e slika na dve `eni � `rtvi na patrijar-

In her early work, Saffarzadeh confronts the patriarchal
structure of her time, resents it, and expresses her
alienation, �solitude,� and marginality. A poem from her
collection Motion and Yesterday24  describes that
�solitude�:

A lone tree I am
in this far reaching desert
on this snowfall plain
I have no soul mate
no one whose steps tread in unison with mine
the friendly murmur of streams
the happy rush of springs
die in a space far away
and my ear
fills with parched strains of solitude
in this desert
I have terrifying companions;
hail of pain, clouds of fear,
and wild downpour of sorrows
within me howls the clamor of
wolves of loneliness.
In this darkness of night
my heart does not quicken
with thoughts of tomorrow.25

In the following poem, �Pilgrimage to My Birthplace,�
from her collection Tanin Dar Delta [Resonance in the
Bay],26  Saffarzadeh confronts the patriarchal structure of
�male supremacy� and the unequal position of women.
She describes her own moment of birth and becomes the
main actor in her poem. Saffarzadeh portrays her mother
and herself as two women who are victims of the
patriarchal practices and beliefs. While her mother is
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halnata praksa i veruvawe. Dodeka majka & e pasivna
i bez sopstven glas, taa dava glas koj e poln so kritika.
Kako rezultat na toa kako se odnesuvale so nea od koga
e rodena, taa ja prekoruva i ja otfrla �ma{kata
nadredenost� i si bara nov identitet, nastrana od toj
na majka si.

Ne go imam videno rodnoto mesto
Kade majka mi posejala pod niska streja
Te`ok tovar od svojata vnatre{nost.
S$ u{te e `ivo
Prvoto tik-tak na maloto srce moe
Vo oxakot
vo puknatinite i padnatite tuli.
S$ u{te e ̀ iv pogledot maj~in na vratite i yidovite
pogled na sram
kon tatko mi,
kon dedo mi,
otkako prigu{eniot glas objavi,
�devoj~e e.�
Babicite prebledea, stravuvaj}i za bak{i{ot
za papo~nata vrska,
znaej}i deka nema da ima i~
za sunetot.

Na prviot axilak na rodnoto mesto
}e go izmijam maj~iniot sram
od yidovite,
od tamu kade srce po~nalo da ~uka,
}e po~nam da mu ka`uvam na svetot
deka moive sjajni race ne ~ezneat,
tupanici da stanat,
nitu da udrat i da ~uknat,
Jas ne vreskam,
Ne se gordeam so ubistvo
Mene ne me tovea so
ma{ka nadredenost.27

passive with no voice of her own, she has a voice full of
criticism. As a result of her treatment from the moment
of her birth, she resents and rejects �male supremacy� and
seeks a new identity separate from her mother�s.

I have not seen my birthplace
where my mother deposited under a low ceiling
the heavy load of her insides.
It is still alive
the first tick-tick of my small heart
in the stovepipe
and in the crevices between crumbling bricks.
It is still alive in the door and walls of the room
my mother�s look of shame
at my father,
at my grandfather,
after a muffled voice announced,
�it is a girl.�
The midwife cringed, fearing no tip
for cutting the umbilical cord,
knowing there�d be none
for circumcision.

On my first pilgrimage to my birthplace
I will wash from the walls
my mother�s look of shame,
and where my heart began to pound,
I will begin to tell the world
that my luminous hands have no lust
to clench in fists,
nor to beat and pound
I do not yell,
I do not feel proud to kill,
I�ve not been fattened
at the table of male supremacy.27
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Vo pove}eto dela na Safarzadeh ~ovek mo`e da
po~uvstvuva edna islamska ni{ka i nejzinoto
�povrzuvawe� so religijata. Vo slednava pesna od
Tanin dar delta [Odek vo zalivot], taa ni ja otkriva
svojata ̀ elba da bide del od �akcijata� i ̀ ali poradi
nejzinata skrienost i izolacija. Ima edno ~uvstvo
na haos i bezredie vo ovaa pesna; poetot ni go otkriva
sudirot pome|u tradicijata (religijata) i modernoto.
Tuka taa go iska`uva dvojnoto lice na neopatrijar-
hatot so toa {to zboruva za �lak za nokti�, a potoa za
�peewe na molitva.� Taa ja zavr{uva pesnata so
�molitva za promena.�

Krckaviot zvuk na Azan se slu{a
Toj krckav Azanov zvuk
E kako race na doblesen ~ovek
Koj me osloboduva od zdravoto poteklo
Od ~uvstvoto na izolacija i skrienost
Ne sum ve}e ostrov
Odam na molitva
se izmivam vo gradskiot vozduh a crnite sloevi od
smog
se mojata Meka, nastanite idni
i lakot za nokti
nikakva pre~ka
za molitva
molitva za ~udo
molitva za promena.28

Promenata kon post-neopatrijarhat, �vrska� i
povinuvawe preku religijata

Iranskoto op{testvo pretrpe golemi promeni vo
docnite 1970-ti godini. Re`imot na {ahot Pahlavi
be{e sru{en kon krajot na 1978 g., a na vlast dojde
fundamentalnata islamska vlada na ajatolahot

In most of Saffarzadeh�s work, one can sense the Islamic
overtone and her �connection� with religion. In the
following poem from Tanin Dar Delta [Resonance in the
Bay], she reveals her desire to be part of the �action� and
resents her seclusion and isolation. A sense of anomie and
normlessness is evident in this poem; the poet reveals the
clash of traditionalism (religion) with modernity. Here
she exposes the double face of the neopatriarchy by
speaking of �nail polish� and then of �prayer chanting.�
She concludes the poem with �prayer for change.�

The crisp sound of Azan can be heard
the crisp sound of Azan
is like the hands of a pious man
which frees my healthy roots
from feelings of isolation and seclusion
no longer an island
I go towards a mass prayer
my ablution with city air and dark paths of smoke
my Mecca, events to come
and nail polish
no barrier
to prayer chanting
prayer for miracle
prayer for change.28

The Shift toward Post-Neopatriarchy, �Connection,�
and Conformity through Religion

Iranian society changed rather radically in the late 1970s.
The Shah�s regime was overthrown in late 1978, and was
replaced by the fundamentalist Islamic government of
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Homeini. Iako `enite nosea ferexe pred i za vreme
na patrijarhalnata era, ovaa praksa stana pra{awe
na izbor vo tekot na neopatrijarhalniot period, koga
noseweto zapadna obleka pretstavuva{e norma za
emancipacija na iranskata `ena. Edna od glavnite
promeni {to se slu~ija vo tekot na ranata post-
neopatrijarhalna era be{e zadol`itelnoto zabulu-
vawe na `enite kako eden vid politi~ko protivewe
na vesternizacija, za koja se misle{e deka e edna od
glavnite pri~ini i simbol na raspa|aweto na
iranskiot moralen poredok.

Kako {to }e vidime vo slednite primeri na post-
neopatrijarhalnata poezija na Safarzadeh, ̀ enskoto
~uvstvo na potraga po sebe-izrazuvawe i identitet
vo zapaden stil, koja be{e o~igledna za vreme na
neopatrijarhatot, }e se pretvori vo davawe prednost
na edno novo ~uvstvo na identitet. Ova ~uvstvo na
identitet pretstavuva otklon od individualizmot na
zapadniot feminizam, i cvrsto e svrzano so grupnata
politika i religioznite obvrski.

Post-neopatrijarhalnite pesni na Safarzadeh go
otslikuvaat otfrlaweto na vesternizacija i imperi-
jalizmot. Nejzinata tesna identifikacija so religi-
jata stanuva naglaseno jasna vo nejzinite podocne`ni
dela. Delata {to gi objavi vo tekot na post-neopat-
rijarhatot se fokusiraat na nejzinata li~na potraga
za povrzuvawe i pripadnost vo grupata. Safarzadeh
tesno se identifikuva so islamot i negovata povrza-
nost so politikata. Za razlika od nejzinite pret-
hodni dela, ovie podocne`ni pesni ne poka`uvaat
nikakva konfrontacija so patrijarhalnata struktura.
Neprijatelot ve}e ne e �ma{kata nadredenost� tuku
�zapadniot imperijalizam.� Safarzadeh mu ja ponudi
na ajatolah Homeini slednava pesna od zbirkata
Bajat ba Bibar [Sojuz so razbudenosta]:29

Ayatollah Rouholah Khomeini. Although women had
practiced veiling during and before the patriarchal era, it
became optional during the neopatriarchal period, when
Western attire was the norm for urbanized Iranian
women. One of the major changes that occurred during
the early post-neopatriarchal era was the mandatory
veiling of women as a political protest against Wester-
nization, which was thought to be one of the main causes
and symbol of the decay of the Iranian moral order.

As we see in the following examples of Saffarzadeh�s post-
neopatriarchal poetry, the female sense of search for self-
expression and Western-style identity, which was evident
in the neopatriarchal era gives way to a new sense of
identity. This sense of identity is a move away from
individualism and Western feminism; it is tied closely to
group politics and religious duties.

Saffarzadeh�s post-neopatriarchal poems reflect the
rejection of Westernization and imperialism. Her close
identification with religion becomes increasingly clear in
her later work. The works she published during the post-
neopatriarchy focuses on her quest for connection and
belonging to the group. Saffarzadeh identifies closely with
Islam and its connection with politics. Unlike her earlier
works, these later poems show no confrontation with the
patriarchal structure. The enemy is no longer �male
supremacy� but �Western imperialism.� Saffarzadeh
offered the following poem to Ayatollah Khomeini in her
collection Bay�at ba Bidar [Alliance with Wakefulness]:29
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Po no}ta nikoga{ vakvo budewe nemalo
no}ta nikoga{ ne videla tolku lu|e da bdeat
neprijatelu na sonot
du{o na pravdinata Bo`ja
ti si prethodnica na site heroi
heroj me|u prorocite
Vo ovoj vek na isku{enie i al~nost
vo ovoj vek na seprisutnoto ubivawe
vek na ubedlivi izmamnici
na podmituva~i i no}ni ptici
vo najtemnata no} na `ivotot
ti si istokot kade i da si vo vselenata
i ni{to ne stoi pome|u tebe i Sonceto
a se dvi`i{
kako ~asovite son~evi
so sloboda i silina
i bez nikogo da go pra{a{.30

Milani, vo edna analiza na post-neopatrijarhalnoto
delo na Safarzadeh, ja dava ovaa izjava:

Vo podocne`nata poezija na Safarzadeh, a osobeno
vo Sojuz so razbudenosta, nejziniot prethoden
feministi~ki ton e potisnat. Prethodnata lutina
koja celo vreme lebdi, lutina na edna buntovna ̀ ena,
is~eznuva. ^ovek ve}e ne ja slu{a `enata koja prska
od lutina poradi postavenite polovi zabrani.
Nejziniot feministi~ki ton e potopen vo eden vid
sreden rod, ako ne degradira~ki, toga{ barem ja
pravi da go krie polot zad edna bespolova fasada.
Vo ovie pesni vo koi rodot ne mo`e da se otkrie,
osobenostite vo vrska so sebnosta se transfor-
mirani, i cvrsto se vrzani vo revolucionerniot
socijalen sistem, kade ne postoi mesto za li~ni, a
osobeno ne za feministi~ki, barawa. ^ovek ve}e ne
mo`e da pronajde nikakva gri`a vo vrska so

Never was night followed by such awakening
never did night see so many keeping vigil
enemy of sleep
soul of God spreading justice
you are the ancestor of all heroes
the hero among prophets
In an era of temptation and greed
in an era of ubiquitous murder
an era of convincing impostors
of bribe-givers and night seekers
in the darkest night of history
you are the East in every universe
with nothing between you and the sun
and your movement
is the movement of sun�s hours
with freedom and power
and no leave from anyone.30

Milani, in an analysis of Saffarzadeh�s post-neopatriarchal
work, makes this statement:

In Saffarzadeh�s later poetry, and especially in Alliance
with Wakefulness, her previous feminist voice is
suppressed. The earlier lingering resentment of a
rebellious woman disappears. One no longer hears the
woman outraged at imposed gender limitations. Her
feminist voice is submerged in a neuter persona, if not
discounting, then at least hiding her sex behind an
asexual facade. In these gender-indistinguishable poems,
the peculiarities of the self are transformed, harnessed
into the revolutionary social system, where there is no
space for personal, especially feminist, demands. One no
longer finds any concern over the fate of women, let alone
any protest over her condition.31
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sudbinata na ̀ enite, a da ne zboruvame za kakov i da
bilo protest vo vrska so nejzinata sostojba.31

Safarzadeh stana edna ̀ ena bez rod, koja nosi ferexe
i koja pi{uva vo kontekst na {armot. Taa ja zapo~na
svojata kni`evna kariera so toa {to go prekr{i
kodot na {armot. Vo post-neopatrijarhatot, taa
povtorno funkcionira preku ovoj kod.

O, ti ma~eniku
Dr`i me za race
So tvoite race
Se~i niz raboti zemni.
Dr`i mi raka,
jas sum poetesa,
so povredeno telo,
dojdov da bideme zaedno,
a na den veten
zaedno }e voskresneme.32

Vo poslednata zbirka na Safarzadeh, kako i vo
pesnite na Etesami od patrijarhalnata era, jasno se
gleda namernoto poetesino distancirawe od ~itate-
lite i skrivaweto na svojot rod. Nejzinoto povrzu-
vawe so ma`ite kako li~nosti is~eznuva, a istoto e
zameneto so povrzuvawe so ma`ite kako grupa. Dodeka
Etesami stava akcent na raska`uvaweto, Safarzadeh
vo podocne`nite dela se fokusira na politi~kite i
religioznite temi. Vo stihovite na Etesami, a
osobeno vo nejzinite posledni pesni, ~ovek mo`e da
po~uvstvuva ogor~enost i otfrlawe na svojata
marginalnost, dodeka vo podocne`nite dela na
Safarzadeh ne ni se otkriva nikakva gor~ina. Taa ja
poveduva borbata za sloboda, me|utoa vo potraga e po
nejziniot kraj, a vo isto vreme e zamol~an nejziniot
zapadno-feministi~ki glas koj se zalaga za ednakvost
na polovite. Nejzinoto �jas� e izgubeno vo grupata i
voop{to ne postoi.

Saffarzadeh has become a genderless, veiled woman
writing in the context of sharm. She started her literary
career by breaking the code of sharm. In the post-
neopatriarchy, she operates through this code.

O, you martyr
hold my hands
with your hands
cut from earthly means.
Hold my hands,
I am your poet,
with an afflicted body,
I�ve come to be with you
and on the promised day
we shall rise again.32

In Saffarzadeh�s latest collection, as in the work of
Etessami in the patriarchal era, the poet�s deliberate
distance from her readers and the concealment of her
gender is clear. Her connection with men as individuals
disappears, and is replaced by a connection with men as
a group. Whereas Etessami emphasized storytelling,
Saffarzadeh�s later work emphasizes political and religious
topics. In Etessami�s lyrics particularly her latest poems,
one senses bitterness and rejection of her marginality,
while Saffarzadeh�s later work does not reveal any
bitterness. She makes her fight for freedom and quests
for its ending, while her Western feminist voice calling
for equality of the sexes is silenced. Her �self� is lost in
the group and is non-existent.
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Poslednata zbirka na Safarzadeh go odrazuva
nejzinoto povinuvawe kon politika na grupata i
rodovata politika na vremeto, a nejziniot indivi-
dualisti~ki zapadno-feministi~ki glas e zamol~en.
Od ova mo`e da se zaklu~i deka taa do{la do
konstatacija oti edinstveniot na~in za nea da tvori
vo takva krajno fundamentalisti~ka islamska
atmosfera e celosno da se povini na politikata na
dene{nicata. Nejzinite prioriteti mo`ebi }e se
svrtele od potraga po zapadniot feminizam kon
potraga po nejzinite vrski so politikata, religijata
i nejzinite lu|e.

Safarzadeh pretstavuva edna nova generacija na
`eni-avtori koi go poka`uvaat �protiveweto kon
kakov i da bilo pritisok.�33  Toa e eden poinakov glas,
razli~en od onoj od neopatrijarhatot, koga sopst-
venoto �jas� be{e na centralno mesto. Post-neopatri-
jarhatot gi pretstavuva glasovite na `enite so edno
�pointenzivno ~uvstvo na politi~ka svest i edno
postrasno vklu~uvawe vo dnevnite nastani.�34  Vo
iranskoto op{testvo se otfrla zapadnoto vlijanie,
a lu|eto se sploteni vo potragata po nov identitet �
op{testvo kade s$ pogolem procent na `eni i ma`i
se pismeni, se obrazovaat na fakulteti i se izlo`eni
na zapadnata ideologija i demokratija. Ovaa nova
generacija Iranki-poetesi i pisatelki simbolizira
edno op{testvo vo koe `enite se vo potraga po nov
identitet � eden identitet koj ne e zapaden po lik
(ili prevez), me|utoa identitet koj e zapaden po toa
{to e vo potraga po ednakvost vo kontekst na sopstve-
nite socio-kulturni i politi~ki granici.

Prevod od angliski jazik: Velko Kocev

Saffarzadeh�s latest collection represents her conformity
to the group and gender politics of the time, while her
individualistic Western feminist voice becomes silent. One
can conclude that she came to a realization that her only
way to be able to compose her poetry in the heavy
Fundamentalist Islamic atmosphere is to completely
conform to the politics of the time. Her priority could have
been shifted as well from her Western Feminist searches
to a search for her connection to politics, religion and her
people.

Saffarzadeh represents a new generation of female authors
where they show �resistance against oppression of any
sort.�33  A different voice and tone compared to neopat-
riachal era where the �self� was the center. Post-
neopatriarchy presents voices of women with a �more
intense sense of political consciousness and a more ardent
involvement with the issues of the day.�34  Iranian society
is one in which the Western influence is rejected and the
people are unified in search of a new identity- a society
where a growing percentage of its women and men are
literate, college educated and exposed to Western ideology
and democracy. This new generation of Iranian women
poets and writers symbolize a society in which women
are searching for a new identity-an identity where it is
non-Western in appearance (veiled), but Western in quest
for equality within the context of its own socio-cultural
and political boundaries.
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