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Enxam

Xarurar HOTpara no CoNnMAapHoOCT,

OTNOP KOH naTpujapxatoT u
6apame Bpcka: AHanu3a Ha
nepcuckaTa noe3uja nuwyBaHa
Ofi XXeHU™

CBeTOT Ha MYCJIMMAaHUTE, KAKO U JIPYTUTE TPaau-
[IMOHATHYU MaTpUjapXajHU ONIITECTBA, UCTOPUCKH, TU
COKDHMBA U TH UCKJIy4YyBa kKeHHUTe. OMIITECTBEHUTE
KOJIOBU Ha KEHCKOTO OJHECYBame U COI[HjaJTHUTE
3ab6paHu BP3 HUB ce 0cobeHo HarsaceHH. CKpOMHOCTa BO
O/THECYBAHETO U U3TJIEZ0T, KOHTPOJIATa BP3 (PUBUIKUTE
JIBIKEEbA U KOHTPOJIATA HA CEKCYaJTHOCTA, IPETCTAaByBaaT
aCIeKTH Ha COIMjaTHAaTa KOHTPOJIA ¥ PO/IOBATA ITOJTUTHKA
BO OBHe oImiTecTBa. OBaa KOHTPOJIA 4eCTO (PYHKIIMOHUPA
IIPeKy KOHIIENTOT WapM, KOj € IEPCUCKU U apaIiCKu 300D
KOj HeEMa CBOj €KBHBaJIeHTEH 300p BO aHTJIMCKHOT.
Haj6nuckuot npeBos e koMOUHanMjaTa o/ 300poBUTE
cpam [shame], wapm [charm], u ckpomHociti [modesty],
KO ce KJIYYHHU Kaj JKeHCKaTa JOIa/THBOCT - BHATPEIII-
HaTa ¥ HAJBOPEIIHATa yOaBUHA BO MYCJIUMAaHCKHUTE
omnmrrectBa.! Bo oBoj ecej ke aHasIM3UpaM TPH MOCIE-

“ IIperxogHUTE BEP3UH HA OBOj ecej 6ea MpeTCTaBeH! Ha TOJIUIITHUOT
COCTAaHOK Ha AMEPUKAHCKOTO COI[HOJIOIIKO 3/IpyKeHHUE, BO pAMKHTe
Ha cepujaTa IpenaBama Ha [Iporpamara 3a »KeHCKHU CTYAUU IIpU
VHuBep3uteroT Temnasn u Bo paMKuUTe Ha cepujaTa roBOpH Ha
Keunckure cryquu npu Jluman Koseyor Ha myjopmikuot I'pasicku
Yuusepauret (City University of New York/Lehman Colledge).
bnarozapuoct o npodecop A. Jlun bosie 3a moazapumikara u
HMHCIIIpaIyjaTa 3a 3alI0YHyBarbe Ha 0BOj IPOEKT U /10 HEKOJIKY APYTH
QHOHUMHH PelleH3eHTH U KOJIETH 32 HUBHATa OTPOMHA MOJIPIIKA U
oxpabpyBarme BO pazjndHuTe ¢asu Ha 0Ba JieJIo.

Elhum

Haghighat Quest for Solidarity, Resisting

Patriarchy, and Seeking Con-
nection: An Analysis of Persian
Poetry Written by Women*

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.* 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

“ Earlier versions of this paper were presented at the annual meetings
of the American Sociological Association, at the Temple University
Women’s Studies Program Lecture Series and the Lehman College/
City University of New York Women’s Studies Speaker Series. I thank
Professor A. Lynn Bolles for her inspirational support for starting this
project and several anonymous reviewers and colleagues for their
valuable feedback and encouragement at different stages of this work.
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ZIOBaTEeJIHU €pU Ha MPAHCKATa MOJINTHYKA UCTOPHja U Ke
ro 00es0/ileHaM >KeHCKHOT CTPEMEK /1A Ce Uye HUBHUOT
IJI1ac ¥ Jja 6uaT BKIyYeHH, KaKo IITO MOKe Jja Ce BUIU
oz u300poT Ha siuteparypaTta. Hekou moetu ¢GpyHKIIHO-
HUPAAaT MPeKy KOHIENTOT Ha WapMoill, APYTH IO IPeIn-
3BHKYBaaT WU ce COMHEBAAT JieKa TOj ITOCTOM.

EKOHOMCKHMOT pa3Boj, KaKO IITO Ke ce MOKaXKe TYyKa,
Mpenu3BUKa JPACTHYHHU IIPOMEHU Kaj MHOTY O OBHE
OIIIIITECTBA; HEKOU O/ HUB Ce MO3UTUBHU, HEKOU Ce
peaknMoHEPHH, a HEKOU ce HeTaTUBHU. VpaH e ojyinueH
IIPUMeED 32 OIIITECTBO KaJle MaTPHjapXaHaTa CTPYKTypa
ce MMa pa3BHEHO O7] paH NaTpHjapxaT IPeKy HeollaTpU-
japxaTr o mocT-HeomaTpujapxar. Jac ja gebuHupam
paHaTa epa Ha MaTPHjapXxaToT KAKO IIEPHO/T O] JOIIHUOT
JIeBETHAECETTH /IO CPEIMHATA Ha JIBAECETTUOT BEK, BpEME
kora lpaH e 3eMja Koja € IpeTeXHO 3eMjofieJICKa, CO
HAJHUCKO HUBO Ha €KOHOMCKH pa3B0Oj U WHAYCTpHUja-
Jmm3arnyja. MHO3UHCTBOTO O/ HACEJIEHUETO OMJIO HEITnc-
MeHo. [TocToesia mpuMeHa Ha CTPOTa POJIOBA MpaKca U
TOTAIIl HAJMHOTY Ce IMOYUTYyBaJIe IIpaBuUjIaTa Ha 3a0paHu
BO o/iHecyBamweTo. Taka, matpujapxaTot ce AepuHUpA
KaKo ,,e/THa COIMjaTHA CTPYKTypa Oa3upaHa Ha POJIHUH-
CKa XHepapxuja co CTPOro Jie(pUHUPAHU MOJIOBU YJIOTH
Kajie JKeHUTe UM Ce MOoJpeJeHU Ha Ma)kute (IITo) e
MMOBU/IJINBO HA MeCTa CO OTpaHWYeHa WHAYCTpHja-
Jm3anyja, ypbaHusaiuja 1 mpoJjieTapujaT, a MOKe U J1a €
MIPOIIHIIIAHO CO 3aKOH O ApP>KaBara.“?

Bropara epa, HeonarpujapxasrHaTa, ja JeuHIpaM KaKo
repuo/1 Ha 3a0p3aH eKOHOMCKH Pa3B0j, KOj HAJMHOTY ce
ZI0JI)KU Ha OTPOMHOTO OOTraTCTBO IITO CE CO3/1aBa Of
3apaboTtyBaukaTa of HadTa.? OBOj IepHOJ ce IpoTera o7
cpeavHAaTa Ha 1950-Te /10 /10T Ha inHacTyjarta [laxiaswy,
KOH KpajoT Ha 1970-Te. HeonarpujapxaJHOTO OIIITECTBO
€ eJTHO ,MO/IEPHU3UPAHO" TaTPHjapXaTHO OIIITECTBO KO
MHHYBa HU3 Op3 €KOHOMCKU Pa3BOj U MOJEPHU3AIH]ja
(kako U Kaj MHOTY O/1 3eMjUTe IPOU3BOIUTEHN HA HadTa

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.”

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.? 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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0J1 cpeiHaTa Ha 1950-Te). Bo mcTo Bpeme onmmrecTBOTO
€ M3JI0’KEHO Ha BJIMjaHHja O] 3alaJHaTa UJIe0JIOTHja U
MUHYBa HU3 IIPOMEHU BO CBOjaTa OMNIITECTBEHA CTPYK-

Typa.*

Tperara epa, Koja Tyka ja HapeKyBaM IIOCT-HeOIaTpH-
japxar, cOOZIBETCTBYBa CO epaTa Ha UCIaMCKUOT dyH/1a-
MeHTaju3am, oj 1978 10 1990-te. [locT-HEeonaTpu-
japxaToT e ,peaknuoHepHa“ epa, KaJie 3aIllaJHOTO
BIMjaHUE ce OTdPpJia, a ONUITECTBOTO € CJIOKHO BO
morparaTta KoH eZleH HOB uzeHTuTeT. ConujayHara
CTPYKTypa IIOYHYBA Jia ce MEeHyBa BO MCTO BPEMe KOTa
OecuenHaTta MaHudecTanyja Ha HeO-IIaTPUjapXaJTHOTO
OIIITECTBO Ke mM3yie3e Ha BujeanHa. ONIITeCTBOTO BO
cocrojba Ha MOCT-HeOIaTpUjapXar Tpara o e/ieH HOB
UJIEHTUTET, UICTOBPeMeHO OTdPJIajku ja u mpudakajku ja
U coBpeMeHocTa U Tpasunujara. Co Apyru 300poBH, eHO
MOCT-HeOoMaTPpHjapXaJHO OMIITECTBO Ce CTPEMHU Ja
€O371a/1e HOB UJIEHTUTET CO TOA IIITO II0CEra 10 MUHATOTO,
ja mperos3HaBa ceramrHocTa W € BO IOTpara Io eJHa
nosedUHUPaHa UAHUHA.

Bo HeomaTpujapXasTHUTE OIIIIITECTBA, A BO TOJIEM CTENEH
¥ BO MOCT-HEONaTPHUjapXaTHUTE OIIITECTBA, TOJEM
MPOIEHT OJ] HAcCeJEeHUETO € MHUCMEHO U CO BHUCOKO
obpazoBaHUe (MHOTYMHHA 'O CTEKHAJIE U HAa 3allaTHUTE
YHUBEP3UTETH ), 32 Pa3jINKa 0] HaceJIEHUETO BO IIaTpHjap-
XaJIHUTE OIIIITECTBA. 3aT0A IIOCTOU JKeJT 32 IEMOKpaTHja,
cioboja, 3m100UBabe Ha 3HaewHe U OOHOBYBame Ha
onmrectBoTo. OcobOeHO KEeHUTE co3aaBaaT eleH HOB
HUJIEHTUTET 3a cebecH cO Toa IITO T'U MpHdaKkaaT Kako
,ACTOUHUTE" TaKa U ,,3aTIaJIHUTE" BPETHOCTU BO PAMKHUTE
Ha KOHBEHI[MOHATHUOT KOHTEKCT Ha CBOETO OIIIITECTBO.

Kaxko Byirjae pa3BUTOKOT Ha IaTpUjapXaTHaTa CTPYKTypa
BP3 POJOBUOT UJEHTUTET U N3PA3YBAHETO Ha JKEHCKOTO
sJjac“? OroBOpOT Ha OBa IIpallame ce Haor'a BO YKEHCKUTE
M3pa3U Ha COTJIACyBakbe, CIIPOTHBCTABYBAKHE H OTIIOP KOH

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

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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MaTpHjapxajiHaTa CTPYKTYpPa Ha CBOETO BPEMe BO HBHATA
roesuja. /[eJ10To Ha OBHE MOETH ja OTCJIMKYBa ITPOMEHATA
Ha JKEHCKHOT IJIac, POJIOBUOT HIEHTUTET U POJOBaTa
MIOJIUTUKA HAa COO/IBETHOTO Bpeme. OcobeHo fienara Ha
IOeTUTE IITO I'0 Tpacupaa naror, kako [lapsun Etecamu
(Parvin Etessami), ®apyx ®apoxcazn (Forough Farro-
khzad) u Taxepex Cadapcaze (Tahereh Saffarzadeh), kou
ce OCBpPHYyBaar Ha I[POMEHUTE BO OBHeE (pa3u Ha MpaHCKaTa
ucropuja. OBHe MOETH IO OTKPUBAAT CTPEMENKOT HA
’KEHHTE 32 HUBHOTO BKJIyYyBame (2 He HUBHO HUCKITy4y-
Bame U MapruHaIN3Upame) 1 HUBHOTO IIPU3HAaBame (a
He HEBUIJIMBOCT) BO IIapTHjapXaHaTa CTPYKTYPa, IoeKa
BO HCTO BPEME Ce MOTYMHYBAAT, /10 OAPE/IEH CTEIlEH, Ha
HOPMUTE U BPETHOCTHUTE HA CBOETO OIIIITECTBO.

llanu popoBUOT AEGHTUTET € KOHLeNnT Ha 3anagoT?

Paszsyiukarta momery K€HHUTe MYCJIUMAHKH U 3alaHUTE
’)KEHHU BO BOCIIpDUEMAETO Ha cebecHu e pas3jukaTa BO
HUBHHUOT cebe-nieHTuTeT. Bo 3anmaiHuoT cBeT, HH/ABHU/ya-
JIN3MOT U cebe-UAEHTUTETOT ce MPEIJIeTyBaaT: 3a HEKO]
7a ce nMpoHajze cebecu Tpeba ga Tpara mo maToT Ha
VH/IMBU/IyaTHOTO cebe-n3pasyBabe ,,HaJIBOP O/ KOHTEK-
CTOT Ha CEME]CTBOTO, peJIUryjaTa Uiy eTHUYKaTa rpyIa. ‘s
Op npyra cTpaHa, »KeHaTa-MyCJIUMAaHKa, KOja HICTOPUCKHU
Orta HCKJIydyBaHa M MaprUHAIU3UPaHa, HACTOjyBa a ce
COEZIVHU U ,,TIOBP3€e“ cO CBOETO OTEKJI0 U rpyna. Taa 6apa
BPCKA U YyBCTBYBA 04aj ¥ TOPUYHHA IIOPAJU CKPUBAHETO
U UCKJIYIyBambeTO.

Bo TekoT Ha paHaTa maTpujapxajHa epa ce TBOPHU
MpaHCcKaTa jKeHCKa [oe3H1ja UCKJIyYUBO BO KOHTEKCT Ha
kaTeropujara wapm. Iloeture He U3pasyBaat AUPEKTHO
oTdpame HA NAaTPUjapXaJHUOT CUCTeM, TyKy Oapaat
[IPU3HAHUE U IOBP3yBakhe CO rpyrara. 3a pa3janKa oJf 0Ba,
HEKOU IOETH O7] Heo-IlaTpUjapxajlHaTa epa r'o KpIiaT
KOJIOT Ha WAapmoill, ce CIPOTUBCTaBYBaaT U ce OIHUpaaT

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.” 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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Ha CKPUBAKETO U HCKJIyIyBabeTO 1 0apaat CBOe MpU3Ha-
Bame. MeryToa, BO IPOIECOT HA OBA ONHPAame, YOBEK
YyBCTBYBa €/lHA OTYFeHOCT ¥ MapTrUHAJIHOCT Koja ce
OTCJIMKYBa BO oe3ujara. [locT-HeonaTpujapxajiHaTa epa
OTKpHUBA eJlHAa MOMAaJIKy pasjn4Ha, MefyToa MO3HaTa
IIpOMeHA: JABIKEbe BO MPaBel] Ha KO/IOT Ha WapMoil 1
IIOBHHYBAKETO, BO UCTUOB KOHTEKCT, HO MPEKYy €THO
YHCTO aKIeHTHpame Ha MOJIUTUKATA Ha pejIurHjaTta u
IIOBTOPHOTO ITOBP3yBakhe CO rpymaTa.

Y¥eHute KaKo cybjeKkTn 6e3 npaBo fa UM ce Yye rnacort

He mocrou npaHcka keHCKa moe3uja Bo evaresa gpopma
c€ /10 TpeJ] IOYETOKOT Ha JIBaeCeTTHOT Bek. [lopTperu-
pameTo Ha KEHUTe KaKO OOMYHU 00jeKTH, KaKO U
BKJIyUyBaE€TO Ha >KEHCKHUTe Ipallama, KaKo Ha IIp.
IIOKPUBAHETO I107] ITPEBE3, Ce II0jaByBa BO IMOJIUTUYKUTE
TEeMH, BO MaIIIKUTE JIeJ1a O JOIIHUOT /IeBETHAECETTH BEK,
Kako kaj noetrute VMpaj Mup3sa (Iraj Mirza) u Mupsaze je
Emrru (Mirzade-ye Eshghi). paj Mup3sa (1874-1925) koj
Ous1 BIHMjaTeJIeH IOET, ja U3pa3yBa MOJUTHUKATA HA
3aKpPUBAKETO IO/ MIpEBe3 BO TOTAIIHOTO MPAHCKO
omrecTBo. Toj ja apTUKyJIMpa TecHAaTa BPCKa IOMery
J)KEHCKaTa CKPHUEHOCT U MPaKTHUKaTa Ha KpUeme IOoJ
IIpeBe30T CO peJIuTHjaTa U COIUjaJHUOT MOPeoK.°
CnennuoB npuMep Ha Mupsa Bo BpcKa CO JIeJIOTO CO
HacsoB ,,C/IMKa Ha KEHUTe" HHU IOKaXKyBa KaKo , KeH-
CKOTO Tpamame (CIy>Ku) Kako efieH BUJl BOKabyJap BO
nebaTuTe 3a KyJTypaTa U HAIlHOHAJIHUOT U/IEHTUTET,
KOHIIENITOT Ha PEJOT U XaOCOT U MOBP3yBAKETO HA
JIOMOPOTHOTO COO/IBETHO HA TYr0TO.“”

Ha Bpara Ha ezieH aH
JIuk ;xeHCKU Gellle HAIPTaH

Op curypeH u3BOp Ha BECTU
Ha Typ6aHOHOCITUTE B YBO TJIaC UM C€ CMECTH

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.® 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.”

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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»IIpoKjeTa cynbuHa“, pekoa Tue

“IIpen cHOT HAPO/T >KEHCKH JIUK OTKPHUEH “, MOKHO JIH €?

Ox cpen amuja B MUr
Hcrpuaa /10 TOCTUITHUIA BO €/I€H ITO/IBUT

Pen u Bepba co cBeTyiocHa 6p3uHA

I/IC‘IBBHYBaIIIe co p;oaf‘aH:eTo Ha BEpHHUYKATa APY>XHUHA

EneH co Bosia a ApyT co 3emja
¥ TO IIOKPHja JIUKOT CO ITPEBE3 O] KaJl

Taka gecrta, peTKO CO BETPOT O/IBEjaHA
Co HeKOJIKy palle Ka Oellle criaceHa

BepHUYKM KAaHOH CIIACEH TaKa O/ JEMHEXK
I'v BpaTu HUB B KyKHU MIOYMHKA /14 3eMAaT

EnHa rpelka u BKeIITeHa TOJINA Ce KpeBa
U xaxko IJ1a/ieH JiaB I10j/ie 1a ura BpeBa

HejzuHo rosio suiie mtom moj epere He e
Tue yegHOCT ¥ pacmopuja

U Hej3uHU yCHU KOU KO MaMKa Oea
Ko mmkaBue cu 1unaa u nquiaa

Cute Maxul 071 TpajzioT Ha 6poj
Biieroa Bo TpeIIHUYKH CTPO]

Pajcku mopTu croeja 3aTBOpPEHN
A cure Ture 3a 1ekoJ1 6ea IOTKOBaHU

CyneH neH Gerrie Ha 1odar
Jlypu u por ce 4y I10 mar
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“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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IITuiu B THE3/1Q, SBEPO] B ZIyBJIa
Jypu u sBe3u B HEOO TO/TMBEA

A nipep bora u ripesi HApozA ceT
CBEIITEHCTBOTO He Ke IJIATH ecal HU 32 JIEK

Co cnacuTesiu Kako OBUe
3011TO JIyTeTO Ce Ce YIITe IUHUIHN?S

Osaa necHa ja mpeTcTaByBa TeH3MjaTa momery ,, TypoaHo-
HocnuTe“ (MyCTMMaHCKOTO CBEIITEHCTBO) U ,,HAPOAOT"
JIOJIEKA JKEHCKOTO HOCEHhe HA IIPEBE30T € MPUYHUHATA 3a
oBaa TeH3uja. JKeHCKOTO JIUIlEe KOE € ,HalpTaHO“ U
HEj3UHOTO JIUIlE ,T0JI0“ TO HAPYIIyBa OMIITECTBEHUOT
MMOPEZIOK U € MPUYHNHA 3a Iy0emeTO Ha Hej3HMHATa
HEBHHOCT CO Ma’kKH MaJHATH BO TaKBO HCKYIIEHHE.
IToBTOPHO, ITECHATA HY I'Ml TPUKAKyBa CTPOTHTE OITIIITECT-
BEHU HOPMH IPUMEHYBaHHU BP3 JKeHUTEe, QUBUUKUTE
OTpaHUYyBaba HA KEHUTE U HUBHUTE CTPA/Ialha MPEKY
KOHTEKCTOT Ha wapmoid. IlecHara mTo cjiesu e HalH-
mana ot Ecru (Eshghi) (1894-1924), koj e y1irTe efieH 1moeT
Ha PaHHOT JIBAE€CETTH BEK, a C€ OCBPHYBA Ha CTPAIAIbeTO
Y UCKJIyIyBaeTO Ha JKeHaTa IIpeKy IpaKcaTa HapeyeHa
3a0ysyBame. Toj BO ciielHaBa IecHa HU 'O OTKPUBA
MMPOTUBEHETO KOH 3a0yIyBameTo, Kajie GepereTo e
cuMOOJI Ha TUPaHUja, He caMOo 32 )KeHUTe KaK0 JIMYHOCTH,
TYKY | 32 I[€JIOTO OIIIITECTBO.

IIITo ce oBME HENOTUYHU HAMETKU U IIPEBE3U?

Tue ce HOKpPUBKA 32 MPTBHUTE a HE 32 YKUBUTE
Bemam: ,,CMpT 3a THE IITO TH CTABAaaT XKEHUTE JKUBU B
rpo6*

Joznane nu yIiTe HEKOj OET IJ1ac HA MOjOB

Mpmop HE3aJ0BOJICTBO ke TIOYHE

Kenwu ke Tpruat npees

Ke ja ppar cBojaTa cpaMHa HAMETKa, Ke ce rop/eat
Pagnocr ke ce BpaTu

A ako He, C€ 0ZIeKa KEHUTE Ce IOKPUEHU

IMosa HanWja >xuBa He e.°

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?®

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.?
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Makute noetu kako Mup3saze-je Emru u Mpaj Mupsa
ro apTHUKYJIUPAaaT KeHCKUOT IIPeBe3 KaKO €HO IOJIH-
TUYKO Ipamame. HUBHUTE IIeCHU He ce O/IHeCyBaaT Ha
YyBCTBaTa Ha *KeHUTe. Tyka Taa He IPEeTCTaByBa IUYHOCT
TYKY e1eH TOJTUTUYKYU 00jeKT. Ce AUCKyTHPA 32 IPEBE30OT
a He 32 Hej3uHaTa O0JIKa U CTPa/iatbe.

PaHara natpujapxanHa epa: JeHute Tparaar no
UAEGHTUTET U NPU3HAHME, PYHKLNOHMPAtbE NPEKY
KOHTEKCTOT Ha lWapmMoT

Ha noueTokoT Ha /IBA€CETTUOT BEK, CTAIIKATA Ha ITUCMe-
HOCT BO VpaH OmJia HUCKA, KAKO Kaj MaXKUTe TaKa U Kaj
>keHHnTe. Ha CHHOBHTE UM ce 1aBaJjIo MPE/THOCT Jja CTEKHAT
obpaszoBaHUe, a KEpKUTE ce Maxkesie OpPry mo JBaHae-
ceTTara roJlHHAa; caMO MaJl IPOIEHT OJi eJIuTaTa T'd
IIIKOJIyBaJI CBOUTE KeHU. HajBmeuatsinBaTta jkeHa IOeT
[TapBun Erecamu (Parvin Etessami) (1907-1941) e enHa
O/1 TH€ YKEHU: IPBEHCTBEHO MIOPA/IX TOA IIITO TATKO ¥ , KOj
01 Hay4yeH pabOTHUK I10 JIUTEPATypa, ja mKoyBat. He
e HU yyno mTo Etecamu, koja 6mya BOCIUTYBaHA U
MO/I/IP>KyBaHa O/ CTpaHa Ha TaTKa CH, O¥JjIa BO MOKHOCT
Jla ja objaBu cBojaTa moesuja. TaTko 1 ru 0b6jaBUI
HEj3UHUTE MPBU MMECHU BO COMCTBEHHOT KHHUKEBEH
BecHUK Baxap [IIposier] kora Taa ©Maia caMo YE€THUPHU-
HaeceT TOJUHU.

[TapBun Etecamu e posieHa Bo 60oraTo M 06pa3oBaHO
ceMejcTBo. Taa ce 3/100ms1a co HajOOPOTO OOpa3oBaHUE
JIOCTAITHO 32 >KeHUTe 0] Hej3uHaTa reHepanuja. Criopes
HMPAHCKUTE KYJITYPHU HOPMH, Taa C€ OMaKIJIa PEJIATUBHO
norHa (Ha JABaeceT TOJAUHU) M TOA BO MPETXOIHO
noroBopeH Opak. Poausia eaHo JieTe, TO HAIyIITHIIA
COIIPYTOT, ¥ KaKO Pe3yJITAaT Ha TOA, MOpaJjia Jja Ce OTKaXe
O]l IETETO MOPAaJI 3aKOHUTE 3a CTAPaTEJICTBO BO TOA
BpeMe. YMHUpA Ha 34-TOAUIITHA BO3PACT O] MECTEPHO3HA
tudouaHa tpecka. Tarko u, Jycyd Erecamm, 6Gun

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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WHTeJIEKTyaJlell — OCHOBAY Ha KHHKEBHHUOT BECHHUK
~baxap“ kajzie Toj 06jaByBas1 HATUCHU KOW TU TPETUPAAT
JKeHCKUTe IIpalllama U cTpajama. VMima npeBeseHO
HEKOJIKy KHUTHU O] apaliCKU ja3WK; eJHa KHUTa O]
erunerckuot yuutes Kacem AmMuH (Qasem Amin)
HacsioBeHa EmaHuuiiauuja Ha xceruitie. Jycyd Etecamu
CUJIHO ja 3acTallyBaJjl eMaHIIUIALKjaTa IIpeKy GopMaIHO
obpa3oBaHUe U HUBHA BUJJIUBOCT BO jaBHOCTA. Jycyd
Etecamu e Maxk-(eMHUHHCT 0/ TOA BpeMe, KOj, IPEKY
Hamopure aa u o6e36equ oO6pa3oBaHUe Ha KepKa CU
[TapBuH, ja UCIOJHWII U MUCHjaTa 3a MOJ00pyBame Ha
MO3UIMjaTa Ha JKEHUTE BO UPAHCKOTO OIIIITECTBO.

[TapBun Etecamu numnryBasa noesuja BO KOHTEKCTOT Ha
wapmotli. Peyricu HUKOTAIl HE TH OTKPUBA YyBCTBaTa
WJIM IIPUBJIEYHOCTA HACOUYEHA KOH CIIPOTUBHUOT IIOJI;
HUKOTaIl He 300pyBa 3a CTPaCHA XeTEPOCEKCYaTHA JbYOOB;
Taa ce U3ABOjyBa cebecH o/ moe3ujaTa IITo ja MUIILYBA U
MHOTY PETKO CH I'0 OTKPHBA POJIOT BO CBOUTE Jiesia. Flako
HaMEepHO JI0CTa €JIOKBEHTHO ru n3bernyBa demuHuUC-
TUYKHUTE CTABOBH, Taa MOCTUTHYBAa MHOTY IOBeKe OJf
JKEHCKHUTE OIIITECTBEHH U KYJITYPHH OYEKyBarbha O] TOa
BpeMe.

[Toe3ujaTa Ha ETecamu e ocsio00/1€HA 0/1 HACHJICTBO; Taa
ce 3aHMMaBa CO rpurkara u jobpuHara. ['m omnuiryBa
BPCKUTE Mely POJHUHUTE, IPUjaTETUTE, POJUTEIIUTE,
Jleriata v JKUBOTHUTE. Taa KOPHUCTH aHET/IOTH U aJIETOPHja
3a/ia HU pacKaske IMMpHUKa3Ha Bo (hOpMa Ha IoeMa IIPH IITO
CEeKOTalll € Ha CTpaHaTa Ha »kpTBara.’® Taa ro mpero3HaBa
CTPaJIakbeTo 1 0ECTIOMOIITHOCTA, MEI'yTOa TOA T'O UCKAXKyBa
npeKy (pUrypu Ha ’JKUBOTHU U IIPEIMETH, KAaKO Ha IIPUMED
kadesu 3a ntunu. HejauHaTta nmociaeaHa 36Mpka ImecHH,
BKJIYYUTEJTHO U CJIETHABA, /IaBa €/IeH IMOJIJIa00K IOJI3BYK
Ha CTPaJIarbeTo, 0€CIIOMOIITHOCTA B OTYI'YBAIbETO:

O po3o, 1T 11 OO OJT JKUTEJTUTE Ha
I'pagHaTa, aKO HE caMO YKOP U 3J7100a o/ TpHha?

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.* 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 Tu AujamMaHTy CKAIIOIeH e/IeH, TIOKPAj CjajoT TBOj
oITo

UyBCTBO B YapIIHja CeTHU, aKO He TOA HAa IMIPOCTUOT
My1ITepuja’?

Bo rpagumHaTta TH 3asyTta: cyibuHa TH € B Kades Aa
oupgernr.

O mruno 3apobeHa, 3HAeIll JIX HEIITO JPYTO OCBEH
3aHAaHa?"!

Bo enna on mocsnenHuTte necHu Ha ETecamu, Kako
cJleJHaBa, MOJXKETE /1a IOYyBCTBYBaTe OTOPYEHOCT U
JIyTHHA KOH HEJIOCTATOKOT Off IPU3HAHUE 32 HEj3UHUTE
HHTeJIEKTYaJIHU CIIOCOOHOCTH KaKo keHa. Taa 360pyBa 3a
cBojaTa 00JIKa KOTa CH r'0 OTKPUBA POJOT:

Op mpaBoT Ha JIa’KHATA MUCJIA, TI0/00PO Ke € CcpIe Ja ce
HCUYHUCTHU

3a raBoJIOT /1a 3HAE JleKa OBa OTJIE/IAJIO CTBOPEHO 3a IIPaB
HE €.

Hexou nucmenwn sryte muciiar [lapBuH e Max.
Taa maxx He e. A oBaa raraHka ud4 706po He e ako
HepelleHa ocraHe.”

Pywete Ha wapmoiti: HeonaTpujapxar, BpcKa u
HenoBUHyBame

ITo Bropara cBeTcKka BOjHA IPO/IOJIKYBa €KOHOMCKUOT
pas3Boj Ha MpaHcKoTo ommTecTBo. [Topasu HadTeHOTO
OoraTcTBO, pa3BOjoT CE CIyUdyBa MHOTY 6p30, 0COOEHO IO
HaIMOHAJIM3AaIlMjaTa Ha HadTaTa BO CpeJIMHATA Ha 1950-
Te roauHU. Taa fekazia ro IoBesie BO JKUBOT HEOMATPHU-
japxaroT. HadreHoTo 60oraTcTBO CO3/1a/ie €/lHA OGoraTta
BJIa/Ia, KOja CTAHA HAjrojieMa IOJIUTHYKA U eKOHOMCKA
cusa. OMIITECTBOTO, KOE 110 CBOjaTa CTPYKTYpa CE VIITE

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?"

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.*?

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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Oelre maTpujapxasaHO, MPOAOJIKHU ITOHATAMY CO HH/YCT-
pUjayim3aryjata 1 EKOHOMCKHOT Pa3Boj; IIPH IITO BO UCTO
BpeMe Oellle M3JI0K€HO Ha BJIMjaHUja Of] 3alajHarta
UJIe0JIOTHja U dKUBOTEH CTHJL.

Kako HeomaTpujapxaToT ja IPOMEHH IOe3HjaTa MUIIy-
BaHa o1 keHU? HeomaTpujapxasHara moe3uja € OTKpH-
BayKa I[0e3Hja; Taa e JIMYHA Ioe3uja Koja OTKpUBA U
IMOKa)KyBa €JlHa OTBOPEHA aHTHIIaTHja KOH IaTpujap-
XajJHaTa CTpyKTypa. ’KeHuTe ja OTKpuBaaT cBojaTa
rmoTpara KOH JITYHOTO CaMOU3pa3yBame, HO BO HCTO
BpeMe cakaar Jja ce BKJIy4aT U Jia ja oTdpJiar cBojaTa
MapTUHAJIHOCT ¥ CBOETO MoT4yeme. [TecHuTe ce CIpOTHB-
CTaByBaarT Ha MaTpHUjapXaJiHaTa CTPYKTypa U IO HapyIILy-
BaaT KOJIOT Ha wapmoill co Toa mTo 300pyBaar 3a
JINYHUTE YyBCTBA HA )KEHUTE U PEIPECHjaTa BP3 HUB.

AHanmu3upajku TH KeHUTe-IOeTH OJ] HeollaTpujap-
xator,Mwiaanu ( Milani) Bestu:

Kon cpenmHaTa Ha OBOj BeK, H3HUKHA eJJHA HOBA
TpazguIyja Ha Ioe3uja MUIIyBaHa of XKeHu Bo Vpas;
TpaguIluja Ha JKeHU KOU HHTEH3UBHO ce cebe-
aHajM3upaar u cebe-0TKpPUBaaT, a He TpaAUIKja Ha
3aKpUBabe WJIN BO3APIKAHOCT I10J] AaHOHUMHOCTA U
3aMaTeHOCTa Ha MPEBE30T.... ABTOPCKHUOT IJIacC He € HU
moJipe/ieH Bp3 6a3a Ha CTEPEOTHIIN HUTY IaK € CKPUEH
CIIOpes; MPOMUIIIAHUTE IIPAaBUJIA HA IICUXOJIOTHjaTa U
ONIITECTBEHATAa JucTaHna. YyBcTBaTa He Ce
panuoHanu3upaar, CTPACTHUTe He ce Pa3BOJHYBAaarT,
eMonuuTe He ce ybiaxkyBaaT, He ce m30erayBaar
JIETAJIUTE, A MAXKUTE He OTCyCcTBYBaaT. OBUeE MUCATEJIKY,
710 pa3juyeH cTeleH, CO3/1a/0a €JHO YyBCTBO Ha
caMopa3BoJ, O/ KOHBEHIIMOHATHATA AeDUHHUIITja HA
sKeHCKocTa BO Mpasn...3

[Toesujata Ha Papyx Papyxcas (Forough Farrokhzad)
(1935-1967) oTKpuBa €/lHA HE3aKpPHUEHa U HEBO3/PrKaHa

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... 3

The poetry of Forough Farrokhzad (1935-1967) reveals a
non-sheltered, unrestrained woman, who dares to revolt
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’KeHa, KOja e CMeJIa J]a ce IPOTUBU Ha KOJIOT Ha WapMOt,
’KeHa KOja e OTyleHa 1 MapruHIN3UpPaHa IIPU IPOILIECOT
Ha Hej3UHOTO OTKpoBeHUe. OBaa »keHa, CIPOTUBHO 071 Taa
kaj ETecamu, He e moJ mpeBe30T U HE € CKPOMHA.
dapyxcaJt eJIOKBEHTHO ¥ OTBOPEHO My Ce Pa30TKPHBA, Ce
ITOBP3yBa U I'0 IONTUPA YUTATEJIOT. Taa ro omuIyBsa cCBojoT
BHaTpelleH cBeT. Taa oTBopeHO 300pyBa 3a CBOUTE
CTpajiakba M 0CaMEHOCT, OOBUHYBAajku ro maTpujap-
XaJTHUOT CUCTEM Koj ja TuiTu. ®apyxcas e qobpa U moJiHa
CO CTPACT KOH M2JKHTE BO Hej3MHATa Ioe3uja, Meryroa
HaIaTH I'U [IpeyIIpe/lyBa *KEHUTe J1a He UM BepyBaart. Bo
TEKOT Ha OBOj IIPOIIeC Taa ja Hamara caMara CTPyKTypa Ha
Malkara HazpeaeHocT. Kako efjHa »keHa BO 1oTpara Io
CBOJOT UJIEHTUTET, Taa MOCTOjaHO ja 6apa BpckaTa co
Ma’KUTe U CO JPYTHUTE KEHHU.

dapyxca, 3a pasziuka o Erecamu, Hemasia 6oraTto uiu
MIPUBUJIETUPAHO MOTekJa0. Hukoram He 3aBpuruia
CPEHO YUMJIHUIITE, a Ce OMaKUJIa Ha IIleCHaeceT TOANHU.
o HamymTuia compyroT Mo TPU T'OAUHH OJf OPaKOT U
MOpaJia Jia Fo OCTaBU IETETO 3aT0A IITO 3aKOHUTE BO TOA
BpeMe ceKoralll Hajlarajie cTapaTejicTBOTO Ha JieniaTa Jia
UM ce JlaBa Ha Makute. Taa ja m3gasa mpsara 30UpKa,
Acup [3aTBopeHUK] BO 1955 I. MpeJ JAa TH HAIYIITH
COIIPYTOT U cUHOT. HejdanHaTa Kapuepa Kako IOeT, a
IIOHaTaMy U Kako (UJIMCKHU MPOJYIEHT, TO JOCTUTHA
CBOjOT BPB BO JIOIIHUTE 1950-TH W paHUTE 1960-TH
roguHu. Bo 1967 1., BO 3eHUTOT Ha KapuepaTa, Ha camo
32 TOMHU, TPAaTUYHO 3aTWHYyBa BO coobOpakajHa Hec-
peka.4

Bo Hej3mnHaTa paHa 30upka Acup [3aTBOpeHUK],'s Taa
CJIMKa IOPTPeT Ha e/lHa 30yHeTa MJIaja JKeHa Koja e
(aTeHa Ha KPCTOIIATOT HA HEj3BMHATA YJIOTA KAKO KEHa,
COmpyTa M MajKa, a UCTO TaKa U KaKO €/leH He3aBHCEH
TIO€T, JKeHa Koja 0/101Ba a Ouie JoMakuHKa.

Mucnam HO 1 3HaM
Huxkorain He Ke HaIyITam KyMmes

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.*

In her earlier collection, Asir [Captive],'> 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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Jlypu ¥ yIpaBHUKOT /1a Me 0CJI000H Even if the warden should let me go
Hemawm cuitu J1a sleTHaM. T've lost the strength to fly away.

Cexoe yTpo 0J1 3a] pelIeTKU Every morning from behind bars
HacMmean umaper 4uez1oTo Mu mpaka My child’s eyes smile at me

[IITom 3ameam As I start to sing

Toj me 6akHyBa 6;1U3y YCHH. His kissing lips near mine.

Bozke efieH IeH ako Mopa Jja TIoJieTaM God, if I need to fly one day

On 3a]1 peneTKuBe MOTYATNBU From behind these silent bars,

IlITo ofTOBOp /A /1a/laM Ha JIETCKA COJ13a B OKO? How will I answer this child’s wet eyes?
Ha mupa ocraj mMe 3arrto ntuiia B kages cym!® Let me be I am a captive bird!*

dapyxca/1 HA 'O OTKPUBA YTHETYBAahETO Ha JKeHUTe, kKako ~ Farrokhzad reveals women’s oppression in both the
Ha [IpUBaTeH TaKa U Ha jaBeH IUTaH. Bo enHa ox HejsuHuTe  private and the public domain. In one of her poems she
IIECHU Taa IO OTKpUBa KOH(QIUKTOT U Tarata kou ce  reveals the conflict and the sorrow that are caused by
IIPOM3BO/ HA KyCOKOT HAa KEHCKaTa MOK BO Hej3uHHOT  women’s lack of power in their personal life:

IIPUBAaTEH YKUBOT:

Co HacMeBKa, With a smile,

JleBojuero mparma: The little girl asked:

»,Koja e TajHaTa Ha 0BOj BeH4YaH 0Opau “What is the secret of this wedding band
IITO MU KPY?KU OKOJIy paka?“ Circling me tightly on my hand?”
TopuHM ITOI0IHA, eaHa HOK Years later, one night

Co nories 63 MOk A sad wife gazed at the golden band,
Enna >keHa cu ryieaiie Bo o6pay 3j1aTeH, And saw in its glowing design

U Buze BO Taa cjajua mapa, Wasted days, wasted

JlHU jayioBH, IHU MOTPOIIIEHU In the hope of a husband’s loving hand.
Bo Haziexx Mask JbyOOB CO paka aa azie Anguished, she cried

OuajHuYKa Taa KyTpa, Out loud. She said:

W 3BuKa Ha IeJ1a yCTa: “This luminous and glowing band
»OBOj OyieckaB U cjajeH obpayd Bpe/ieH Is the band of tyranny and demand.””

e obpau OejieH U 3a peJ JKeeH. 7

dapyxcaa HU U OTKpuBa 3abpanute kou u O6mie  Farrokhzad also reveals the restrictions placed on her as
HaMeTHYBaHHU KaKO Ha »K€HA U MCTO TaKa Hej3UHUOT OyHT  a woman and rebels by saying:
IIPOTHB TOAQ, U BEJIU:
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He mu craBaj riom6a Ha MOJIK HA YCHUBE
VMaM npuKa3HU HEKAXKAHU /1a Ka¥KaM
TprHu Mu ja Telkasa IpaHra of HOTa
Toa ce mu mpeun's.

Bo nmoponuexxknara 36upka Jusap [Suxn],” dapyxcan
OTBOPEHO ja IpU3HAaBa THPaHHUjaTa HacoueHa KOH
»HEJ3UHUTE CECTPU" U I'Ml IOTTUKHYBAa HA OYHT IPOTUB
YTHETYBAETO Ha JKEHUTE Ha jaBeH IUIaH. Hej3sMHMOT
(peMUHUCTHYKY TJIaC MOXKeE jJaCHO /A Ce Uye BO CJIeTHaBa
IecHa:

CecTpo, 3eMu cu T'Y TIpaBaTa
0] THE KOU Te THUIIITAT,

OJ1 THE KOHU TIPEKY WTjazia IMaKu
Te ceZfHAJIE B KYKHU

He numonu Tyky

BpeCKaj, I[PKaj.

Jla CKpIIMII TelKa IpaHra
Z1a 1 0CJIO0O0/THIIL JKUBOT CBO).

Ha jypwuin, 1a ICKOpEHUII THPaHUja,
O:xuBH CpIIE B KPB /1A Ce Ie/IN.

Bo 60p6a, Bo 60pba 1a MpOMEHUIIT 3aKOH
3a 106po u cy106071a TBOja.

dapyxcaji ' 0’KUBYBa JIMYHUTE OJTHOCH IIOMETy MasKHUTe
u sxeHuTe.?° Taa 300pyBa 3a XeTepoceKcyasiHaTa JbyOOB
U CTPACT IIPEKY CBOjOT PEBOJIT IPOTHUB OIIITECTBEHHUOT
KOJ Ha wapmoil. Bo efHa HeBOOOMYAaeHO HMCKpPEeHa U
TporaTeJiHa JbyOOBHA IecHa oj 30upkara /[usap [Sun],
Taa ja MCKaxkyBa cekcyasHaTa xeyba u ctpact. Ce
ocMeJsyBa Jia TO IPEKPIIH KOJAOT Ha wapmoil, Koj
JIUKTHPA JIeKa He € 3TOAHO U HE € BO PeJl elHa JKeHa Ja
300pyBa 3a CEKCyaJTHH OZ[HOCH.

IToxpaj Ten0, TPECETHO ¥ BKOYAHETO

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.*®

In her later collection, Divar [The Wall],"® 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.2° 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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TpelleB, pa3BpaTHO I'PEIEB.
Borxe! /la Mu e 1a 3HaM IITO IIPaBEB
BO Taa TEMHA O/Iaja HA TUIIIMHATA?

Bo Taa onaja remHa 6e33By4YHa
My BHJIOB OYH IIOJIHU UyZECH
CpIle MU 3aTpernepu

Ha MoJ10a B OYM HETOBH.

Bo Taa omaja remHa 6e33ByUHa

CeneB, pacTpoeHa IOKpPaj HETO

Ce HAIIMB TPOa CTPACT O] yCHA HEroBa

U crraceHa O6eB of1 60J1Ka Ha cpiie Gy1aio.

My 1ienHaB npukasHa JbyO0BHA:
Te cakaM, cplie Moe y0aBo

T€ CaKaM B Ia3yBU KUBOTHU

Te cakaM, O MOj JbyOOBHUKY.

OKO IIOJIHO IIJIaME€H MY CBE€THaA B 4ac
BUHO PYMEHO TaHITyBallle CO HaC

A B 1mIoCcTe1a MEKa, TeJIO MOe

Ha Ia3yBHU [IHjaHO MYy TPEIEPH.

I'pemies, pa3BpaTHO rpeuies

Bo nperpaTku oJyiHU OraH U IJIaMeH
TpelleB BO IIperpaTku

YeJINYHU, OTHEHU U OIMa3JHUYKHN.*!

dapyxcay ro mpemno3HaBa cCBOeTO OYHTOBHUIITBO IPOTUB
KOJIOT Ha WapMmMoill Ha TTIOYETOKOT Ha MeCHATa, KaJle IITO
Beny, ,I'pemes.“ Hu ja oTkpuBa cTpacta KOH CBOjOT
JbyOOBHHUK BO PEJIUTHO3€H KOHTEKCT U TO IIPHU3HaBa
IPEBOT 32 YUHOT LITO T'O cTopua. ,,CTpacT Koja mpeTcTa-
ByBa 1 00JIKA 1 33/I0BOJICTBO, Ce CJIyUyBa €/IHA Pa/INKATHA
IIpOMeHa He caMO BO TPaAUIIMOHAJIHATA CMUCIA BO
IrPaHUIUTE HA MOJIUTHYKATA COAPIKUHA 32 €/Ha JKEeHa,
TYKY U BO TPQJIUIIMOHAIHATA XETEPOCEKCyaTHa BPCKa. 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
Ilooked 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

Isinned in his arms
iron-strong, hot, and avenging.>

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.”>? She revolts against the code
of sharm, not only by speaking about lovemaking, but also
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Taa ce mpoTUBU HA KOZOT HA WAPMOil, HE caMO KoTa
300pyBa 3a BOJIeH€ JbYOOB, TYKY M KOTa IIpU3HABA JIeKa
y:KHBa BO Toa. Taa ja mpekopyBa OIIIITECTBEHAaTa
KOHTPOJIa BP3 JKEHCKaTa CEKCyaJHOCT W ja oTdpJa
cJIMKara Ha ,ujeasiHaTa KeHa. "

Taxepex Cachap3apex: CnpoTucTaByBajKu My ce Ha
naTpujapxaToT BO Hej3MHUTE HajpaHu aena

Taxepex Cadap3saznex (Tahereh Saffarzadeh) (1936-.) e
VIIITE eJHa II03HATa KEeHa-II0eT, a Hej3UHOTO JeJI0 TO
CTaBaMe BO HeOIlaTpHjapXaToT, HO UCTO TaKa U BO epara
Ha IoCT-HeomaTpujapxaToT. HejauHuTe NpBU Jiesia ce
OJUTHKYyBaaT CO HCTaKHyBame Ha MapruHaIHOCTa Ha
’KEeHUTE, HUBHATA OTYI'€HOCT, UCKJIYYEHOCT ¥ CKPUEHOCT.
[IpBaTa 30upKa moesuja ja u3gaia Bo 1960-Te T., CpeJie
BJIAJIEEHHETO Ha HEOIIATPHUjapXaTOT, a KCTaTa Ce MPEKJIO0-
IyBa CO IOCJIEJTHOTO Jiei0 Ha dapyxcay mpes Hej3suHaTa
cMpT BO 1967 1. Cadapsaziex moHaTaMmy IIPOJIOJIXKyBa Jia
ru o0jaByBa CBOMTE JieJia IIeJI0 BpEME JI0JIeKa Tpae epara
Ha [1oCcT-HeomnaTtpujapxaroT. Hej3uHara noesuja jacHO HU
I'¥ TIOKA’KyBa IMOCJIEIUITUTE Of PeJIUTHjaTa U MOJTUTHKATA,
KaKo U Hej3HHAaTa JIMYHA [I0Tpara 1o UeHTUTET.

CopotusHo o ®apyxcan, a cimuno Ha Etecamu, Cadap-
3a71ex Ousia MpUBUJIETHPAaHa BO BPCKA CO CBOETO 0Opaso-
BaHMe. MIMa 3aBpIIeHO JAOAUIIOMCKU CTyAUU IIO aHT-
JIMCKA KHMKeBHOCT Ha YHuBep3uteror Illupas. buna
Ma’keHa, HO Habpry moroa ce pasBeJsia 0Ji COIPYTOT U T'O
3arybousia JieTeTo Koe ympeJso npepaso. ['o Hamymtuia
VpaH 1 marucrpupasia Bo obysiacta Ha KpeaTUBHOTO
MUIIyBalkhe HA YHUBEP3UTETOT BO AjoBa, a OTOA Ce
BpaTwia Bo MpaH. buia nosmTuyka akTUBHA HA ,jaBEH
IUTaH“ BO TEKOT Ha BJIaJIEEHETO Ha MIaxoT (BO epaTa Ha
HEONaTPHjapXaToT) KaKO U BO IIOCT-HEOIIATPHUjapXaTOT BO
TEKOT Ha BJajieelheTo Ha XoMmeuHu. Jlesoro Ha Cadap-
3a71eX jaCHO T OTC/TUKYBA COIUOMIOJIUTUYKHUTE TPOMEHU

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.?3
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BO HPAHCKOTO OIIIITECTBO. Taa HY TO OTKPUBA BJIUjaHUETO
Ha OBUE IIPOMEHU BP3 UAEHTUTETOT Ha JKEHUTE U HUBHOTO
cebe-u3pasyBame.?3

Bo cBoute nipBu fiesta Cadapsajiex ce CIpOTUBCTaBYBa HA
raTpujapxajHaTa CTPyKTypa O/ Toa BpeMe, ja Mpa3u
HCTaTa U ja HCKaXKyBa CBOjaTa OTYyl'eHOCT OJT Hea, ,,TaraTa,
u MmapruHasHocTta. ExqHa necHa ox 36upxkara /[gudicerse u
eéuepa** HU ja OIMIIYBa Taa ,Tara“:

OcameHO APBO CyM

Bo oBaa ormcekHa ImycTHHA

Ha oBaa cHexxkHa s1o1mHA

Hemam conmatHUK

Huty egHu CTAalKy YeKOp a AprKaT CO MOUBE
MPUjaTHUOT 3BYK HA IIOTOKOT

cpekara Ha 6p3UOT BPTJIOT

ce MPTBH BO HEKOja JlaJleunHa

a BO yIIIu

MM Ce BJIeBaaT CyBH IIOTOIM OCAMEHOCT
BO 0Baa IIyCTHHA

jac mmam camo

CTpAIIIHU [IPUjaTesIn;

rpaz o7 60JiKa, 06JaIu o/ CTpaB

a OeceH 07 071 O0JIKa

BO MEHE BHE KaKO 0CAaMEHUOT BOJIK.

Bo oBaa TemMHa HOK

CpIle HE MU Tpemepu

3a MUCJIY YTPEIIHU.*S

Bo ciretnaBa mecHa, ,,Ha arimyiak BO MOETO POTHO MECTO,
ox 3bupkara Tanun dap deaitia [Oxek BO 3ayIUBOT],°
Cadapsajziex 1 ce CIIPOTUCTaBYBa HA MaTpHjapXayHaTa
CTPYKTypa Ha ,MallIKaTa HaJpeAeHOCT U HeeTHAKBATA
MO3UIIMja Ha KeHUTe. Taa ro OmMUIIyBa MOMEHTOT Ha
COIICTBEHOTO parame U 001Ba [JIaBHAa YJI0ra BO COIICTBe-
Hata necHa. Ciaukara Ha Cadapsazex 3a Majka U U 3a
cebecu e CIMKa Ha JIBE JKeHU — KPTBU HA MaTpHjap-

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 Yesterday?+ describes that
“solitude”:

Alone 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.

In the following poem, “Pilgrimage to My Birthplace,”
from her collection Tanin Dar Delta [Resonance in the
Bay],?® 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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XaJTHaTa ImIpakca u BepyBame. Jlo/ileka Majka M e macuBHA
1 6€e3 COTICTBEH IJIac, Taa aBa IJ1ac KOj € ITOJTH CO KPUTHKA.
Kako pesysitaT Ha Toa KaKo ce O/IHeCyBaJIe CO Hea 0J] Kora
€ poJZleHa, Taa ja mMpeKopyBa | ja oTdpJa ,MalrkaTa
Ha/ipeieHOCT ¥ cu 6apa HOB HJIEHTUTET, HACTPaHAa O7] TOj
Ha MajKa CH.

He ro umam BUieHO POJIHOTO M€ECTO

Kazie Mmajka Mu nocejasia 1oy HuCKa cTpeja
Te:k0oK TOBap 0Off CBOjaTa BHATPENIHOCT.

Ce yire e KHUBO

IIpBOTO THK-TaK Ha MaJIOTO CPIIE MO€

Bo onakor

BO [IyKHATUHUTE U MMaHATUTE TYJIH.

Cé y11ITe € YKUB [OIJIEZIOT MajurH Ha BDATHUTE U SUIOBUTE
IIOTJIE] HA CpaM

KOH TaTKO MH,

KOH JIe/I0 MU,

OTKAaKO IPUTYIIEHHOT Ij1ac 06jaswy,

LAeBojue e.”

Babuiiute npebienea, cTpaByBajku 3a OAKIITUIIOT
3a Marno4YHaTa BPCKa,

3Haejku JleKka HeMa Jla UMa U4

3a CyHETOT.

Ha npBuoT ayiniiak Ha poHOTO MeCTO
Ke ro ©3MHjaM MajurHUOT CpaM

OJT SUJTOBUTE,

OJT TaMy KaJie CpIie IOYHAJIO J]a YyKa,
Ke IIOYHAM /1a My KaKyBaM Ha CBETOT
JleKa MOUBE CjajHU parie He Ye3Hear,
TYIIAHUIY /1A CTAHAT,

HUTY /1a yApaT U Jia YyKHaT,

Jac He Bpeckawm,

He ce ropzneam co youctBo

MeHe He Me TOBea co

MalllKa HaZipeJeHOCT.>’

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,

“itis 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.?
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Bo moBekeTo nesta Ha Cadapsazex 40BeK MOKe /a
IMOYYBCTBYBA €/{HA MCJaMCKa HUIIKA U HEJ3UHOTO
,IIOBp3yBame“ co penurujata. Bo ciiegHaBa mmecHa o
Tanun dap denitia [Oiek BO 3aJIMBOT], Taa HU ja OTKPUBA
cBojara keJi0a 1a Guzie J1es1 of1 ,aKIjaTa’ v Kyt opagu
Hej3WHAaTa CKPUEHOCT U u3oJianyja. ViMa eJTHO 4yBCTBO
Ha xaoc 1 6e3peJire BO 0Baa IecHa; IOeTOT HU I'O OTKPUBA
CyZIUPOT IoMery TpaauIjara (pesiurujara) u MoJIEpHOTO.
Tyka Taa ro uCkaskyBa JIBOJHOTO JIUIIE HA HEOMaTpHjap-
XaToT CO TOa IITO 300pyBa 3a ,JIaK 32 HOKTU®, a II0ToAa 32
sIeeme Ha MoyuuTBa.“ Taa ja 3aBpuIyBa IecHarTa co
,MOJINTBa 3a IMpoMeHa.

KprkaBuoT 3Byk Ha A3aH ce ciryimia

Toj kpuKaB A3aHOB 3BYK

E kako pare Ha 100yieceH Y0BeK

Koj me oc1060/1yBa 071 3IpaBOTO MTOTEKIIO
OJ1 4yBCTBOTO Ha M30JIallHja U CKDUEHOCT
He cym Beke ocTpoB

OpaM Ha MOJIMTBA

ce U3MHBAM BO I'PAZICKUOT BO3/yX a IIPHUTE CJIOEBH OF
CMOT

ce MojaTa Meka, HaCTaHUTe UIHU

Y JIAKOT 32 HOKTHU

HHUKAKBa IIPEYKa

3a MOJIUTBA

MOJIMTBA 32 Yy/i0

MOJINTBA 32 IPOMeHA. 8

NpomeHaTta KOH NOCT-HeonaTpujapxar, ,, BPCKa” u
noBUHYBatbe NpekKy peaurujata

HpaHCKOTO ONIITECTBO HpETPIle TOJIEMU IPOMEHU BO
JOLHUTE 1970-TU roauHU. PexxumMoT Ha 1maxot Ilaxnasu
Oerrre cpyIleH KOH KpajoT Ha 1978 T., a Ha BJIACT JI0j/ie
¢dyHmaMmeHTasIHaTa MCJIaMCKa BJajia Ha ajaTOJaxoT

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.?®

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

Iranian society changed rather radically in the late 19770s.
The Shah’s regime was overthrown in late 1978, and was
replaced by the fundamentalist Islamic government of
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Xomewnnu. Nako xxeHute Hocea ¢epelie pes U 3a BpeMe
Ha maTpujapxajHaTa epa, 0Baa IpaKkca CTaHa Ipallame
Ha 1360p BO TEKOT Ha HEOTIATPHjapXaTHUOT [IEPHOJ, KOTa
HOCEHETO 3alajHa obJieka IMpeTcTaByBalle HOpMa 3a
eMaHIIUNalKja Ha UpaHCcKaTa KeHa. EJlHa o1 Ty1aBHUTE
IPOMEHU IIITO Ce CIyYHja BO TEKOT HA paHaTa IIOCT-
HeoIlaTpujapxajiHa epa Oellle 33/I0/KUTETHOTO 3a0yIy-
Bambe HA JKEHUTE KAKO €/IeH BUJ| IOJINTUYKO IPOTHBEHE
Ha BeCTepHH3AIHja, 32 KOja ce MIUCJIEIIIE JieKa € eJHA Of
IJIaBHUTE NMPUYUHHU U cUMOOJ Ha pacmarameTo Ha
HMPAHCKUOT MOPAJIEH MOPEIOK.

Kako mTo ke BuiuMe BO CJI€HUTE MPUMEPHU Ha IOCT-
HeomnaTpHjapxasHaTa noesuja Ha Cadap3saziex, >kKeHCKOTO
YyBCTBO HA IOTpara 1o cebe-u3pasyBame U UJIEHTUTET
BO 3allafleH CTUJI, Koja Oelre oyurIyie[Ha 32 BpeEMe Ha
HeONaTPHjapXaToT, ke Cce IPETBOPH BO /IaBAbE IIPETHOCT
Ha €JTHO HOBO YyBCTBO Ha mjeHTUTeT. OBa YyBCTBO HA
HJIEHTUTET IPETCTaByBa OTKJIOH O/ UHAUBUYaIU3MOT Ha
3aIaIHUOT (PeMUHU3aM, U I[BPCTO € CBP3aHO CO IPyITHATA
MTOJIUTUKA U PEJTUTHO3HUTE OOBPCKH.

[TocT-HeonaTpujapxanHuTe necHu Ha Cadapsajziex ro
OTCJIMKYBaat OT(PJIaeTO Ha BECTEPHU3AIIN]A K IMITEPH-
jammamot. HejauHaTa TecHa uieHTU(UKAIT]A CO PEJTUTH-
jara craHyBa HaTJIaCEHO jaCHA BO HEJ3UHUTE IO/IOIHEIKHU
nesa. Jlenata mrto T 06jaBH BO TEKOT Ha IOCT-HEOIIAT-
pujapxaToT ce ¢pOKycHpaaT Ha Hej3MHATA JIMYHA [TOTpara
32 TIOBP3yBame U IMpUMagHoCT Bo rpymnaTta. Cadapsazex
TeCHO ce UIeHTU(PHKYBA CO UCIAaMOT U HETOBATa IOBP3a-
HOCT CO MOJIUTUKATa. 32 Pa3yINKa Off HEj3UHUTE IpeT-
XO/IHU JIeJa, OBHE IO/IOI[HEKHHU [TeCHU He IOKaKyBaar
HUKaKBa KOH(POHTAIH]ja CO TaTpHjapXaTHaTa CTPYKTYpa.
HemnpwujaTenor Beke He € ,MalllkaTa HaJpPeIeHOCT TyKy
»3aMaIHUOT nMnepujatudam.” Cadapsazex My ja HOHYAU
Ha ajaTosiax XOMEeWHU CJeHaBa IecHa o] 30upkaTta
Bajait 6a bubap [Cojys co pa3bymeHocTa]:?

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]:2

9
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ITo HOkTa HUKOTAII BAaKBO Oy/I€Ehe HEMAJIO
HOKTa HUKOTAIIl He BH/IeJIa TOJIKY Jiyle 1a 67eat
HeIpHjaTesiy Ha COHOT

Iyino Ha mpaBauHara boxja

TU CH IIPETXO/THUIIA HAa CUTE XEPOU

Xepoj Mefy IPOpOIUTE

Bo 0BOj Bek Ha HUCKYIIIEHNE U AJTYHOCT

BO OBOj BEK Ha CEIIPUCYTHOTO YOUBambe
BeK Ha y6e/yIMBY U3MaMHUIIH

HA TIOAMUTYBAYX U HOKHU [ITHUIU

BO HajTeMHATa HOK HA KUBOTOT

TH CH HCTOKOT KaJIe ¥ JIa CH BO BCceJieHaTa
Y HUIIITO He cTou mmomery Tebe u COHIIETO
a ce IBMKUIII

KaKO YaCOBUTE COHYEBH

co cirobo/1a 1 crIHA

1 6e3 HUKOTO JIa TO IpaIari.3°

Mrwtanu, BO €/JHa aHAJIM3a Ha ITOCT-HEOTIaTPUjapXaTHOTO
neno Ha Cadapaaziex, ja 1aBa oBaa u3jana:

Bo noyoriHeskHaTa noe3uja Ha Cadapsazex, a 0cobeHO
Bo Cojy3 co paszbyJieHOCTa, HEj3SUHUOT IIPETXO/IEH
(pemuHECTHYKY TOH e mToTHCHAT. [IpeTxonHaTa IyTHHA
KOja I1eJI0 BpeMe JieO/1u, JIyTHHA Ha efHa OYHTOBHA YKEHA,
rcue3HyBa. YoBek Beke He ja CIIyIla ’KeHaTa Koja IIpcKa
O/l JIyTWUHA MOPAaAU IOCTABEHUTE IOJIOBU 3abpaHu.
Hej3uunor ¢GeMUHUCTHYKY TOH € IOTOIIEH BO €/1€H BUJ
CPeZleH PO/, aKo He Jlerpajiupaduky, Toram O6apem ja
IIpaBH Jia TO KpHUe IOJIOT 33J1 effHa OecriosioBa dacaza.
Bo oBume mecHU BO KOUW POZJOT HE MOXKE Jla Ce OTKpHE,
ocobeHOCTHTE BO BpCKa co cebHOcTa ce TpaHcdOp-
MUPaHU, U IIBPCTO CE BP3aHU BO PEBOJIYIUOHEPHUOT
COLIMjaJIeH CUCTEM, KaZie He ITOCTOM MeCTO 3a JINYHH, a
ocobeHo He 32 GeMUHHUCTHYKY, Oapama. YoBek Beke He
MOXKe /Ja IMpOoHajJae HUKAaKBa T'PHUXKA BO BPCKA CO

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.3°

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.3'
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cynbuHAaTa Ha JKEHUTE, a ZIa He 300pyBaMe 3a KaKOB U 1a
OMJI0 IPOTECT BO BPCKA CO HEj3MHATA COCTOj6a. 3

Cadap3sajziex crana efiHa xkeHa 6€3 poj1, Koja Hocu ¢eperie
Y KOja ITUIIIyBa BO KOHTEKCT HA wapmoil. Taa ja 3amouna
cBOjaTa KHMKEBHA Kapuepa co Toa IITO I'0 MPEKPIIN
KOJIOT Ha wapmoil. Bo mocr-Heonatpujapxaror, Taa
MTOBTOPHO (DYHKITMOHUPA IIPEKY OBOj KOJI.

O, TU MaYeHUKY

Jpxu Me 3a pane

Co TBoUTE pane

Ceun HU3 pabOTH 3€MHH.
Jp>xu Mu paka,

jac cym moeteca,

CO TIOBPEJIEHO TEJIO,
JIOjIIOB J1a OuzieMe 3a€e/THO,
a Ha JIeH BETeH

3aeZIHO ke BOCKpecHeMe. 3

Bo nocinennara 36upka Ha Cadapsazex, Kako U BO
necHure Ha ETecamu oz maTpujapxasHara epa, jacHO ce
IJie/la HAMEPHOTO ITOETECHHO IUCTAHI[UPAHE O] YUTATe-
JIUTe U CKPUBAKETO Ha CBOjOT poA. HejsauHOTO OBP3Y-
Bambe CO MAJKUTE KAKO JIMYHOCTU UCUYE3HYBA, a UCTOTO €
3aMEeHETO CO OBP3YBambe CO MaXKUTE KaKo rpyma. Jlogexa
ETecamu craBa akIeHT Ha packakyBameTo, Cadap3aziex
BO ITO/IOITHEKHUTE Jiesia ce GOKycHupa Ha MOJTUTUYKUTE U
penuruossnure temu. Bo cruxosure Ha ETecamu, a
0Cco0EHO BO HEj3BUHUTE ITOCIEAHH ITIECHU, YOBEK MOJKE J1a
IIOYYBCTBYBA OTOPUYEHOCT U OTQpJame Ha cBOjaTa
MapTUHAJIHOCT, 0/eKa BO MOJOIHEKHUTE /lesia Ha
Cadapsazex He HU ce OTKPHBa HUKaKBa ropunHa. Taa ja
moBeyBa 6opbata 3a cs1060/1a, MeryToa BO IIOTpara € 1o
HEj3UHUOT KPaj, a BO UCTO BpEME € 3aMOJTYaH Hej3UHUOT
3anagHO-GEMUHUCTHYKY IJ1aC KOj Ce 3aj1ara 3a THAKBOCT
Ha nosioBute. Hej3auHoTO ,jac” e u3rybeHo Bo rpymnara u
BOOIIIIITO HE ITOCTOU.

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.3?

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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IMocnenunara 36upka Ha Cadapsazex ro ogpasysa
HEj3UHOTO MOBHHYBame KOH IOJUTHKA HA IpylaTa u
posioBaTa IOJIMTHKA Ha BPEMETO, 2 HEJ3UHUOT UH/VBU-
JyaJIMCTUYKY 3213 THO-(PEMUHUCTUYKY IJ1aC € 3aMOJTUEH.
On oBa MOKe /1a ce 3aKJy4YH JeKa Taa JOoIlua 0
KOHCTAaTaI{ja 0T €JMHCTBEHUOT HAUKH 32 Hea J1a TBOPU
BO TakBa KpajHO (pyHJAaMEHTAJIUCTUYKA HCIAMCKa
aTMocdepa e IeJI0CHO J]a ce TOBUHU Ha MOJINTHKATa Ha
neHemrHuIata. HejauHuTe MpropuTeTH MOXKEOU Ke ce
CBpTeJie 0/1 IOTpara o 3amaHuoT heMHUHU3aM KOH
IOTpara 1o Hej3sUHUTE BPCKU CO ITOJIUTUKATA, PeJINTHUjaTa
U HEj3UHUTE JIyTe.

Cadap3sazex mpercraByBa eHA HOBA TeHepaluja Ha
JKEHU-aBTOPH KOU T'0 IIOKa)KyBaaT ,,[IPOTHBEHETO KOH
KaKOB H J1a OMJI0 TPUTUCOK. “33 Toa e e/leH TOMHAKOB IJ1ac,
pasJInyeH OJf OHOj O/ HEONATPHjapXaTOT, KOra COICT-
BEHOTO ,jac” Gellle Ha IIEHTPaJIHO MecTo. ITocT-HeomaTpu-
japxaToT T'Ml IPeTCTaByBa IJIACOBUTE HA KEHUTE CO €THO
,IIONHTEH3WBHO YYBCTBO HAa ITOJIUTHUYKA CBECT U €HO
IMOCTPACHO BKJIyYyBam€ BO JTHEBHHUTE HacTaHH.“3* Bo
UPAHCKOTO OIIIITECTBO ce OT¢pJIia 3aMIaTHOTO BJIMjaHUE,
a JIyr'eTo Cce CIUIOTEHH BO IOTparara 1o HOB U EHTUTET —
OIIIIITECTBO KaJIe € ITOroJIEM IPOIIEHT Ha KEHU U MaKH
ce MMCMeHU, ce 0Opa3oBaat Ha (GaKyJITETH U Ce U3JI0KEHU
Ha 3alajiHaTa uAeoJioruja u geMmokparuja. OBaa HOBA
reHepanyja paHKu-11oeTecH ¥ MucaTeJIKu CUMO0IN3Hpa
€JTHO OTIIIITECTBO BO KO€ KEHUTE Ce BO IOTpara 1o HOB
UJIEHTUTET — €JIeH UJIEHTUTET KOj He € 3amafieH 110 JINK
(ntu mpeBes), MeryToa UJIEHTUTET KOj € 3aIajieH 110 Toa
IIITO € BO ITOTPara 1o e;THaKBOCT BO KOHTEKCT Ha COIICTBE-
HUTE COINO-KYJITYPHU U TIOJTUTUIKYU TPAHUIIH.

[IpeBox ox aurvcku jasuk: Beiako Korer

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.”s3 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.”+ 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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