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Individualism and Social Conformity in

the Poetry of Furugh Farrukhzad

This thesis attempts to examine/ the socio-political
and cultural conflicts of Iranian society of the -
1950's and 1960's, as reflected in the poetry of one
of the leading Iranian women poets of the century,
Furugh Farrukhzad. The main focus®of the study is
the dichotomy between tradition and modernity, and
its impact on the 1life of one woman who, in her
restless search for an authentic self, becomes
representative of Iranian women and of the nation as
a whole. The thesis discusses the impact of
modernization in terms of three inter-related levels
"of fragmentation: a fragmented world-view at the
level of thought and literature; a fragmented notion
of femininity at the social and religious level; and
the impact of this fragmentation on the personality
of the_ poet. The final chapter explores the poel's
attempqc. to transcentd the fragmentation to a new level
of self-integration and personal identity. ’

RESUME
Individualisme et Conformité Sociale dans

la Poésie de Furugh Farrukhzad

’

Cette thdse essaie d'examiner les conflits socio-
politiques et culturels dans la société iranienne
pendant les années cinquante et soixante, tels
qu'ils sont réfléchis dans la poésie d'un des plus
grands poetes iraniens du siecle, Furugh Farrukhzad.
Le but principal de 1'étude est la dichotomie entre
la tradition et la modernité, &t son impact sur la
vie d'une femme qui, dans la recherche de son "moi"
authentique, devient la symbole de la femme iranienne
8t de 1la nation dan sa totalité. La thdse aborde 1la
fragmentation de 1'impact de la modernisation divisée
en trois niveaux: une perspective globale fragmentgée
au niveau de 1la pensée et de la littérature: une
notion fragmentée de la feminité ay niveau social et
réligieux; et 1l'impact de cette fragmentation sur 1la
personalité de ce poéte. Le dernier chapitre analyse
la tentative du pogte d'aller au-deld de cette )
fragmentation, pour atteindre un nouveau niveau :
d'auto-intégration et d'identité personnelle.
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INTRODUCTION

e ..
This thesis attempts to examine some of the major
themes in the \poetry of one of the leading Iranian
poets of the twentieth century, namely Furugh Fa::rukhzﬁd.
It also seeks to place her poetry within its socio-
political, religious and cultural conteSct. and to
explore the relationship between her art and her

L

environment.

Furugh Farrukhzad deserves special attention as a
poet, partly because she was one of the foremost women
po;ts of her generation during the 1950's and 1960'5,-
one of the most critical periods of modern Iranian
history. As such_her poetry illustrates some of the
social, cultural and religious tensions and
contradictions that arose in the years immediately
prior to the 'Islamic Revolution' of 1979. —— -

.

One of the most distinguishing features of

Furugh Farrukhzad 's poetry (as well as of the response
it provoked) is that it mirrors the conflict between
tradition and modernity in Muslim society, particularly
.88 it affects intellectual women in Iran.

The pronounced presence of feminine sexuality in her
poetry provoked much controversy amongst critics and
clerics in Iran. - Thus, Furigh Farrukhzad's poetry may
be seen as a testimony to the problems and dilemmas

of Iranian womenat a time of deep cultural and political

crisis.
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o ) Furugh was born in Tehran in 1935 in a middle-class

‘ Iranian family. She left school at an early age and
was married for a brief period at the age of sixteen.
During her short 1life she published four volumes of
poetry which represent a progressive growth of
awartness of herself and of her society. '

e In her first two volumes of poetry, The Captive and
The Wall, Furugh conveyed the despair and

- hopelessness felt by a woman, whose potential for
creative self-expression and personal growth is
severely inhibited by the restrictive conventions of

’ a traditional society. The mood of despair turns

into protest in the poems of The Revolt (also translated

as Rebellion), which challenge the social repression
of women and protest against the human condition.
Religious and social protest are inevitably fused
0 tog@r in Furugh's poetry, since the traditional
male-dominated society in Iran is also religiously
sanctiocned. Finally, in Another Birth, which is
considered to be her best work, Furiigh came to some
kind of understanding of, and reconciliation with,

her self and her situstion in society.

The thesis examines three inter-felated levels of
fragmentation in the Iranian society of the fiftiﬁz
and the sixties. Chapter One examines fragmentation

at the level of thought and literature, with particular
reference to the conflicts and contradictions between
tradition and modernity in Iranian society. An attempt
is also made to trace the development of literature .
as a-.vehicle of soclo-political protest and to examine

¢ the ambivalent attitudes of the intellectuals and
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writers towards the traditional and the modern.

The second chapter deals with the fragmented notion

of femininity in Iranian society, and the contradictory
but co-existing value systems pertaining to women's
role and position in society. The third chapter
proceeds to examine the fragmentation at the individual
level, that is the impact of the various socio-political
tengsions in the. ,life of the poet as expressed in her
poetry, .and a crisis of identity which assumes the

shape of a conflict betweeéen social conformity and

individual freedom and growth.

 Chapter Four exz;mines in some detail selected poems

and verses from Another Birth as well as the volume
of posthumodus poems entitled Let Us Believe in the
These poems show

Beginning of the Cold Season.
Furugh achieving a maturity of poetic style and
technlque, together with a broadening of her interests
to include issues of socialeand political significance.
In her later poems, Furugh attempted to arrive at some
kind of self-integration through her creative writing,
which she perceived as identical with_the rhythm of
birth and regeneration in nature.

It is clear from Furigh's biographical details-.that
her .own 'rebirth' was multi-dimensional, exposing her
to many new activities and people. After the )
qulication of The Revolt, Furugh worked for the -
weekly journal Firdaws], and also had the opportunity
to go for extended -isits to Germany and Italy.
Thereafter‘, she became involved in the cinema and

theatre, as further outlets for her creative talents.
: /

”
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Tbrahim Gulistan, a well-known film director and short- -
story writer, is known to have encouraged Furugh to
persevere in all éspects of her creative work.

Furiigh and Ibrahim bécame close friends and the
dedication of Another Birth to hin is a measure of his
inspir&tion:tl impact on her life ‘and poetry.

In 1959, Furugh visited England briefly to study film-
making. In 1963, a film which she had produced
entitled 'The House is Black' concerning a leper colony
in Tabriz, won the best documentary film award at the
Uberhausen Festival in Germany. Whilst making this
film, she is also reported to have adopted a boy fronm
the leper colony. Furugh herself featured in two short
films made of her life, one for the UNESCO and another
by the Italian film director Bernardo Bertolucci.

It wvas in February 1967 when Furugh was at the prime
of her 1life and career, working on translations and )
theatrical productions, that she died in a car crash
at the age of thirty-two. ‘

V

Furugh's poetry as a whole symbolizes & restless search
for authenticity and integrity, a search in which she
herself becomesasymbol of a whole natlon in search of
an identity. On a broader level, her poetry assumes

a universal significance in that it represents a woman's
desperate search for existential 'space' in a male-~
dominated world - space to live her 1ife in freedom
and dignify, and space for self-expression, creativity
and persorﬁl growth often denied to women. This thesis
is a study of one woman's struggle to claim this space
for herself through the medium of poetry.

viii

I B P . B N . * d
! ) o AR AN *



CHAPIZR ORE

MODERINITY AS A FUNDAMENTAL 3REACH

& % -

The total institutional, organizational and structural
changes which the Iranian society underwent during the
course of the late nineteenth and early tuentieth
centuries may be considered to be an external exvnression
of what Daryysh Shayegan calls a "fundamental

epistemological breach."1

Islam as a whole had suffered a fundamental
epistemological breach in the course of the all
pervasive: Yesternizing influence whech resulted fron
an exposure to, and an inevitable acceptance of,
ANestern sobio-political thought and technology.
Contgmporary Jestern-thought is characterized by its
attempts o be "objective" and '"scientifice", which

is furthei

knowledge - the notion that knowledzs is not givsan as
such, not religiously ordained as such, but has to

be sought and acquired. Shayegan maintains that in

the 'lest, this breesk was made around the sixteenth _
century with Descartes who asserted "I think

therefore I am" - thus basing the very proof of his

own existence on his own individual thought. ~.

based on the principle of acquired

In Islam, as in other religious traditions, knowledge
ié-given from above in the forn of revelation and
inspiration. Furthermore, in ShI®3 Islam, the Inam

4
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is the unquestioned and ultimate awythority on all
knowledge, and obedience to the rule of the Imaa in
all matters, is therefore a prime obligatifon in-the
shI®I faith.

In the absence of the Imam in Isna®ashir3 or

Twe lver Shicisgé wvhich has been the predominant

forrm of Shi®ism in Iran since the establishment of
the Safavid dynasty in the sixteenth century, the
function of interpreting the law (ijtihad) devolved
upon the next in the hierarchy of knowledge after the
Imam, namely, the/culamﬁ', the learned men of
religious law. By virtue of their authority as
interpreters of religious law, the _ulama' further
became the key to right conduct. The main source of

emulation (marja®-i taqlld) was usually the grand

mujtahid of the age uho combined in his person a

mixture of erudition, justice and piety.

After the fall of the Safavid dynasty in 1722,
Shi®ism witnessed the rise of the AkhbarI-Usi1ll
conflict. The Akhbaris declared the sufficiency of
sacred texts in the interpretation of religious law, -
whereas the Usulis maintained the need for nujtahids
with the powver of excercising independent judgement
in matters of religious law. The triumph of the
UsilI school enabled the marja®-i taglid to exert
significant social and political power, since

obedience to the Culama' meant an indirect obedience
2

to the commands of the Iman.

For Iran and for Islam as a whole, it was difficult
to appropriate the epistemological framework on which

o



Ylestern teehnology and social thought are based,
because the majority of the population firmly held
to the traditional notion of a divinely-ordained
social order. On the other hand, modernization, in
the sense of Western patterns of thought and social
l;fe. is based on individual effort and initiative
in the first place and not on an a priori, divinely-
dictated decree. It is this dichotonmy that perhaps
explains why modernization assumed an authoritarian

form under the Pahlavi dictatorship and subsequently

failed. .

The fundamental breach inqvitably expressed itself in
the thought and literature of the period, and this
may be considered to be an expression of the breach
at a deeper, psychological level. Iranian literature
underwent a profound breach in style and content and
portrayed this breach in terms of its effect on.the
“day-to-day lives of human beings. “The feeling of
alienation and paralysis of the Iranian intellectuals
of the 1950s and the 1960s may be considered to be

symtomatic of this breach.

The Breach in Poetry )

.

Poetry has always occupied’an unusual and a special
place in Iranian culture. Besides religion, poetry
is one of the major elements which bind the present
“day Iranian to his or her cultural past.
2

Thé‘peF%od from about the eleventh to the fifteenth
centuries saw the emergence of a pational Iranian
literature in the Persian language. ~Svme of the
greatest poetry of Iran and %f Islamic civilization
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was produced in this period by poets such as Khayyan,
®Attar, Rim3, Yafiz and JEmI. Most of this poetry is-
ch;;acterized gy a.mystical vision of the posets
expressed in language and style that was highly
innovative, imaginative and lyrical. ©from about the
beginning of the sixteenth century, however, Persian
literature was marked by a period of dec%ine which -
lasted for about three centuries, The poetry of

this period was characterized by excessive use of )
ornamentation and rhetorical devices. Peter Chelkowski
attributes this static condition of poetry to "the
creative coﬁéept of Islam" which, according to him,

is governed by a homeostatic priciple, that is, an
appreciation of a perfect paradigm of the past and

the accompanying. refusal to innovate.3 M.A. Jazayerey
claims that "long before 1800, poetry had become sé;
enshrined in traditior® that change was for all )

practical purposes out of question.“A

In the early nineteenth century, Iran became involved
in Buropean power politics and; together with that
involvement, came "the initiation of an era of
modernization, the major feature of which waé'an

increasing assimilation - real or fancied;, deep or
superficial, voluntary or forced - of Zuronean, and
5 .3

later American modes of life and values." .
Concomittant with infkyences~of modernization were ‘
developments in modern Persian literature. Its
inception and appearance coincided with increasing
imperialist designs of Russia and 3ritain on Iran
and~the intensity of competition between the tuo
powers for spheres of influence. It also coincided -
with the opposition of the Iranian people to Iran's
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autocratic_monarchy and its éollaboration with foreign
powers, and their desire to free themselves from these
_pppPeseive forces as well as from the social backwardness

of the country.

The need to reactivate poetry with a power of resistance
was expressed in the following criticism of traditional-~
poetry by Mirza Aga Khan Qirmani (1853-1896):

We must see what fruit the plant which our
poets have planted in the garden of poesy
has borne, and what result it has produced;
where they have exaggerated, the result has
been to implant lies in man's simple nature;
where they have eulogized and flattered,
the effect has been the encouragement of
vazirs- and kings to various kinds of deprdvity
- ~and vilification; where they sing of mysticism

and Sufism, no fruit has been produced other

v * than laziness and animalr torpor, and the
engendering of beggars, wandering dervishes,
and shameless reprobates; where they have'
concocted lyrics about roges and nightingales,
the product has only been the deterioration .

~
. of the morals of the young;é
/ Modern Persian literature can be roughly divided into
four periods conforming with socio-political ‘
. p developments-and the political consciousness of the
4 people:’ )
’ a) the pre-revolutionary period (1890-1905); L
© b) the period of the Constitqtiona} ﬁeyolutioh to
the ascension of Reza Shah (1905-1921); .
c) the period of Reza Shah's dictatorship (1921-1941);
a) the period of Mohammed Reza Shah (1941-1979).
- \ 6
¢
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The iiterature of the Constitutional period coincidesf\\ g
with the awvareness of the ldea of freedom in the
European sense of a statutory government and a social
order based on equality.8 The content of the
constitutional boétry. moreover, "leaves the court
and moves to the street and bazaar; it is full of

'blood and thunder, the heat of life and ideals; it is

poetry which is life."9

.Zhsan Yar-Shater destribes the changing content of .
‘modern Persian poetry in this period as follows:

°

Touyard the turn-of the century, the

movement for social and pnolitical ¥

construction gained momentum. In time -
this led to. the Constitutional Revolution T

‘of 1906, and the establishment of =a ‘

N\ parliamentary regime. Erosion of the .-
solid.walls oft autoaratic rule betokened ' ’
the decay of the centuries-old -foundations
of classical poetry.” Traditional poetry
‘yas supported and’ encourazed primarily by .
the court and arlstocracy. Its language,
therefore, had developed into a courtly’

» idiom in which there was no room for
colloquialism, much less slang. ‘ith the
success of the Constitutional Revolution,
poetry both adjusted to and encouraged a
newy phenomenon: the emergence of the common “

. man as a significant political force. The
audience of the poet was chanzing character;
it was no longer merely the elite of society,
but a larger segment steadily expanding with
the spread of literacy and politlcal .
avareness. 10

\ ' . N - 1 e o

Y

Another major factor that brought about a revolution

in style and cdntent of Persian poetry and Persian

" literature more generally was the wide number of
translations from Eurobeanlliterature as attested to by

o

Mansour Shaki:
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Apart from the tradition set up on the
literary legacy ©°of Qa'em Maqam .of Farahan,

N & the Persian stylistic revolution is rooted
directly in the translations of Zuropean
literature. Various European classical,
romantic and realistic works rendered into
Persian caught the Iranian public by surprise.

11
ShafI®l Xadkan] maihtains that "the poetry of the
Constitutional period changed the content and emotional
range of Persian poetry to such an extent that in a
sense all its connection with the past was cut off."

_He identifies some-themes which he ¢laims entered Persian

12

" poetry for 'the first time as imports from the VWest:

-~ ‘ ' .
& ‘ .
1) "homeland" (vatan)
vatan

2) freedom and law ,
3) new culture and modern education
4,) praise of modern science : R
5). the questiof of women and sexual equality
6). crititism of traditional morals
7)' campaizn against religious superstition (and

sometimes against religion itself)

v

The Constitutional ‘period witnessed hany\"waves" in
poetry, which corresgonded to vafiops attitudes within
the society at large towards the problem of tradition
and modernity as a whole. Many poets conserved the’
old forms of poetry despite having new content;
aitetnatively, the traditional content wss exp}essei

in new forms. A . - ,

- The break in terms of the form of modern Persian poetny}\_

however, was not total, in the sense that it did not
arrive at complete change until the 194,08 - once more
due to social and political factors. The period of
Reza Shah's governhent was not conducive to literary
creativity because of its heav& censorship and

-
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socio-political order could be considered passive.-

autocratic style of governnent.' Kadxani distinguiéhes
two groups of poets during this period - those who had
nothing to do with politics and those who wanted to

14 In termsof

preserve their contacts with polities.
poetic technique, supporters of reform as well as- {

tradition could be found within both groups. ) 3

- »~

One interesting aspeét of Persian poetry is that it , 1
has -tended to offer itself as a ‘'space', a mechanism '
of -retreat from the over-socializéd self: his space
has been‘uséd through histqry in an acticefgs vell as
a passive sense. -On the one hand, poetry provided a
space where individuality could :be asserted by means
of various symbolic techniques and the social erder
15 0On the other hand, . =~ = -
court poetry and'poetry which was oblivious‘to the ‘

could be $ymbolically réversed.

These two dimensions of retreat into poetry - in order ’
to assert oneself against the existing order and in '

order to affirm the existing order by flattery and

eulogy or tacitly by observing indifference - are

explained by M. Azarn in te}mé of the "poetry of

resistance and the poétry of submission."16 Yar-Shater
identifies the two waves as "conmitted and non- '

committed poetry."!17

After the fall of Reza Sha@'s dictatorship in 1941,.

Iran experienced the birth of a new political and
literary era. Many independent political parties

came into being, including Socialidt and Marxist parties,’
and their views found-way into artistic expression.

The final break with formal poetic conventions was

also made during this period, and it came fronm

b . -




NIma Yushlj considered by many as the founder of modern

- Persian poetry. The break was all-embrac¢ing in terms

of language, imagery, rhythm, ﬁrosody and other
technigues of poetry. Vima is said to have bken
inspired by Western poets, particularly "the French

Romanticists. . . .

3 . ‘;1
Following the C.I.A. engineered coup d'etat of 1953,.

Kadkanl claims that the poetry concerned with social
questions, that is to say the "poetiry of resistance”

L ox "commiﬁted poetry" won the day. Hotever, there were

some non-politlcal poets who were con51dered 1mportant
and sionlflcant in their own way. A good exaﬂple is
Suhrab-i SapihrI who "rasconsidered to be a "neo-Sufi."

Two moods tended to dominate the poetry of the day -
"the hopé}ul" and "the desperéte".zo During the reign
of terror by the Savak, the secret|police of

Mohammed Reza Shah, the desperate mogd seems to have
prevailed, ai least until the end of the 1960s, as
described by KﬁFkan{ in the following words:

’
-

. o . the(social branch of poetry laid aside
its blood and thunder because of the censor.
Poets took refuze in the images of solitude,
the winehouse, the thoughts of death, the
twilight of opium and imagination. Praise
of death, a8 silent and terrified revolt
against "!light' - 'Polar Night' - coursed

- through the veins of Persian poetry. . .
The poems written during those years speak
of 'dread', 'winter', 'wall'.2l . -

Due to the heavy censorship, poedry inclined towards

a kind of social symbolism.22 The desperate mood

involved giving vent to protest and apger born of~

"frustrated hopes and ideological defeats. The social

»
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symbolism of ‘the poetry of the sixties was to some
extent an allegorical form of social commitment.

To this group of poets belonged Furigh Farrukhzad,
whose poetry is characterized by the eipression of a
personal nature of feminine sexuality by a female
poet, singnifying thereby an important element of the
breach in the traditiondl content of Persian poetry.
For Furugh, as well as for other Iranian women poets
before he}, poetry offered a space for rTesistance
against patrigrchal social norms and for individual

_assertion. This perhaps explains what Farzaneh Milani

considers tb be a strong presence of women in the

poetic ﬁradition-.23

a -

Ahmad Karimi-Hakkak describes the changes that swept
through Persian poetry in the 1940s to 1960s as follows:

Modern Persian poetry differs in numerous .
and profound ways from the classical canon.
In modern poetry, for example, the serene,
leisurely quality of classiical literature
is conspicuously absent. Nature, for
instance, is represented in ‘many of the poems
in this anthology by a leafless grove, a
tempestuous sky, or a roaring river, rather .
"than a garden where fauna and flora eternally
abide, and where nightingales forever sing
‘songs of love to hopelessly unyielding
flowers. A tulip is associated not with a

~ cup of ruby wine, but with the red blood of

a martyr; and the moon, in its peaceful

, swamlike glide across the sky, is likelier
- to symbolize the ‘utter indifference of a

godless nature to human suffering than the
the crystal bowl in which the lover can
behold the semblance of his divine beloved.
_Above all, the urban .landscape is no longer:
congsidered the province of prose alone. Its
animality, corruption, and violence are
recurrent themes of modern poetry. 24

He goes on to étate further:

~

J <
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We can dwell indefinitely on the _
differences between the modern and the
classical without exhausting the
subject, but perhaps the most marked ;o
characteristic of the modern Persian -
poet is his awareness of the changes that
have occurred. He often reflects in
his poetry a primordial seénse of wonder
at the discovery of a vast new fjield

Jiw which he can tend, till, or even
trample. He finds himself faced with
a new awareness of life and reality,
problems and possibilities. Where
his forefathers felt themselves slaves-
to - or custodians of, - time-worn, -
hoary convention, he feels himself a
lawgiver. 25

It is q}ear that the breach in poetry corresponded
to the fundanental epistemological breach. The space
which poetry stood for was traditionally provided for.
However, the function that this space appropriated was
radically different and the content which filled the
space was altered too. Traditionally, individuhl
{ assertion was permitted in poetry because the space it
provided was a sanctuary for introspection and°
contemplation, but now the sanctuary was desacralized.
It exposed a profound disenchantmént with traditional
political and éeligious'valaes and poetry became a
vehicle for the search of a new kind of identity.
It is thus that, according to Ahmad Shamlu, one of the
leading Iranian poets of the century, poetry became a
national_weapon26 against the Pahlavi regime and the
Shi€y clergy.27

fad

According to Yar-Shater, the multi-dimensional, cross-
cultural currents of about half a century have producéd
the modern literary idiom. Fifty years, howsver, is

a very ghort time in the life~history of an ancient

LI
o,
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culture. Yar-Shater gives a general outline of the
elements which went into the creation of the modern
literary idiom.

To build up a new, familiar poetic
language takes time and talent. Its
taste and direction depend largely on
the prevailling mood of the time, the
sentiments of various poetic groups,
and the idiosyncracies of dominant
poets. Deep social and technological
changes wrought in Persian society —
since the turn of the century,
nostalgic memories of a glorious period
in Persian history, the residue of the
high hopes for a just social system
raised by the Constitutional
Revolution, the political upheavals
ushéred in ‘by the Allied occupation
of Iran in 1941, greater contact with
the West, strong but often frustrated
patriotic sentiments, the spread of
radical views and a fresh yearning
for social and political re-
structuring, clashes of conservative '
and leftist opinions, the subsequent

polarization of political vieus, the

growing conflict betuveen Persian.

nationalistic and religious allegiance,

a conflict of a different nature

between Persian nationalism and inter-

national Communism, and,finally, the

utter defeat of the radical Left -

all these constituted the climate of

the 19408 and early 1950s, out of

which the idiom of modern Persian

poetry evolved, 28 ' ,

e

The Alienated !fiter ]

During the period of the Pahlavi dynasty, because of
_the heavy censorship of the press and the media, the
intellectuals turned to literary expression &s an
indirect means of criticising the government

12



and society. Literature provided room for a great

" deal of subtlety and ambiguity, through which committed

intellectuals could articulate their individual
protest. Imaginative literature became a substitute
for dangerous and ineffective overt political activity.
V.3.Klyashtorina calls this form of literary expression
"ideological amesthetic.">0

The FPirst fongress of Iranian Writers at the University’
of Tehran in 1946 marked the first statement of self-
consciousness and purpose by modernist Iranian writers
as a professional group committed to an anti-monarchist
Bociabmovement.31 3y the late 1950s, many modernist
writers had formally united in the Organization of -
Writers of Iran to combat the censorship of the R\plav1
regime and flght for freedon of thought, expression
and the press.32 Modernist writers seemed to be among
the identifiable groups at the fdre of the opposition
to the Pahlavi regime upto 1973.

In terms of social content, Michael Hillman identifies
s8ix pertinent themes in the literature of this period:

(=4

1) opposition to the Pahlavi government;

2) rejection of aspects of ShI€I institutions and

~ practices;

3) concern with alleged economic anq social back-
vardness in Iran: "’ _

4) criticism of Westernization and depiction of tensions
.arising from confrontation with the West;

5) expression of a sense of culture-specific alienation
or loss of Iranian roots; ’

6) communication of a strong sense of cultural
na'tionalism.34

/ , ) ‘ \\\ 13
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In trying to come to terms with the contemporary
situation, some writers blamed Arabs for Iran's
predicament. They\regarded Islam as an imposition ;
from an alien force, which had weakened Iranian
culture and had therefore renflered it susceptible to
the 'lest. A restoration of pure, pre-Islanic Iranian
heritage was called for by some of the writers.

The PatHlavi regime was identified with YWestern
imperialism. The dynasty had claimed to espouse the
cause of reform and the idesals of the Constitutionél
Revolution. Although the avowed purpose of the regime
was to adopt a program to modernize Iran in order to
be able to give it international stature, the dctual
measures carried out by the Pahlavis fell far short
of sgﬁi?fying,the aspirations that contact with the

prosperous West had arocused. The educated intellectual

middle class was disillusiomed to see only a limited
prospect of success for its high aspirations. The
Pahlavi regime with its terror and clampdown on any

form of opposition, engendered amongst the intellectuals

a mood of demoralization and desperation.

Thus, the writers, that is to @ay the intellectuals

as a whole, were seized with a dilemma. According

to them, both Islam and the royalist tradition were
responsible for the continued social and political -
ills of Iran. They could neither totally negate
tradition as that would amount to negating all factors
of self-identity, nor could they affirm tradition
totally. Similarly, they could neither totally affirms
nor reject modernity. It seems that this dilemma was

14



an outcome of the dual love-hate relation with both
tradition and modernity. Different writers -looked
for different elements in the tradition with which
to identify.35 Some tried to seperate the elements
of Iranianwmess from Islam, others considered Islan

a part of the Iranian identity, and yet others
wavered between socialism and Islam. It is thus
that some writers and poets, including Farrukhzad,
strongly felt that they belonged to a "lost
generation" - lost because in their commonly shared
love of the country and the land, they could not
dispense with the tradition completely, for in doing
so they would be unable to address the majority still
strongly tied to tradition. And despite their
opposition to the Pahlavi regime, they shared some

"modernist" Pahlavi aspirations too. <

Some of the values and attitudes which many writers
shared amongst themselves as well as with the Pahlavi
government were an ideology of material prOgréss,
nodernization (though without becoming Western),

the significance of pre-Islamic Iranian culture, equal
rights for women, and a reduction in the fﬁfluence of
the clergy and certain Islamic practices. Although

the writers waged a verbal war against "weststruckness,"
they themselves were very 'Jestern-oriented in.terms of |
their forms of art and their own self-image. Many had
been educated in the West, spoke Zuropean languages

and had translated Wgsteen literature into Persian.
/

36

o
The "lost generation" had interﬁﬁlized the fundanental
breach.~ Many of the writers were brought up in
traditionial families or in a traditional environment,
and. were at the same time the group most exposed to



lestern thought. The lost geheration thus suffered
from what may be called double alienation. The writers
could not reach the ma jority of the masses who were
illiterate and traditional. The literate writers wrote
in a modern medium, whereas the potential mass audiencse
was familiar with traditional forms. The modernist

poets felt that traditional poetry contained a mystical
morality which had sedative and poisonous effects.37
Despite the use of colloquialisms, they failed to
reach the masses at large thus becoming cynical and
pessi'mist.ic\. Although the course the Islamic Revolution
took under Ayatullah KuwuhaynI may testify to the
failure of the writers as a political group, that should
not overshadow the importance of the social nessaze of
the writers. A-Karimi Hakkak comments on the alienation

of the poets from the masses:

The image of contemporary society reveals no
less glaring a contrast betuyeen the attitude
of the poet in classical and in modern
’ Persian poetry. The c£lassical poet, however
condescending he might appear towvard the
> society at large, is always in the congenial
company of a few kindred spirits; the modern
poet, unable to ignore his ties with the
masses, often views himself as the prophet
of doon. In such poems as Shanlu's "Tablet,"
Akhavan's "Inscription," or Kho'i's "Limbo," we
come face to face with a Ycrowd" hopelessly
incapable of comprehending the poet-prophet's
- ~hunane nessage, or a "bunch" literally and
metaphorici1lly bound to an absurd situation
by an” absurd chain, or a "mob" eternally
incapable of being either good or evil.
Amid such chaos and inaction, lovers and heroes
can no longer distinguish themselves by their
supreme physical features, but by daring deeds
that are often in diametrical opposition to the
actions of their classical counterparts. 38

t
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The alienation of the writers of the fifties and sixties
is characterized by their lack of unity and their
inability to assért a new socio-cultural value systen.
Millward identifies gharbzadegan and sunnatpara_stan

as two ends of a spectrum of responses from Iranian

thinkers:

In the face of the onslaught of diverse
- and often unfamiliar forces a wide range of

responses and reactions may be noted. At
one end of the spectrum there are those -
the so~-called gharbzadegan - who maintain ,
that if Iran is going to take over any of
the fundamental structures of Western
society, it should go all the way and adopt

“ its value system as well. At the other
pole Bhre the sunnatparagtan - the more
conservative and reactionary elements of
the society who say that whatever is foreign ¢
is bad and should be resisted implacably.
Somevwhere between these twa extremes comes a
typical moderate Iranian réaction which
tends to accept the inevitability of the
acquisition of new forms and structures,

™ new techniques and systems, but to this
acceptance a significant rider is added:
"We will borrow the external forms, but
we will keep-.our own values, our own
heritage and traditions and infuse the '
new external structure with our own uniqU%‘I' 5

character and identity." 39

It is the niddle of the spectrum which typifies the
epistemological breach and the "double illusion".
The sunnatparastan also fell into the same trap since
modernizing influences /are to a great extent inevitabley
but the gharbzadegan were never accepted. Those who
could be a‘ssertive were in the middle of the spectrusm,
but in their assertion they tended to be vague and
got caught in their own contradictions, for example,
Jalal Al-i Al‘umad\, the leading intellectual of the
s8ixties, was himself conscious of fragmentation as a
characteristic of his society.l’o He was conscious .of

i ' "oy 17



the inability of the intellectuals to arrive at a
coherent view and a consertsus, both as indivi,du’als
and as a group. During his own lifetime, k1-1i Ahmad
identified with different leftist political grou;;s —
until he finally accepted Islam as part of the
Iranian national identity. He recommended reform
in dslam, but he was unable to give any specifié or
'éoncrete recommendations. N
Alienation led to restlessness and no matter how vazue and
ineffective the outcome of the search, a search it

was. Some writers turned to Islam and recommended

reform, others turned to socialist and Marxist Jdeas,

and yet others rejected both. In the seventies,

Marxist and Islanic attitudes were combined and
crystallized in an ideologized form of Islam by

thinkers such as °A171 Shaxji'cati. Daryush Shayegan
prefers to call SharIatI's version of Islam "a double

41 According to him, thinkers like Sharicatil
who claimed to understand both Islam and the West,

illusion'".

in effect understood neither one nor the other. Such
fragmentation in thought is very aptly described by
Shayegan's reference to T.S.Eliot's metaphor of imagé‘s\

in a broken mirror.

Furuzi's Poetry - a Mirror of Fragmentation . v
The various levels of fragmentation and disintegration -
on the individual, social and political levels - are well
represented in the poetrv of Furugh Farrukhzad, : c T
‘ particularly in her later poetry. V'hereas in her earlier
_poeans, Furﬁgh expresses the personal dilénna of a

woman torn between the confliclting norms of tradition

and modernity, in her later poetry, her individual

A
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concerns merge with the wider issues and prohlems of

gociety. It is interesting to note that in the
following poem, Furigh uses the‘me‘taphor of 'images
in an inver’ced mirror to express the fragmented mood

© of the age: \
EARTHLY VERSZES

. Then : ' . *+ . '\A)
- the sun grew cold .
.and blessing fled the earth .

Grasses dried in the fields

fish dried in the seas .

and the earth no longer took unto itself ,
the dead . .

Right was continually rising and surging
in 211 the pallid windows
. like- an uncertain notion
and the roads lost their continuance
‘ in darkness

i
)

o one thought of love anymore

No one thought bf triumph anymore
No one

thought of anythlng anymore

In the caverns of loneliness s

futility was born - ..

The blood smelled of bhang and bpium v . \
Pregnant women .

gave birth to headless' babes

and the cradles in shame

took refuge in the graves

What dark and bitter days!

Bread had conquered . A

the wondrous power of prophecy

Tha hungry, destitute prophets ,

fled from the sites of divine tryst

and the lost lambs no longer heéard i A
the sound of the shepherd's "Hey, hey

in the bewilderment of the fields

¢ - .
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' People,

°
H

It seemed in the eyes of nirrors

that images, colors, and aotions-

were reflected upside down,

and '‘above_ the heads of lowborn clowns

and harlo\b' shameless faces

a sacred glowing halo burned

like a parasol aflamne ,
The swanps of alcohol e

with their acrid poison fumes

sucked the intelligensia's motionless mass
down into their dep&hs.

and pernﬁcious mice in the old cupboards'
gnawved on the gllded pages T

of books

The 'sun was dead .
The sun was dead, and tomorrow A& -
held a lost and muted meaning

in the eyes of every ild

In composition books ey traced
the strangeness of this old word
with a large black blot

t?e fallen band of" people.
disheartened, heaten and dumb,
bore from exale to exile . T
the unblest burden of their bodies,
while in their hands there swelled

" the painful- lust for crime

Sometimes a spark, a trifling spark,
would shatter suddenly from within’
this wgilent, soulless league

Men, rushing upon one another, )
would rend each other's throats .
with Xknives

and sleep with pre-pubescent girls
in beds of blood ,

)
\ 4

They had drowned in their own fearfulness, -

and the dreaded sense of having sinned
had paralyzed -

.their blind and senseless souls

-

Alvays,in rites of execution.

when the gallows rope would squeeze fron the®sockets

a condemned man's convulsing eyes,

. they would retreat into themselves
and their o0ld- and tired nerves would tuinge

with some voluptuous -inage

\

&
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But along the edges of the squares

you would ‘always see these little criminals
~atanding and staring -

and staring -
at the steady flow of the fountains

* . *

Perhaps still . .

behind those crushed eyes, in thelr‘frozen depths,

something half-living and confused ;

remained

which in the struggle of 1ts last dying breath

vanted to believe in ‘the purity of the water's song-
. et

Perlkaps, but what infinite e-qptiness!

The sun was dead,

and no one knew

that the name of the-grief- strlcxen dove

that had ‘flown fronm the hearts, was "faith"

v

* *

Ah, voice of the prisoner, .
will the p»laint of your despair

never burrowv a way to light

through any of this despised nioht’ .
Ah, voice of the prisoner 42

0, final vaice of all . . .

‘In this. poer, Farrukhzad assuzes a prophetic voice*and

uses apocalyptic inagery to paint a picture of moral

" and social disintegration. The inverted order of the

universe is conveyed by means of inverting the metaphors
in the seventh verse, which refers to the phenomenon

of the double illusion:

’ ' s

It seemed in the eyes of mirrors § ,
.. 'that images, colors and motidns

o were reflected upside down

The imdage in tﬁg mirror is not. the reality - itie-Just a
mirage - this being one level of illusion' tne other
level of illusion arises when the image- itself, which .



is a shadow of the real thing, is further reflected
upside doun. K .

Through the inversion of the metéphor the natural order
is shattered, and-the universe. of the poém is in
upheaval. This fragmentation and collapse of the
natural order may be considered to be a symbol g
representing the impact of Jesternization, the impact
of the fundamental breach: )

s

and the earth no longer took unto itself
the dead - ’

and the cradles in shanmne
took refuge in the graves

I.J

The most important and recurrent inverted meta'pkho; in
the poem is that of the death of the sun. The eternal
source of life and hope - the sun, a synmbol of the

‘the divine in the poetry of RumI - has died.*> The
.sun is a recurrént metaphor in her volume of poems
Another Birth, ifs absence signifying night and death,
and its presence signifying day and 1ife. *Three other
poens in the same volume are entitled, 'The ‘Sun Shines, !
'In an Zternity of a Setting Sun,' and 'l Will Creet
the Sun Again.' The poem, 'In an Zternity of A Setting
Sun' may.be compared to 'Zarthly Verses,' in terms of
its pessimistic tone and nihilistic connotations. In
'Tarthly Verses,' Furugh evokes & gloomy and despairing
landscave full of death, decay and darkness, anarchy, . .

" ‘blood and violence.

The eternal night of the poem is characterized by the
"loss of roads in darkness", the inability to see any
solution in the absence of light. And this leads to.
a paralysis of thought, which is the dilemma of the
intellectual - "no one thought of anything anymore."

I v



The verses on violence and terror are proﬁahly-a

The inactive intellectuals, full of empty talk and
no action, have drowned in decaying stagnation -
"swamps of 'alcohol" "~ and books are nothing more
than food for miée. If thought is gripped by
paralysis and is in ay state of decay and inertia,
religion fares no better. The prophets are driven

‘out and the need for the "indispen,sab‘le‘ morsel'f has

overccme the ideals of religion: . .

Bread had conquered ~
the wondrous power of propheey . . .’

and above the heads of lowborn clowns
and harlots'! shameless faces’ ’ PN
a sacred glowing halo burred . . .

reference to the gencral perversion of society and mnay
also be considered to refer to the terror and violence
of the Savak, especially if the last but one verse is

i

takXen into consideration:

s

Perhaps, but what infinite emptiness.

The ' sun was dead, . . N . .
and no one knew

that the name of the grief- -stricken dove

that had flown from the hearts, was "faith"

The dove or pigeon is universally :-a symbol of freedon.
In. the absence of the sun, the grief-stricken freedom
"faith" - meaning conviction or belief - has flown;

in other words, the freedom to have any kind of
conviction or belief no longer exists, an obvious .
referonce to the heavy censoms‘lip and incarceratlon '

t

’

of writers. In the climate’ of despair and h&pelessness

that pervades the poem, no one has faith in anything

, anymore; human beings ldck faith in R\ch other and

14
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are full of mistrust, they "rush upon one another"

(and "rend each other's throats."

i
-
-

Jamgs Bill gives a good instance of the intelligentsia's
mistrust of each other in his account of the informal

~

.nature of politics in Iran: ) .

In 1961, for examnle, eight middle-class
Iranian friends and scholars met and
- formed a 'dawrah to discuss sociopolitical
issues. They agreed upon cexrtain areas
of concern and mimeographed a confidential
one-page statement presenting their mutual -
opposition to corruption, injustice, and )
oppression. Zach member took a copy and
the rest were locked away. Five months
later, ‘the Chief of the Secret Police
called in one of the men and confronted
him with a copv of the statement. It was
one of the original eight copies. The

~+ dayrah broke up immediately. 44

That the intellectuils distrusted the Pahlavi regine
is apparent from the strength and conviction with
which the Savak was accused with the deaths of -

'Samad Bihrangi, X1l-i Ahnad and sharI®at. Brad Hanson

interprets this as an 1nd1cat10n of the rampant
pessimism, cynicism, doubt and anti-Pahlavi feelings

on the part of many among the Iranian intelligentsia.45

Zarlier on in the poem, Furugh expresses concern
about the impact of this decaying."and hopeless
environment on the next generation. There was no
longer the prospect of a future, for the children know
neither day nor 1light, but only the darkness:

The sun was dead,

The: sun was dead, and tomorrow
) held a lost and muted meaning
cr in the eyes of every child.

-
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The younger generation knows the sun only as a "black
blot": . ‘

In the conposition books they traced
the strangeness of this old word
with a large black blot

The idea of the sun has undergone a total mutation in
the minds of the younger generation. The "black blot"
is not just a double illusion but an “infinite illusion.

. The only flicker of hope in the poem is represented
° by another life-giving symbol before it i@;@nuffed

out by the verse following it. In the absence of the
ability to see, the sound of the "water's songﬂ x
provides a glimmer of hope. However, the ability to
believe even- in the "purity of water's song" does not
exist. Perhaps there is also an element of hope in
the final verse of the poen, where Furugh invokes the
"voice of the prisoner", that }s tRe voice of protest
and the voice desiring freedom. )

Another one of Furtugh's poerms, 'lly Heart Grieves for
the Garden' can be compared to 'Barthl& Verses' in
terms of the portrayal of decadence, corruption and
devastation, though it lacks the cataclysmic impact
of 'Earthly Verses': .

MY YZAHRT GRIZVES FOR THE GARDEYN

. - No one is thinking of the flowers
. No one is thinking of the fish
| No one wants to believe
f that the garden is dying
. that the heart of the garden has swollen under the sun
c that the mind of the garden is slowly, s8lowly
draining of green memories -
and the garden's feeling
is some abstract thing
gpatting ,in the solitude of the garden.
Y 4
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The garden of our house is alone

The garden of our house

yawns in expectation

of rain from an unknown cloud

The pond of our house is empty -

The small, inexperienced stars

fall from the heights. of trees to the earth

And through the pale windows of the fishes' abode
the sound of coughing comes at night

The garden of our house is alone.

»* #*
5 . .

Father says:

"It's past my time

Jt's past my time

I've carried nmy load

and done my job"

Ang in his room, from dawn to dusk,
reads-e'ither the Shah-nameh

T Nasekh al-Tawarikh
Father says to mother:
"Cursed be all the fish and birds!

“hen I'm dead
what difference will it nake

~whether or not there is a gzarden?

My pension is enough for me."

#* »*

Mother - her whole 1life

is a prayer rug spread

on the: threshold of the fesdar-of hell

Always at the bottom oft things

she seeks 'the trace of some transgression

and thinks the garden has been defiled -
by the heresy of sin

Mother is a natural sinner

She prays all day o

and blesses the flowers

and blesses the fish

and blesses herself -
Mother is awaiting a second coming

and the grace that will come down. -,

* *
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*My ‘brother calls the garden a graveyard
He laughs at the chaos of the weeds
and counts the corpses of the fish @
that turn to putrid particles
beneath the water's sick skin
My brother is addicted to phllosophv
He sees the garden's cure
’ to 1ie in its destruction
He gets drunk,
pouhds his fist on wall and door,
and tries to say he is weary,
filled with pain and despair
He carries his disappointment with hin
to the streets and to the bazaar
like his ID card, his appointment book,
like his lighter, his hankerchief or his pen
And his disappointment
is so small
that every night it is lost
amidst the tavern throng.

#* *

And my sister who was a friend to flowers
' and would carry,when mother used to beat her,
the sim»nle words of her inner heart
to their kind.and quiet gathering,
and would sometimes invite the families of fish
to the party of sunshine and sweets . . .
Her house is on the other side of town
And inside her artificial houss .,
with her artificial goldfish
in the shelter of the love of her artificial husband
beneath the branches of her artificial apple trees
she sings her artificial songs
and produces natural babies
She -
‘Whenever she conmesg.to sSee.us
and the poverty of the garden defiles
the corners of her hem
she takes a bath of eau-de-cologne -
K - She

- whenever she comes to see us

is pregnant.

#* *
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The garden of our house is alone -
The garden of our house is alone
All day long, from behind the door
comes the sound of shattering and explosion
Instead of flowers our neighbours plant
machine guns and mortars in their yards
Our neighbours cover their tiled pools
and the tiled pools have become
hidden caches of gunpowder
without wishing it themselves,
- and the children on our street
fi1l1 their satcghels
with tiny bombs
The garden of our house is giddy

* #*

I - e

‘ I fear the time
that has lost its heart
I fear the thought of the idleness of all these hands
I fear the embodied estrangement of all these faces
I, 1like a school girl
who loves her geometry lessons madly,

am alone,
and I think the garden can be taken to the hospital
I think . . . .

I think . . .

I think . . .

And the heart of the garden has swollen under the sun
and the mind of the garden is slowly, slowly

draining of green memories. 46

The garden, another symbol of life, growth, joy and
greenery is dying a solitgry death. It 1is surrounded
by the indifference and incapacity of the family to
whom it belongs to do anythtng about it The garden _
itself is gradually férgetting what it feels to be -

alive.

The garden in this poem is undoubtedly the country,
the nation of Iran, falling 9part. The allusion to
the "falling stars" is considered to be a probable

reference to young revolutionaries meeting their death.¥’

28
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The different members of the family represent the
different classes of Iranian society. The father and
mother stand for the older generation. The father is
the retired bureaucrat (perhaps corrupt), interested
only in his ovn pension. It is not to his advantage

ty put in any effort in the garden when he may not
1ive to see its fruit. He is satisfied by taking
refpge in the past glories of the nation rgther than
ad ressfgz himself to its current and urgent problems.

The mother represents the womenfolk and perhaps the
eclergy, for both share a passive attitude towards the
problem by explaihing away the calamity in religious
terms, in terms of sin and the wrath of God for which
repeqtancé must be offered. The mother and the clergy
both accept a passive solution to tﬁ?”problem - of
"awaiting the second coming," thée Messiah, the twelfth
Imam - a given solution from above, characterizing
the lack of individual initiative and indepqueng effort.
The indictment of both the mother and the father is
full of irony.

t
The brother and the sister are the younger upcoming
generation. The brother, who represents the
intelligentsia, is sceptical and can do no more than
philosophize and drown his sorrow in drink. The
alienated intellectual Bseeks his solution in empty
talk over a cup of wine. He is demoralized and
depoliticized. His sister, the younger woman, is too
busy with the sole female preoccupation of having
babies to think of anything else - motherhood, is the
first virtue of women in an Islamic sotial order, -

29



She 1is also preoccupied with her own artificial life-
style and-wealth. The femﬁles in the poem are passive,
and the activisnm Qf the nale is muted. Everyone in
the poem has his or her own personal form of escapism,

signifying corruption or lack of social conscience.

The garden is a symbol of"things falling apart."
There is no more room for anything to grow in the
garden, except for guns and mortars, and the seeds of
a revolution to comne.

.
In this poem, Furugh expresses a deep sense o fear
and foreboding for her country, which she cannot share
with,others. The dominant themes in Furugh's poetry
seeﬁlto be the absence of the sun, the ceasing of
natural growth, and the ovérwhelming presence of
death and darkness. However, she does not lose sight
of the strength of the opposite forces. The symbol
of 1ife and zrowth in her poemns are often related to
another major theme in her poetry - namely, sexuality.
The following chapters will deal with the fragmented
notionof femininityand the meaning of sexuality in
Furugh's poetry.

'
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The -fact that all the Iranian writers are deeply -
attached to the region and the land of their .
birth would have implied that they wc¢uld be

united under the banner of: political nationalism

.for various reasons. Hillman delineates three

such reasons. .Firstly, the writers who have,

been the basic core of the Iranian intelligentsia
in the current century and who have constituted .
one group of Iranians intimately acquainted with
the West and Western. ideas, including political
nationalism, should presumably be the vanguard

of nationalist expression ¥n Iran. Secondly,

due to its engage character, mirroring

’ contemporary social and cultural currents and

issues in Iran, modern Persian literawsure would

be expected to represent nationalistic trends.
Thirdly, the very inception of modern Persiag
.literature was tied "to the idea of natignhoo
‘because writers felt it their responsi 1ity

to speak to all the people. See M.Hil¥man,

"The Modernist Trend. . . ," pp.18-19. ST

However, the disunity amongst vthe writers and °
intellectuals is apparent. On the issue of )
Iranianness, in terms of nationalism, for example,
Jalal Kl1-i Abmad stressgs the Persian language,
Persian culture and Shi“ism as essential
ingredients; whereas Sadiq Chubak, Samad Bihrangl
and Ibrahim Gulistan all reject religion out of
hand. Many others would hardly.share Abmad's.view

,about f€he ingredients.’
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-Winter 1971, R

"General Characteristics of Contemporary
: An Antholo

6d., M.Hillman

Kentucky: Mazda Publishers, 1982) p.92:

of Writings by Jalal Al-e- Ahmad,

i

"The first characteristic that géneraily

- » meets the eye in contemporary Persian
literature, whether in poetry or in
factionalism of all sorts.
Factionalism between the classical and
the modern, the old and the young, among

prose is

generati
mism

Qnu, among classes,

between

end pessimism, and among
conflicting inclinations and disparate

views In any case, the factions in

Persian literature are clearly defined. .
It's also true that for sometime now .
those factions have clashed in the - hE
world of pqlitics, that is, everything

about them has become blended together.™

Shayegan considers ShariCatl's interpretation
of Islam—to be a4 "mutation" whereby the

form of ideo

logy. For example,

.traditional content is mdsmatched with a modern

the thesis and :

antithesis of Marxist dialectics become in
Shariati, the dialectic of Abel and Cain (true
religion versus idolatory) representing, the
idealization of one's own group and a \

d;aboliﬁgtio

n of the outgroup..

Hasan Javadi and Susan Sallee(tr.), Another Birth:
Selected Poems of Forugh Farrokhzad (Celifornia : ,
KIbany Press, 1982), Pp.-44-47- -

Farrukhzad's proclamation of the death eof the
sun, inevitably reminds the reader of Nieztche's
proclamation ‘of the death of God in Thus Spoke
Zarathustra where Nieztche also assumes a

Propretic to

ne‘
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CHAPTER TWQO s, ‘ "

-

THE FRAGMENTED NQE;ON CF FEMININITY

’

L3

-

Although Furugh Farrukhzad cla;méd that the details

of her biography were trivial and unimportant, -
literary crities feel that her four volumes of .
poetry - The Captive (1955),.The Wall (1956), Retellion
(1957), Another Birth (1963) - and her posthumous poens
represént, as the four titles indicate, .a journey of o

self-exploration, as well as emotional, psychological

and intellectual growth signifying a fusion of her
life with her art. Massud Farzan compares her with’
RumI in terms of this fusion of her 1life and art:

hY

She was (very‘buch like the poet-mystic.
Rumi whose Mathnawi poems she admired)
one of thése self-integrating individuals
in whom 1life and art cqalesce - the
development of one parallels that of the
other, the life-style becomes the style
of the work of art, and finally art-
ceases to be.a"work to be done."l

The unity of 1life and art in Farrukhzad gives her.
poetry an element of honesty, sincerity and sometimes
shockingwfrankness: But the most distinctive
characteristic of her poetry is that, by virtue of
the fact that she experienced life not just as an |,
intellectual and a poet but also as-a woman, an
active feminine element is interjected in her poetry,
in comparison with the static and abstract presence
of the feminine which is @ product of the masculine

v - e
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‘One significant aspect of Farrukhzad's biography is

.instituted the Unveiling Act of 1936, which was part

%

imagination in Persian poetry.2 Reza Baraheni
maintains that the significanceof Farrukhzad's
poetry lies in the fact that she was the first to
introduce the fem;nlne element in Persian poetry, -
especially in terms of the feminine celebration of

human love.

The integration of life and art in Farrukhzad

represents and expresses a very important sociological

AN S st S

phenomenon. In additicn to representing the double
alienation of th2 new middle class Iranian intellectual,
her poetry typifies the double domination of an Iranian
intellectual woman as well as a Muslim intellectual

O T R R e

woman. On the one hand, as an intellectual, she

has to set her own independent standards of jngement'
and, on the other hand, as a Muslim, she has to
subscribe to a divinely-ordained social order in -
which the female is subordinated to the male.

that her .brief life-span coincided .with some of the ]
most controversial changes 1nstituted by the Pahlavi
regime pecrtaining to the status of women. It was
in the first year of her birth that Reza Shah

NG At

of his modernization programme . The publication of N
Bnother Birth, Furugh' s fourth volume of poems, which
she herself considered to be the real beginning of
her poetry; coincided with another significant change
instituted by the Pahlavi regime - namely,the Female
Suffrage Act of 1963. And finally, the Family
Protection Law was enacted’ in 1967, the year of her
death. Whbreas many Iranian intellectuals and

Y
>
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feminists criticized the three legal reforms to promote
the status of women as ineffective half-measures, the

ShI1%ite clefgy expressed vehement opposition to the '

reforms:

&

The veil, the legitimate, traditional, physical border
of women in society had been shattared, yet society
remained rigidly patriarchal andreligiouslytraaitibnal.
The lives of women became riddled with contradictions
between the traditional and the modern. During

Rezd Shah's time, for example, women could hot leave
their houses without the veil but could not wear it

at work. Although the physical veil had been dropped

by legislation, the psychologjcal and social veil of
captivity continued as before.
Farrukhzad's journey of self-discovery may .be
considered to be an attempt at psychologicasl tunveiling
and discardine of the fragmented notion of traditional
femininity with all its contradictions. Concomittant
with her search for the self within is the wider
search without for a new social consciousness.

The poetry of Farrukhzad is a record of the various

. stages and inner struggles of this journey.

Thus,in The Captive, Farrukhzad expresses the feeling
of beirfg imprisoned in a world of tradition and dogma;
in The Wall ,she encounters impediments in human
relations which are defined by society, sees no
solution,'comes face to face with alienation and a
mutilated self. In Rebellion, she poses philosdphical
questions concerning free-will, predestination and
meaning in life, and turns against tradition and
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religion. In Another Birth, she finally comes to
terms with herself and with life.

e
Farzaneh Milani comments as follows on the social

significance of Farrukhzad's poetry:

a

. « » her poetry reveals the problems,
and the exacerbations of a modern,
Iranian woman with all her conflicts,
nagging oscillations, and the agonies
of contradiction. It enriches the
world of Persian poetry with its
depictions of the tension and frequent
paralysis touching the lives of women
artists and, perhbaps, those of most
women who seek self-expression and
personal liberty. It explores the
vulnerability of a woman who rejects \
unreflecting conformity with the past
and yet suffers uncertainty about the
future. Quite simply, it embraces
the daily reality and consciousness
of the emergent Persian woman. 4

The period of intense social change in Iran is .
reflected in the "revolutionary ehapge—in the verbal

' Nowhere

and émgtional space requested by a woman.
can the problem which the fundamental epistemological
breach poses be more clear in its social implications
than in thegquestion of the status of women inuIslam
and in thig case, in 20th century Iran. Farrukhzad's
poetry ma§ be considered to be one of the clearest
manifestations of the psychological impact of the
breach on the livec of women (and of men to a certain

extent).
\
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The Changing Social Structure of Iranian Society

1

As a result of the process of modernization, all

social strata underwent chanées and incorporated

new elements within themselves. For instance, ) _—
the landless rentier and foreign industrialists
became part of the traditional ruling elite; the
lower class consisting of peasants and nomads were
being transformed into a new class of industrial
workers. Each social stratum saw the emergence

of a new force in its midst, which often contradicted
tha traditional, thus splitting the society right
through in terms of value orientation.

According to James Bill, the most important
structural change in twentieth century Iran wasd the
emergence and establishment of a new and rapidly
growing middle class, which he calls the professional
bureaucratic intelligentsia. This emerging class
did not ‘destroy the traditional middle classes but
weakened and undercut the position off the bureaucrat
and the cleric.7 The Constitutional period also

saw the emergence of secular reformers who were the
ferebearers of the new middle class.

There were basically three elements in the centuries'-
old traditional Iranian middle class, corsisting of
the bureaucrats, the bourgeoisie and the clerics.

The bureaucratic element was responsible for running
the state apparatus; the bourgeois element consisted
of merchants, traders and businessmen, that is to

say the bazar; whereas the clerics were in charge

of the traditicnal educational system of which
religion formed a.significant part. By virtue of

v
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their role as mujtahids, the clerics had considerable

" control and direct influence over the masses and were

indirectly in touch with the ruling elite.®

The high Culamd' began to assert their independence
from the state during the Qajar period. In response
to the weakness and corruption of the dynasty, the
increasing state-debts it had incurred and the far-
reaching economic concessions granted to foreign
powers, the “ulama' asserted themselves as oppossers
of alien influence encroaching upon Islam. In
addition to considering themselves to be the
indispensable interpreters of religious law, the
ulama’ represented class interests because of their
close ties with merchants and landowners. The ‘ulama'
participated in the Constitutional Revolution in
alliance with the merchants. Both groups felt that
their respective interests were under threat.

James Bill prefers to call the Constitutional period
a "movement" rather than a "revolution" and maintains

‘that one reason why the movement did not become a

revolution was that "the traditional middle classes
fled the scene once they saw their goals satisfied
and their upper class detractors shackled.”

That the clergy excercised a great deal of influence
in the Constitutional period is obvious from the
nature of the Constitution that emerged. The first
Article of the Constitution of 1906 stipulated

Imami Shicism as the state religion}o In addition,

a board of five members was appointed from amongst

1
.the leading ®ulama to review the parliamentary

legislation in accordance with the religious



also granted the right
n to the foreign-economic
ians were proclaimed equal

¥

precepts. The parliament w
to take decisions in relat
concessione. And all Ir
before the law.ll

4

That the professed jdeals of democracy and equality
espoused by the Constitutional movement were
incompatible with /Iranian Sh1isr is obvious from
the stand taken by the Constitution towards the
emerging question of the status of women. Those
women who participated significantly in the
Const'itutional Revolution against the monarchy, in
ceupport of and with the encouragement of the clergy,
felt betrayed when their requests for suffrage, -
education and desegragation were not met by the
Constitution despite the promise of equal rights to
all citizens of Irani® J.R.Touba“2omments on the

irony of the situation:

The irony of this movement, which was 2
supposcd to insure rights to all

citizens of the country, was that it
servkd to legally stifle woman's

further participation in political
affairs. For example, the Electoral

Law, Article 10, specifically stated;
"Those deprived of the right to vote

shall consist of all females, minors,

and those under guardians; fraudulent
bankrupts, beggars, and those who

earn their living in a disreputable

way; murderers, thieves and other 13
criminals punished under. Islamic law." .

Further, the question of women could not be raised
in the Majlis since the discussion of such issues .
was considered contrary to the etiquette of the new
parliament Sy the cleréy.14 It is interesting to

* : . .

y I3

43



L=

-
’ e.
ES

note that during the 1880s and 1890s, the majority
of those who championed women's rights to education
and declared themselves against polygamy were not

Muslims.ls -

It is one of the paradoxes 'of modern Iranian history
that the demands which were raised by women in an
anti-monarchist movement during the Qajar period,
were subsequently implemented by a powerful and
strong monarch, namely Reza Shah.

The burning ambition of Reza Shah was to modernize
and Westernize Iran, a process which called for the
secularization of the education system and the
legal system. Reforms in both these areas amounted
to enhancing the power of the state which took over
the functions of toth systems, and at the same time
curtailing the power of the “ulama'.

Part of the reform of the education system involved
compulsory education for both girls and boys, and

the sending of students abroad. Roger Savory
identifies two particularly important effects that
Reza Shah's education policy had on Iranian soc}.ety:«

« « . first, si@xce educational instruction
had hitherto been virtually the monopoly

of the religious classes, the secularization
of education necessarily dealt a severe blow
tocthe power of the ulama; second, the
conceding ¢f the principle:that education
should not . be confined to boys was the

first step toward the social emancipation
of woman.l? - -

L
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%he secularization of the_ggggf courts dispossessed
the ®ulama' of their right to handle the registration
of documents and property, a task from which they

had derived a substantial income. Judges were
further required to have university degrees or pass

special exaninations.1® -

The secularization of education and the judiciary

B . in effect involved the appropriation of the exclusive
right to knowledge held by the Sulana'. By way pf
the modernized education system, knowledge could be .
individually acguired but, as far as women were
concerned, only with the grace of the king. However,
by his autocratic method of government and decision-
making, Reza Shah signified that he had appropriated
the right to knowledge for hjimself. Those who were
in favour of reform did not like his method of
imposing change from above. Thus, there was a clear
contradiction in his modernizing policies. Although
the reforms did temporarily have the effect of
absorbing into the system the opposition which mainly
consisted of the supporters of the Constitution and

* parliamentary dehocracy. it left the &férgy isolated%

In the long term, these reforms were to produce the
growing nunmbers of the "professional-bureaucratic
intelligentsiae" who would demand the right to share
in the decision making.

)

9

James Bill distinguishes the professional-bureaucratic
intelligen}sia by five characteristics, though not
“in the following order.20 Firstly, the new

C
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middle class was based on access to modern education.
Though education had been available mostly to the
children of the upper classes during the time of

Reza Shah, during the time of Mohammed Reza Shah,

it became increasingly accessible to the lower and
middle classes who were sulg.f.xequently absorbed into
the intelligentsia. Secon?d“i}, the power of the new
middle class was based on technical skill and know-
how. Thirdly, through education the new class was
exposed to foreign ideas and philosophies. Fourthly,
the new middle class was characterized by the refusal
to accept the traditicnal power relationships that
dominated Iranian soci%ty. And fifthly, the new
intelligentsia were free of any rigid religicus
dogmatism eand blind worship of past history,to the
extent that some even considered %slam as an alien
intrusion forced upon Iranians by foreign invaders.
This fifth characteristic is more cf a generalization
since there was no consensus amoﬁgst the intellectuals
with regard to Islam as discussed in the previous

chapter &

It is ironic that it was from the ranks of the
intelligentsia, the class spawned by the Pahlavi
regime, that the opposition to Mohamned “Heza Shah
emerged in the forties and “the fifties in the fornm
of the Tudeh and the National Front.?! _They
considered him to be a puppet of foreign governments
and accused him of betraying the principles of
constitutionalism and nationalism. The Shah also
came under the attack of the clergy who became
i;xcreqsingly alarmed by the Shah's autocratic style



!
of govornment, the exceéses of his secret service,
the Savak, the corruption of the regime, and the
Shah'!s growing polifioal and economic' dependence
on the United States of Amcrica.

The first major attack of the “ulama' on the Pahlavi
regime came on the occasion c¢f the White Revolution,
the Shah's reform programme aimed at modernization
at the level of the rural countryside. The Culama'
were outraged by his- land reform laws which would
affect the vagf lands that supported the running

cf mosques, traditional schools and salary‘stipends
of the clergy; by the Suffrage Act allowing women to
vote and the Family Protection Law designed to curb
polygamy and'to~givp women the right to initiate
divorce, which the Sulama' régarded as an encroachment
upon shari®ah and 8hI°] morality; and by the Literacy
‘Corps designed to rival the traditional schools in
the countryside which were dominated and controlled
by the Sulama'.

1
5 .

Once again,a monarch appearing an advocate of
progressive reform demanded by tle new middle class
(the intelligentsia) had the effect of isolating the
clergy. It was not long before the “ulana' incited
riots against the Shah in Qumm, Tehran and elsewheTre;
about twenty-seven Culama' were arrested and
Ayatullah Khumayni, one of the leading members of
the clerical opposition was exiled to Turkey.

S
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The White Revolution,played a decisive role in
determining the future events in Iran and may als
be considered a contributing factor to the Islamic
Revolution of 1979.

In addition to alienating the clergy, the reforms

also alienated the intelligentsia. The land reform

which was the cornerstone of the White Revolution
did not turn out to be half as radical as it had
initially appeared to the intelligentsia. It

amounted

' to no more- than half measures as did the

Pahlavi reforms pertaining to women. In any case,

what is important to note is that the White Revolution

"was instrumental in transforming the question of the

status of women into a highly controversial and

enotive issue in Iranian volitics;

the overall ideological conflict between politics

and religion, state -and clergy, conservative Muslim

leaders and an aggrossive modernizing state.

Nahid Yeganeh explains it as follows: °

-

The absorption of the oppositicn.into
the system had the effect of isolating
the clergy. The emphasis of the
modernizing state was on secularization
and hence on keeping clergy and the .
religious institutions under strict
control. The political conflict
therefore emerged and was fought in
terms of Islam versus modernization.

In fighting this war, the clergy found.
themselves more unified than ever. o
This was the beginning of a long- N
lasting deployment of power: the
position of women being caught in the
ongoding gtruggle for power’ between the
the clergy ard the secular state. 23

it_ became part of
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As a result, the queé%ion of the status of women
abounds in contradictions and paradoxes. This fact
was dramatically demonstrat=d in the paradoxical

mass particiration of women in the Islamic Revolution
in support of the clergy who always took the lead

in opposing the few legal rights that the Shah had

-granted to the women in his reformist 'attempts to

24 Interesting as it is, this

emancipate them.
issue’ ir its entirety is beyond the scope of this
thesis, but will be touched upon where relevant and
necessary. What follows is an analysis of the
contradictions between the two ideals or conceptions
of women prevalent during Farrukhzad's tine - the
clerical and the Pahlavi. Farrukhzad's 1life and

poetry testify to Shahla Haeri's observation that

the legal changes which the Pahlavis instituted in

order to enhance the status of women did not
necessarily lead to or facilitate social change, but

-instead they served to increase and excacerbate

social contradictions and tensions.25 That is not

to say that the legal changes were not desirable

but that they were inadequate to counter deeply
rooted and tenacious social attitudes. BRefore-
examining the legal changes instituted by the
Pahlavis, it is necessary to examine the traditional
Shi®I conception of women which they were attempting
to modify. 1In terms of Millward's spectrum of
responses to modernization, the respénse of the

-
¢

‘elerics would féll under the label of "sunnatparsstan'.
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The ShI°I Ideal of Femininity

19

A mention hLas already been made of the role that the
Culama' play in the day-to-day lives of Iranian pdople.
Their pesition as mujtahids and the doctrine of tagl3d
give them immense power to determine the general
-value orientation and attitudes of the people.

This was particularly the case in relation to public
-attitudes towards the status of women, This is
examined by Adele K Ferdows and Amir H Ferdows

who establish a close relatiéﬁship between these
attitudes and the writings of earlier ShIIte Sulama'
like Muhammad Baqir. MajlisI(d.1699), one of the
leading Ignacashﬁri theologians of the Safavid period.

The déétrineexpomndedtw Ma jlisl is essentially his
interpretation of the Hadith or purported sayings of
Prophet Muhammad and the twelve Imams. Although it

is now recégnized that nost of these sayings are very
likely fabrications or distortions of what the

Prophet and Imams may have said, the theoleogical
interpretation based upon thém continues to be the
standard form of Shi®ism in Iran. It is interesting
to note that Majlisi's doctrine is strongly upheld

by Ayatullah Khumaynl and other senior clergy,and

his books have been recommendéd for Iranian youth

by Khumayni. Ferdows and Ferdows suggest that
Khumayni's attitudes towards women are similar to
those of Majlisl, and so are the day-to-day oractices,
general attitudes and beliefs of the Iranian-people.27
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According to Majlisl's conception cf femininity

as delineated by Ferdows and Ferdows, a woman's
status and worth is solely dependant on her
biological functions of child-bearing, and
submitting to the sexual demands of her husband.

A woman is by nature over-sexed and her bestial ’
nature is socially disruptive whigh,therefor& calls
for strict regulation and contfoi. A woman must

at all costs be chaste and a virgin, she must be
married off at the age of puberty, -and must also be'
kept under strict control after marriage. By virtue
of being a wife, she is obliged to obey her husband
absolutely and completely, to the péint of .
prostrating to him. A total submission, @
willing and enthusiastic submission to a man's
sexual desires and demands is called for. In otHer
‘: words, it is her religiously preordained duty to be
a sex object. In contrast to the woman, the male
is granted complete authority over women, as well
as sexual promiscuity which is divinely sanctioned
for him by the permission of polygamy, the institution
of temporary marriage, and the right to repudiate
marriage. Whereas women are warned against
disobedience to their husbands, men are encouraged
never to consult or obey their wives. ' It is needless
_ to state that such a conception of femininity,
' divinely ordained and ganctioned. renders the notion
’ ~ ?. of the equality of<the sexes meaningless and absurd.
\ Ferdows and Ferdows also maintain that these clergy
oriented interpretations have kept women ignorant, )
subservient and exploited, and they remark upon the .
social implications of the Majlisian conception of \

G woman as follows: L /
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This moral system penetrates the
conscience of every woman, religious
or not-so-religious, educated or
illiterate. Tt is a vividly binding
force that can effectively squash
any attempt at sexual equality.

The woman is to be protected, looked
after and controlled. In this
relationship she has few rights but _
many obligations towards her male kin.

e« - « The sense of guilt and low

self-esteem which this tradition ¢an

engender is clear. The woman not .
only has the burden of living upto

man's expectations but also has the x
added burden of justifying his
questionable treatment of her. 28

* Although many women may intellectually
reject the letter of these rules and
precepts, its emotional impact is so
internalized that it cannot but affect
their self-image. 29

The clerical conception of femininity in the sixties
was embodied in a book entitled Women's Rights in '
Islam and the World by Yahya Nurl, a Shi®I clergyman
re;resenting a fundamentalist position. Sigﬁificantly,
this book was published only a year after Iranian .
women were granted the right to vote which was also
the year in which Farrukhzad's fourth volume of
poems, -Another.Birth was published. Nuri's version
of femininity may be described as a subtle and
rationalized version of the Majlisian view. His
a_priordi acceptance of the Majlisian hypothesis of
differences in male-female biological, functional
and socio-political levels, 1s buttressed by |
references to the Qur'an, although it would be
wrong to conclude that NarI's version is, therefore,

a Qur'anic one.
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According to Nurl, women are naturally equipped

with emotion which enables them to attend effectively
to their family-oriented and domestic functions. -
Their lack of reason is proved by the comparatively
smaller female anatomical stature - their smaller
bodies, hearts and brains. Men, on the other hand,
have a larger anatomical structure and are equipped
with reason which prepares them for the broader
social struggles. He further maintains that women
find their satisfaction and happiness in subjugation
to man's authority. Nurl's ideal woman ought not to
participate in politics; nor participate in the
democratic process of electing or being elected.

The real "right" of women, therefore, is that which
corresponds to the female nature which, in Nurits
opinion, is exactly what Islam has granted to women.

A trief mention must also be made of Murtaza Mutapyari,
another clergyman, who belonged to a more moderate
faction of the clergy and who was assassinated during
the Islamic Revolution. His conception of femininity,
which came ten years later than that of Nuril, was ,
more popular, accomodating and on the face of it

more sophisticated, since he had further sharpened
the tools of rationalization, but essentially it was
the same. Muta@pari attempted to prove feminine
emotionality by reference to its behavioural
manifestations, and he thereby sanctioned the absence
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of women from the jihad and from the judicial field.
Muta@bari's conception was merely a refined form of
the centuries' old idea of regulating feminine
sexuality through the external means of desagregation
of the sexes. Although he allowed women some measure
of participation in public activity, he recommended
the @ijab“(veil) which in his opinion helps to
confine sexual activity within the bounds of the
personal and the private. He interpreted polygamy

as a very broad-minded and progressive status and
rejected the United Nations Declaration on Human
Rights,claiming that it is based on Western
individualism, whereas Islam prefers to give priority
to the society over the rights of individuals.Bo

In the comparative anatomical theology of both the
clerics - Nuri and Mutahhari - an element of Freudian
anatomical determinism i; uncannily detectable.

The views of th Twelver Shi®I clergy about the "true"
Muslim woman and her place in the social order are
very similar to those that were held by the Sunni .
theologians such as al-Ghazall, The inherent
contradictions in the SunnI Muslim view of women

and female sexuality are analyséd by Fatima Mernissi
in her book Beyond the Ve;l.Bl Gonsidering that the
shi®l Majlisian views on women are very similar to

~the Sunn] views, Mernissi's analysis of the
contradictions may by extension also be applied to
views of Twelver-Shi®Ism and,thereforé,to the Muslim

world as a whole.
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Mernissi maintains that the-male-female relation

is a basic element of the Muslim social structure,
According to her, different social orders tend to
integrate the tension between religion and sexuality
in different ways. In Islam, the woman is consideggd
to be an embodiment of sexuality. She is an active
gsexual being and, therefore,a powerful and a dangerous
one too. Man has no choice but to give in to her
attraction. Sheg is a disruptive being and is an
enbodiment of fitnah (chaos) and a symbol of social
disorder. The institutions of polygamy, repudiation
and segregation are a strategy to contain and
neutralize her disruptive effects on the social_order.
Thus, Muslim ideology views men and women as enemies,
tries to seperate the two and empowers men with the
‘institutionalized means to oppress women.

Polygamy and repudiation (and in Shiéi;m the
institution of temporary marriage) indicate that the
marital bond is fragile and is not meant to develop
into friendship and love. The Muslim system is
opposed to the he?erbsexual unit; it fears the growth
of a full-fledged relation satisfying the sexual,
emotional and intellectual needs of both the partners.
Islam, according to Mernissi, considers such a
heterosexual involvement a direct threat to man's
unconditional allegiance to Al11&h with all his .
energies, thoughts and feelings. Mernissi's
interpretation appears to convey a co-relation
between the male-female relation and the All&h-man
relation. The hierarchical social order which is a

A~

reflection of the hierarchical natural order demands
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woman 's allegiance to man with the same unconditional

element that God demands of man. According to

Mernissi, the contradiction inherent in the 'Muslinm!
) theory of female sexuality is the absolute reversal

of libidinous roles. Although women are regarded

as active sexual beings, it is the men who are

peraitted promiscuity by divine right; and if

polygamy were to be translated into numerical ternms,

a woman would appear to be restricted to a quarter

of a man. Moreover, the morality.imposed by the

various institutions which control sexuality leads

to the popular opinion that men have greater needs

and capacity than women. It is thus that many Muslim

women, including Mernissi, maintain that true

equality of the sexes is incompatible with an

o Islamic social order and that if the goal of equality
was to be attained, the social order wowld no longer

32

be considered authentically Islamic. This was
. also Farrukhzad's dilemma - to be critical of the
- Sh1°] notion of femininity was to be guilty of

cultural betrayal.

Perhaps the specific social and historical environment
in which Islam originated necessitated at its
inceptibn the subordination of the female interests N

-
-
.

to those of a patrilineal society. aHowever, as
Mernissi points out, the problem arises when such a
fanily structure is considered eternal and unchanging
by virtue of its being sanctioned by divine 1law.
Whereas before the nineteenth century there abpears,
to have beeh no fundamental contradiction between
Muslim ideology and social reality, in the twentieth

M
o - > -
.
.

56



- T X P z ¢ Jes -

LN . -
,

century there has emerged an irreparable rupture
between the two - the rupture which Shayegan has
defined as an epistemological breach.

At'the beginning of the twentieth century, some Muslim
thinkers did realize and acéept the necessity for de-
segregation of the sekes as a pre-condition for the
Muslim countries to rival effectively the Western
secular technocratic states. Desegregation of the
sexes was necessary in order to ensure the maximun
participation of the population in the production
process. These thinkers tried to prove that de-
segregation of the sexes was not contrary to the
dictates of the Qur'an and not incompatible with
Islam. The result was a 'modernist! interpretatiﬁn
of Islam, the main exponent of which, in the case of
Iran, was, CAll Shari®atl, as mentioned in the

previous chapter.

.

»

Shari®atI was critical of the clergy whom he referred
to as the "timeless ones", that is those living in a
vacuum - oblivious to social reality and, therefore,
responsible for the success of Western imperialisnm.
He viewed the clerical conception of women as
fanatical suppression and the Pahlavi conception ds
materialistic slavery. His own alternative,
symbolized by the Prophet's daughter Fatimah as an
exemplary daughter, wife and mother, haé been
described by Azar Tabari as a vague and puritanical
image of an ideal woman?4 In the view of A.K.Ferdows,
SharI®atl raises the issue of women but fails to
address it, thus leaving his model not very different
in substance from that of the clergy.35
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The Pahlavi Alternative .

If the response of the clergy to Westernization was

i

one of total rejection, the Pahlavi response may be
described as assimilation. In encouraging "
secularist capitalism, the Pahlavis ‘fnevitably .o
assimilated the contradictions inherent in the

secular capitalist system. It is commom knowledge

that although democratic capitalism theoretically

offers the female sex equdl opportunities,. it also

exploits female sexuality for commercial purposes. .

In adopting a form of state capitalism, the Pahlavis
undoubtedly unleashed some of the latent gontradictions
in large-scale capitalism leading to a situation

where contradictions of the new order were grafted

on to the contradictions of the traditional culture.

Reza Shah's contribution towards the it}zprovement of

the status of Iranian women amounted to instituting

laws in three major areas. Reza Shah had intended

his reforms in favour of women to be direct agents ~
of saqcial change, but. as Shahla Haeri points out,

the traditional cultggal patterns neutralized the

state legitimations. Reza Shah's major contribution
was to open up the field of education, including
university education to women. However, a shortage

of female teachers and the general segregation of -
sexes in the schools hampered any significant

progress in this area. The social taboos in relation

to women's literacy discouréged the ready acceptance

of sending girls to school. Alternatively, girls

were sent to school but withdrawn after their primary

education. This trend of insecurity which is

J *



expressed in the hesitation to send girls to school
for more than a certain number of years is not
confined to Iran but is more-or-less universal in
the Muslim world. Modern secularization seems to
encourage the aséértion“vf individuality. In a
traditional setting where a woman's domain is not
the public sphere, the assertion of feminine
individuality is considered unacceptable, for it is
a trait which would render them matrimonially non-l
marketable. All this is not to say that no Iranian
women took advantage of the opportunity to acquire

education.

Reza Shah has been criticized for making only very
minor changes in marriage and divorce laws, the
second area of change, which in effect amounted to
no changes at all other than the preservation of the
sharCah. ReligioJ; courts were abolished and
replaced by civil law courts, and marriage contracts
were required to be registered with the Ministry of
Justice, But since theme were many parts of the
country without state registrars, the populace

ended up relying once 'more on the clergy. A practice

already endorsed in Islam was also legislated,
enabling parties to marriage to insert in their
contracts any conditions they desired. Polygamy was
not abolished but the groom was required to inform~
the bride if he already had a wife. Reza Shah
himaself had more than one wife. Puberty was defined
as the minimum age for marriage, but since the:
definition of puberty could be open to many
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interpretations, this legislation did not prove
adequate as a deterrent to childhood marriageé.

The third and the most controversial reform was
Reza Shah's Unveiling Act of 1936. By the means of
this Act he outlawed the veil in toto with an
accompanying insistence on the use of‘European garb
and hats. Haeri sees the veil as an extension of
the wall of the traditional house which seperates e
the two spheres, the birunI (the outer), a place

where the men could attend to public business and

where women seldom ventured, and the andarunih (the
inner), being the family sphere and therefore the

female domain.>’ The fact that sex segregation

expresses itself in terms of such concrete features

as the general architectural layout of the house is

an indication of how deeply-rooted and dinterwoven

it is in the culture. Both the wall and the veil
legitimize the segregation of the sexes into spheres

of family and society; the wall at home functioned

as a barrier, carving out a male space in the female
sphere, and the veil servéd to carve out a female

space in a male sphere. Unveiling resulted in the
sudden shattering of the physical male-female Spaces

and also in psychological disorientation, more so
because unveiling was tq‘be imposed by force.

The structure of the family and deep-rooted social
traditions could not be changed overnight by the

means of an unveiling decree. Moreover, unveiling

was not accompanied by political rights or socio-
economic opportunities of any kind for the women.

—
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Haeri observes that the social inst'itutions
sanctioned norms and patté;ns of behaviour that were
dftén in contradiction to the unveiling laws.
Without the support of traditional legitimacy,
unveiled women were vulnerable to mistreatment

38

and unfair judgement.

The clerics were outraged by the Unveiling Act but
the more radical opposition saw the deé{;e as an act
of dictatorship by the monarch. Many womhen suffered
due to enforced unveiling, especially the elderly who
became isolated at home. However, it is significant
to note that the women's movement in Iran, which had
actually consiéted of a small minority, had opposed
the veil.39' Eliz Sanasarian, Haeri and others
maintain that the Act ought to have made unveiling.
a voluntary matter rather than an enforced one, and
it should have been accompanied or preceded by
widespread campaigns géared towards inculcéting an

awvareness of the inconvenience of the veil.

Sanasarian sees the Unveiling Act as a flashy sign ~
canveyed by Reza Shah to demonstrate to the world

that Iran had become Westernized and deveIOped.Ao'
Unveiling in itself could certainly not have engendered
self-determination for women.

It ‘was in the midst of these raging con

journey towards 'another birth', which involve
transcending the wall from the inner space (andarunih)

=
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to the outer space (bIrﬁnij.
According to Eliz Sanasarian, there was a covert
feminist movement in Iran dufing the 1920s and the
1930s, which basically consisted of upper-class

women who had the leisure and the means to participate
actively in organizing women's societies, publishing
magazines and periodicals for wong and promoting

the cause of education for women. These expressions
of the nascent movement were bold steps in*a country
where traditional ‘cultural taboos were attached to
literacy amongst women. The clergy regarded literate
women as -a social threat. It was believed that if
women were allowed to write they would send love
letters to men and so disgrace their families.
Sanasarian also observes that the publications of

the early feminists expressed admiration for women in
the Western countries, condemned men and the clergy,
but were reluctant to criticize Islam.42 It is
interesting to note that about thirty years 1later,
Farrukhzad began to write love poetry for all to .
read, and she was also to question the tenets of
religion, as will be discussed inffhe course of the

next chapter. L

Although the day of the Unveiling Act was commemorated
annually during the reign of Mohammed Reza Shah, the
decree was no longer enforced, and the veiled and

the unveiled co-existed. It was only after twenty-
seven more years that the Iranian women were for the
first time granted equal electoral rights, by the

62




(o]

Pl
] N
s

Suffrage Act of 1963. This provoked the same reaction
amongst the opposition. as Reza Shah's legal measures -
directed towards women had earlier provoked.

The clergy vehemently opposed female participation "
in the - electoral Process whereas the leftist )
opposition saw it as another one of the Shah's half- -
measures. Haeri points out the glaring contradictions

.which the Suffrage Act exposed. Pirstly, she refers

to other sources which demonstrate that suffrage does
not in itself breed au%onomy in women. Secondly and
ironically, suffrage in Iran served to give. some men
two votes to cast on election day. Thirdly and most
importantly, she has the following to say: .

¢+ « o while women could legally excel
and become ministers, senators, lawyers
and so forth, they had no rights in
matters that were directly related to T i}
their lives. They could be divorced
unexpectedly, their children could be-
taken away, and their husbands could
marry-a second and a third wife. Women
8till had no legal or political rights
within the household and were the
second-class citizens within their

own families. 43

In keeping with the Shah's pattern of polities, the
women's groups became patronized and centralized
under the Pahlavi regime. Sanasarian describes the
new women's organizations as a merq window-dressing
for the politics of the state.44 The leadership of
the organization emerged from the elitist clique -
surrounding the Shah and his family, further evoking

‘skepticism from the more radical wings of the

opposition which saw everything in the light of the :
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Shah's pro-American stance. Haeri holds that the
Unveiling and the Suffrage Acts were iricidental to
the country's overall industrial and economic

45 .

expansion.

The first major step pertaining to change in family
laws came in the same year as Farrukhzad's death.
The Family Protection Law of 1967 did not attempt
to eliminate the shari®ah laws on the family, but
only clarified and modified them. Polygamy was not
outlawed, but it was made conditional uﬁbn permission
of the court; divorce provisions were improved, but
women were not granted equal rights in divorce; the
- requirements of marriage age still.remained low; the
“law permlttlng a hUSb“\a‘tQ\IEiFPaiQ his wife from
taking up a 'dishonourable' job wa3/4etained but
~ the wife was given the same right with an added

- clause which in effect nullified the right - the

judge could decide against her if he felt that

the husband's inccme was indispensable to the well-
being of the family. In addition there was the
Passport Act which required wives to have the written:
consents of their husbands for the purpose of, -
travelling abroad. Furthermors, in conformity with
the sharI®ah, a man was allowed to murder his wife

if he found her in an extra-marital relatiomn.

It seems that the changes instituted by the .Pahlavis
were on the whole, merely cosmetic and skin deep.
According to Sanasarian, *adherence to-religious laws
and traditiona)l stereotypes of women made a mockery
of the legal reforms."46 The Pahlavi attitude
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t _ towards women is best described in the Shah'é own
frequently quoted words: )

Reza Shah never advocated a complete
break with the past, for always he
assumed that our girls could find
their best fulfillment in marriage
and in the nurture of superior
children. But he was convinced that
a girl could be a better wife and
mother, as well as a better citizen,
if she received an education and
perhaps worked outside the home long
enough to gain a sense of civic4 )
functions and responsibilities. C

That the Shah never genuinely believed in granting
equal rights to women is demonstrated by his attacks
on the idea of women's emancipation. He also
believed that ideally a man should be in charge of -
- . the family, and he almost approved the institution

of temporary marriage as a form of financial security
for women. The Shah saw the wider social function

of women as an extension of their primary role asg
mothers and accordingly’ emphasized welfare activities
by women.['8 The women's organizations under the
Shah's regime adopted more or less the same tone.

\ In an interview with Oriana Fallaci the Shah's
attitude towards the guestion of women came out loud

b

and clear:

Nobody can influence me, nobody. Still
less a woman. Women are important in a
man's life only if they are beautiful J
™ and charming and keep their femininity ’
« « » You're equal in the eyes of the
law but not, excuse my saying so, in
ability. . . You've never even produced
a Miochelangelo or a Bach. You've never
c produced -2 great chef . . . You've
produced nothing great, nothing! 49

' [ 4
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Haeri explains the shortcomings of the Pahlavi legsal
changes by reference to five inter-related and inter-
dependent factors.50 She significantly identifies

.the first and the most important factor as the

incompatability of the changes with the sharI®ah;

the second factor is the political system of
patriarchalism and the prevailing masculine attitude
in society; thirdly, the widespread economic
dependence of women and the lack of social security;
fourthly, the lack of an effective judicial apparatus
to back up the legal changes; and finally, the
general illiteracy of women and the consequent
inability to utilize the laws.

Thus, the ideal female space in the traditional

framework became transformed into a prison where
Farrukhzad felt that she was a 'captive.' Her
femininity became a very immediate part of her

reality, and she set out to realize it, with or

without social consent. She could not identify with
either the ShI®I or the Pahlavi models because both
shared one common element in defining their stances -

a lack of genuine concern for women and their
inalienable human rights. Consequently, Farrukhzad
searched for an identity that was highly individualized
and intensely personal, in a space within herself.

The following chapters attempt an examination of this -
search and this space. ’
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CHAPTER ~THREE

THE FRAGMENTED INDIVIDUAL

‘)Fagrukhzﬁd was born in 1935 in Tehran. Shg was the
third of seven children in a middle class family.
Her early life conformed very much to the traditjonal
. patterns of female protectMonism and all its
accompanying inhibitions. About hei childhood,

Mehri _Bharier observes:

ed the typical quiet, secluded
life of\a Persiar girl; active,

' inquisitive and sensitive, absorbing

" _and questioning her environment but

c greatly restricted in the type of
activities now regarded in most
countries as essential for the healthy
upbringing of an intelligent child.l

) , She attended a pixed primary school in Tehran and
, subsequently proceeded to the high school, where her
literary inclinations and independent spirit soon
found expression in the originality of her essays.
It is also at this time that qurukhzad began to
v take serious interest@én Persian literature and to
write poetry in the traditional style of the ghazal.
. 3

;; ) Like ‘many girls of her time,Furugh did not proceed
’ ’ beyond. the ninth gr;de at school, but instead went
on to a woman's art college where she atitended dress-
-making and painting classes. Although she seemed to

]
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have enjoyed herself at the art college, developing )
a particular aptitude in pen and ink drawings, her
life seems to have been transformed with the
desertion of her father and the subsequent. divorce
of her parents. Since her mother found it difficult
t6 impose on the teenage girl the strict family ‘
discipline which tradition called for, Furlgh was
married off at the age of sixteen to Parvliz Shanpur,
an economics graduate who was older to“her by eleven

years.

Although Furugh herself had chosen h-er husband-to-be,
and was happy in the first few months of marriage,
there soon emerged differences between {}‘wm.

The main bone of contention appeared to be his
growing dislike of the kind of poetry she composed.
He had encouraged her to continue writing but could

not tolerate the cutspoken and explicit language of J
her poetry, which he regarded as disgraceful and

scandalous.

Furugh seemed to have found herself in a situation
where family life did not provide her with the total
fulfillment which traditionally she had been
socialized into believi'ng it should provide. Within
her 1imited capacities, it seems that- poetry offered
her a creative medium for self-assertion and self-
expression; but because her experiences as a youth
were confined to inter-personal relationships, she
inevitably ended up by pouring her own emot ional
préblqms into her poetry, and so to speak, 'exposed'
herself. In doing so she inverted the traditiomal

s
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virtue 6f female reticence by what was considered

her audacious oujspokeness,
o

Less than a year after her marriage, Furﬁgh returned

to her mother's home and in spite of attenpts at
reconciliation and the birth of a son, Kamyar, ‘
the marriage was annulled in 1955 and Furugh was
compelled to surrender the custody of her child to
her former husband. The brief and stormy experienc
of this marriage and the loss of her child had a
deep and lasting impact on Farrukhzad. It made her
extremely cynical of the institution of marriage
_and bitter about the lot of women in Iranian societ

'The Captive' and 'The Wall' (1955-1956)

Bharier suggests that the publication of Farrukhzad

e

ye

's

first volume of poetry, The Captive, 'was a cause for
marital fr:i.c‘tl,ion.2 A cause it may have been, but it

was much more an expression of dissatisfaction with
her marriage. There are several poems in this volum
published in the year of her divorce, which indicat

e,
e

her agonizing conflict and despair at the realization

of the incompatability between her marriage and the
desire to express herself freely through poetry.

The following poem expresses her dilemma vividly and

movingly:
REVOLT .

Don't put the lock of silence on my lips .
Because my heart has untold tales to tell.
Release my feet from these heavy ropes
Because my heart is troubled by this business.

P
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, Come here, you man, you selfish being!
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Gome and open the doors of the cage! ‘
Even if you imprison me for 1life, | —
At least give me a breath of freedom again now! -

I am a bird, a bird that for a long time
Had meant to fly.

But the songs in my chest have become moans,
My 1ife has ended in disappointment.

Don't put the lock of silence on my lips
Because I must tell my secrets.
I must make the fiery sound of my voice
Reach people's ears everywhere.

Come and open the door 8o that I may fly away
Towards the bright sky of poetry.

If you let me f1ly

I shall becon® & flower in poetry's garden.

My l1ips with sweet kisses are for you, {
My body with its perfume is for you. ;
My eyes with their hidden sparks, A

My heart with its tearful plaint, are all for you.

But ©¢h, you man, you selfish being, -

Don 't\ say 'Disgrace! Your poem is a disgrace!’',

For visionary lovers you know, '
Thedir cage 1is tight and cramping.

Don't say ur poem is wholly sinful,’

Let me drink a dose of this disgrace and sin!

You may have paradise, and houris and the water of Kowsar;
Let me make my home in ‘the pit of hell.

A book, a quiet place, a8 poem and silence

Are the rapture and ecstasy of my 1life.

It does not matter if I am not admitted to paradise
When there is an everlasting paradise in my heart.

At night, when the moon dances silently

In the still, dumb sky, -
You are asleep, while I, drunk with desires,

Hug the body of the moonlight.

GIRIIREE g
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The breeze took a thousand kisses from me.

I gave a thousand kisses to the sun.

In that prison where you were my warder

One night ny whole frame trembled from a kiss.

Drop the talk of 'good name', C man!.
My disgrace has given me a drunken joy. N
I will be forgiven by God, for He
Gave every poet a crazy hedrt,

2%

Come and open the door, so that I may fly away
Towards the bright sky of poetry.

If you let me fly 3
I shall become a flower in poetry's garden.

. In the poem quoted above, the poet's attitude towards
her husband is open and defiant, but there is also an
appeal for his understanding and compassion, and a
willingness to continue with her role as a wifse.

She offers him her 1ips, body, éyes and heart if
only he would stop censoring her poetry. However, in
the following poem from the same volume, the husband
is no longer present except as her shadowy jailer.
The awareness of her imprisonment is -powerfully
evoked and she longs desperately for freedom, to soar
into the sky, even at the cost of breaking up her
marriage and the love of her child:

THE CAPTIVE

» P

) I want you, yet I know.I'11l never
Attain my heart's desire in your embrace;
. You are that pure and luminous sky,
I, a captive bird in this corner of the cage.

PFrom behind the cold, dark bars,

My rue's astonished look before your face,

I am thinking there might come a hand .
And toward you I will spread my wings apace.
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I am thinking that in a moment of neglect,

From out this silent prison I will fly, .

- Laugh in the face of the man who jails me,

And then begin life over by your side.

I am thinking this and know that never

Will I have the strength to .leave from out this cage;
Even if the man who jails should wish it,

Breath for my flight)ﬂf longer now remains.

Each bright morning from behind the bars,
In my face a child's look laughs with 'bliss;
When I start singing a song of joy,

His lips take wing towards me with a kiss.

If, 0 sky, I want one day to fly
From out this silent prison, cold and stern,
What shall I say to the child's weeping eyes?

Forget about me, for I'm a captive bird. .

I am that candle, with the burning of whose heart
I make a ruin luminous to glow;

If I wish to choose extinguishment,4

Upon a nest disruption I will sow.

Farrukhzad's early poems mostly speak of the
loneliness and despair of love. There are some

poems, however, which express the earlier hopes

and dreams of an adolescent girl yearning for
fulfilment in love. Hillman comTents that "The Captive
poems are not joyous for the most part, but the reader
feels in them th& vitality, sensuality, and hopefulness
of the youthful speaker emphatlcally portraying the

significance of love."5

It is noteworthy that even in her love poems, the
poet is aware of the deceitful and exploitative
agpects of the male-female relationshijp. Hillman
points out that some of the men depicted in her poems
do not comprehend the meaning of love, while others

are wholly ignorant of love's mégic and see woman in

p .
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terms of a promiscuous objectf Farrukhzad refers to
the traditional hunter-style male attitude to women
in ‘the following verses from the poem entitled

'The Bitter Tale':

They told her only of desire

They saw only her outward aspect. .

Wherever she went they sang in her ears , :
That women are created for enjoyment . . .

WH;{? She was the clear morning dew
Which fell into the sunflower's trap.
And at dawn when the sun rose, "
Fell into its thirsty mouth and died.
) e

In another poem from The Captive, Farrukhzad expresses
her disillusionment with the dinstitution of marriage
and her painful awakening to reality by showing the
naive but suspicious questioning of a young innocent
girl and contrasting it with the real experience of

a grown woman. The distance 1in perception between

the innocent girl and the grown woman may also be
regarded as the gulf between traditional ideals and
harsh realities which do not coincide. The little -
girl's doubts and questions may also be interpreted

as a flicker of self-assertion in the midst of social
consensus, a flicker yet too weak to emerge into a

flaming sun:

THE RING

Smiling, the girl inquired, "And what's

the secret of this golden ring

that's hugging my finger so tightly, -
what's the secret of this ring

whose features glitter and glow

80 brightly - what secret's in this ring?"
Shocked, the man then answered her,

"Its the ring of happiness, it's life, this ring."
"Blessings upon it!" said everyone.

"Isn't it too bad," the girl replied,

"that still I view it with suspicion."
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Years went by and there came a night
when a woman was brooding on that golden ring.
In its gleaming form she saw the days

that wasted away, the hope wasting

that her husband would ever be true.

Bitterly the woman cried, "Woe!

Woe to this ring,with its features

that glitter yet and glow, whos%gmeaning

is slavery and mere servitude."

There‘is much in common between the first two‘volumeé
of Farrukhzad's poems. As the titles of her poems
suggest, the mood encompassing the first two volumes
are full of dark and gloomy forces, the forces of
death, decay and despair, which are conveyed by
images of the night, seclusion, cold silence, graves,
guilt, sin, broken mirrors, and so on. The same

mood and atmosphere is conveyed by some of the titles
of her poems, such as '"Night and Desire,' 'Horror-
Stricken,' 'Regret,' 'Escape and Pain,' 'The Devil

of Night,' 'The Lost,' 'The Sick," 'The Renounced
House,' 'Agony,' 'The Agony of Loneliness:'

'"The Blossom of Agony,' 'Fury,' 'Fear,' 'The World

of Shadows.' )

-
,

/ \ a

i \

Farzaneh Milani remarks as follows on the common
thread of alienation, loneliness and frustration
running through the earlier volumes of poems:

* +
She explores the patterns of male/female
interdependency with no attempt to
manipulate her presentation in order to
promote dogma. ' ' Her psychological
realism reveals the crippling effects of _
sex role-conditioning. !

¢
\\

In the first three collections,woman 1s 3
deprived of full selfhood by the '
constraints placed upon her, and man is
subjected to mutilation both by his
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imprisonment in the mold of "masculinity"

and his drive to possess, to dominate.

The results are painfully- ‘£ lawed

relationships filling page after page of

. the juvenilia. Although much of the ,
three collections is dedicated to 1love

' poems, most speak of alienation rather

than communication, of loneliness

rather than togetherness, of frustration

rather than exaltation. The ilover and ‘

the beloved, the oppressor and the

oppressed, the hunter and the prey, the .

bird and the Bird-jailer (to use ; -

Farrokhzad's own metaphors), are both .

damaged by their enactment of prescribed

roles. Master or slave, victor or viectim,

each experiences his or her own brand of

human deprivation.9

On the other hand, Girdhari ',I‘ikku perceives an
evolution of attitude between the two volumes.

I see her first book, The Prlsoner, as a
symbol of the psychological state in which
a person finds himself imprisoned in a
world of tradition and dogma with no or .
little hope of a fuller experimentafl life.
" The second, The Wall, seems to be the
‘situation of a mind which has tried to
break through the traditional restrictions,
and yet found himself (sic) in an alienated
) world, surrounded by a wall, where

° communication does not become possible’
simply by the dropping of traditional
restrictions. 10

~

If the distinctive featlures of The Captive are the
poet's pervasive sense of guilt, alienation, and
despair, what emerges in The Wall is a strong sense
of defiance and rebellion. " The opening poem sets
the tone in a manner designed, it seems deliberately,

to shock the crude and perverse sensibilities of
cJ traditional and male-dominated morality:
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I have sinned, a delectable sin
In an embrace which was ardent, 1like fire
I have sinned in the midst of arms-

- 7~

Which were hot and vengeful, like iron
. \ . AY a
In that dark and silent privdte place
I looked to his secret-filled eyes
In my breast my heart trembled anxiously
In .desire of his entreating eyes

In that dark and silent private place
I sat, distracted, by his side

His lips poured passion upon mine

I was saved from my mad heart's repine

I whispered the tale of love to his ear:
I want you, 0 sweetheart of mine
~ 1 want you, 0 life-giving bosom
You, O mad love of mine . ' - -

Passion kindled flames in his eyes

The red wine danced in the glass

In the soft bed, against his chest

My‘Bgdy trembled with drunkennass
- e

I have sinned, a aalectable si%

Beside a body, trembling and dazed )

0 God, how can I know what "I did 1 _
In that dark and silent private place?

Hillman maintains that the above poem is an honest
expression of real passion and that there is nothing
sinful about the kind of vital encounter portrayed
in it. But by using the term "sin", Farrukhzad
intends to show the irony of the situation whereby

> this sort of natural sexuality is considered sinful

in Iranian society, particularly considering that
the poem depicts the reversal of male-female roles.

According to Hillman's interpretation of the poen,
the female speaker of the poem is the lover and the

80



.from judging her morally.

male, the beloved. He interprets this image as
constituting a dramatic challenge to the masculine

domination of Iranian society.

Hillman's inteérpretation of sexuality in Farrukizﬁd's
poetry may be compared to that of Shuja® al-diIn Shafa,
who, in the introduction to The Captive, passes an
almost Majlisian indictment on her poetry‘by stating

" that it abpeals more to the senses than to the
."intellect and that Furﬁgh seeks sensuality and turmoil

more than happiness. He further goes onuto,say that
since we are all sinners, we as readers nmust refrain

13

" It would perhaps not be wrong to say that by employing

the symbol of sexuality, Furugh was retaliating against
the unreasonable double moral standards of traditional

.gociety. Sexuality was a symbol of her rejection of

the outward forms of traditional social rules and
regulations. In adopting sexuality as a symbol of
rejection, she also declares it as the symbol of
change and transformation, gince she is making an
individual moral dec$sion. 'The Sin', at the same
time, may be interpreted as an assertion of and a
re-affirmation of life; a resurrection of female
sexuaiity that had for centuries been repressed.
The archetypal female instinct dammed up in the name
of religion for centuries,bursts forth in Furugh's
poetry like a phoenix amidst the ashes of medieval

_bigotry. With the shattering of traditional mores,

love ceases to be either sacred or profane, as
G.Tikku points out, it merely becomes an escape route

from her prison. We catch a glimpse of the

81:
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invigorating and life-affirming aspects of love and
sexuality in The Captive, though without the bitterness
and despair which characterizes many poems in this

volume: 1
ON LOVING

Tonight from the sky of your eyes
stars pour on my poen,

On the silence of white papers
amy claws plant sparks.

My crazy feverish poen,

bashful of the furrows of desires,
once again burns its body -

in its eternal thirst for fire.

Yes, this is the beginning of 1love. ,
Though the path's end is not in sight (
I no longer think about the end,

for 'loving' itself is beautiful.

Why refrain from darkness

when the night is full of diamond drops?
That what survives from the night

is the intoxicating jasmine fragrance.

Ah, let me be lost in you!

let none find a trace of me in me!

- May the burning soul of your moist sigh
blow on the body of my song.

Ah! let me through this open window,
hidden in the s8ilk covering of dreams,
journey with the wings of light,

cross the fences of worlds.

Know you what I want from life?
'I' be 'you';- 'you', head to foot, 'you!'.
Should life repeat a thousand times
'you' again, 'you' again.
1
That hidden ocean existing in me
I have no power to hide. .
Of this dreadful storm ~«
I wish I can speak to you.

N




I am replete with your love and want

to run into the deserts;

to smash my head against mountain rocks;
to beat my body against ocean waves.

I am replete with your love and want
like dust to fall in pieces;

to lay my head in peace at your feet;
to hang to you like your shadow.

Yes, this is the beginning of love.
Though the path's end is not in sight
I no longer think about the end, .
for'loving'itself is beautiful. 14

- G.Tikku views this poem as a desire to give positive
* direction to the tremendous energy of the irrational
that Furugh discovered in herself 15 Nonetheless, the

poem, in its positive and life-affirming aspects,
lacks the inner tension of the struggle wigh the
irrational, which is found in the final poem of
' The Wall, entitled 'The World of Shadows'.

, This poem gives expression to the pull of the
contradictions within Herself and her ’desperate
attempt to preserve a sense of unity and integration

of being:

THE WORLD OF SHADOWS ' .

N
At night on the damp road
X our shadows seem to flee from us
, far from us down
the slope of the road
. into the ominous haze of the fading moonlight

~ ) , cold and heavy above the vine branches:

0 they softly move toward each other.

¢
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At night on the damp road . -

T~

in the silence of the aromatic earth
sometimes they cling impatiently to each other
‘owr shadows. . .

just like flowers intoxicated with the wine

~ of last night's dew

as though in their bitter separation from us
they eagerly murmur melodies

which we force angrily back into the silence of

our breasts.

But, ! :
far from the shadows,
unaware of tdles of thelir attachments,
their separations,
their unions,
our weary bodies in their stagnant standstill. give
shape to 1life.

At night on the damp road
how often have I said to myself
does l1life within our shadows assume colors, or
are we ourselves the shadows of our shadows? i)

O.you thousands of wandering spirits, .
sliding about me on the waves of darkness
where is my shadow?
"The light of terror gleams in the crystal of
my silent cry.”
where is my shadow?
where 1is my shadow? J
I flon't want °
: for a moment to separate my shadow from myself
I den't want
her to slip far from me on the paths, or
fall heavy and weary under the feet of passers-
by.
Why must’' she in her searching confront the 1lips of closed
doors?
Why .must she rub her body against the door and wall of
every house?
Why must she travel hopeleasly in a cold 'and alien land?

0. . . 0 sun \
why do you keep my shadow at a distance from me?
I ask you:



2N

Is darkness pain or pleasure?
Is a body a prison or a field of freedom?

k What is the darkness of night?
Night is the shadow of whose black spirit?

What does the sun say?
What does the sun say?
Weary
Bewildered
AstonisHed
I race down the road of endless
v questions.lé

This poem poses severa/l questions about the nature of
appearance and reality. The world of shadows may be
interpreted as a symbol of the subconscious world .’/
The first verse implies that the poet seems to imagine
the subconscious world or the dream world as having
an almost independent existence. Shadows which are

f:result of

very much part of individuals are:lost as a
.the fear of the individuals to come to terms with the
i:}ratlonal In the refusal té face the other side of
1ife, the shadows become the ost lives of people who
become 'weary', and'stagnant', In her desire not to
be logst from her shadow, the poet seems to make an
attempt to confront "and overcome the subconscious,

to harness it rather than let it assume an independent
existence of its own. In her effort to retain
integration of being, Farrukhzad finally turns to the
sun for an answer but 4n her bewilderment she does

not hear its reply nor see its light. G.Tikku'!s comment

on the above poem is as follows:

Furugh therefore gives identity to the
shadow, which at a different level is
also symbolic of evil - the shadow of
virtue. From a different dimension
shadow becomes a transient life, the
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sensual temptations, which must perish
in the light of eternal and real life.
Yet it is a means for and a reflection
. of the real. In this sense Furugh
goes back to Hafiz's concept of merging -
the sacred with the profane.l7? .

" 'The World of Shadows' ‘is by far the most sophisticated
of Farrukhzad's early poems. Its importance lies in
that it marks a clear break with her pre-occupation -
hitherto with questions and problems connected with
her personal relationships and embarks boldly upon

—the—expltoration of philosophical and existential
issues. The poet has at last emerged"frg/m her cage
and flown into a world of poetic. freedom whe;re she
can sing without restriction or hindrance of any kind.
'The nevwly-found freedom is also reflected in the
abandonment of the traditional poetic form for one
which is free, inriovative,”modern and at the same
time technically controlled and accomplished.

It is in this poem that Furigh demonstrated her
potential and promise as a major poet of her time.

Yet, in spite of the technical breakthrough and her
release from the imprisonment of an unhappy marriage,

the poet remains very much a prisoner of 'the world -

of shadows', of the dark subconscious forces of
loneliness and despair, and of the external social
forces which continue to deny her individual !

ident ity and freedom as a woman. It is to. challenge
these forces that she turns to her poetic powers in
her next volume of, ‘poetry.
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1The Revolt' (1957 )8 : —

The third volume of Farrukhzad's poems, entitled
The Revolt is a logical development of The Wall, in
the sense that her earlier attitude of-alienation
and despair are now extended to apen hostility and

defiance towards the forces which oppress her.
Unlike the poems in The Wall, where her feelings

of anguish and resentment are largely internalized,
the poems in The Revolt are, generally spéaking.

directed externally against society add its
institutionalized forms of oppression. Farrukhzad's
rebellion is targeted particularly against the ‘
hypocrisy and obscurantism of the religious
establishment. In this relation, she queétions
fundamental religious assumptions and rejects the
notion of an authoritarian God. This shift in
perspective between the two.volumes of poems is a
reflection of the inner transformation within the
poet, arisiﬁ%‘from a deeper awareness of herself as
an individual and a clearer perception of her place'
in society and the cosmos. ’

The poem entitled 'Slavery' is perhaps the most
important one in the, volume because it traces the
development of Farrukhzad's metaphysical revolt in a
controlled and accomplished manner.lgIt is a vivid
expression of Farrukhzad's awareness that as a woman

in a divinely sanctioned scheme of things, she is as

much a prisoner of God as of the society.
She consequently places the responsibility for her
“

condition squarely upon God, who is conceilved by her
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in terms of an all-powerful, cruel and tyrannical )
being,who drags helpless human beings down "life!ls
tortuous path"to their doom and destruction. .
Paradoxically, however, by the very act of her protést,
Furﬁgh seeks to0 communicate with Him and, therefore; ~
technically speaking, her-anguished cry becomes a

. prayer and a plea to be released from the inexorable

chains- of a meaninglésg existence.

& e

. The opening verses of the poem create the mood and.
+the éetiing of the poem. The poet makes clear at the
outset the alienated condition of her self and the .

" rebellious state of her mind. She is determined to
£811 God her "dark dismal story" and to interrogate
Him about the absurdity of creation:

On my lips a mysterious question casts a shade,
In my heart lies a restless and life-burning pain,
The bewildered secret of this rebellious soul
I want to set forth with you today.

*From the threshold you banish me, yet as long

As I-am here, servant,and you are there, God,

My dark dismal story shall not be a tale

In whose end and beginning you are uninvolved .20
In ‘the next five verses, Farrukhzdd paints the picture .
‘of human life as a painful and endless journey in a
cold, dark, empty world, seeming to her devoid of
purpose and meaning. Her attitude towards God is not
one of denial of His existence, whose "unknown
mysterious hggd" she acknowledges, but of a fevered
complaint against the pain and injustices of human
life. There is even a suggestion of betrayal in her ..

realization that there was no more the possibility of
Y

I
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of the One God so dear.,"
s .

At midnight the cradles rock peacefully,
Unaware of the painful migration of man;
Like a quivering boat in the mouth of a storm-
I am drawn by an unknown mysterious hand.

"the grace

\

Faces to me very foreign
Houses atop which fall the star's t& ’
Fear of prisom and.the flashing of chains,
Tales of the grace of the.on% God so dear,

1 £
The cold breast of earth and the gravestone,
Every hello a dark shade's address,
Hands empty and there 'in a distant sky —
An ailing and fevered sun's yellowness.

An endless search and a struggle vain,
Road dark and feet weary of the way,

No sign of fire on the summits of Tur,
From behind the closed door no ansyers conveyed.

L]

Ah. . . does my lamenting reach you? .

To break-self-worship's cup upon the stone,.

Sit with me, me mortal, for a time,

And drink life's pain from the 1ip of my ode. /-
Having invited God toglisten.to,her 1ament,uF§rrukhzid
questions the notion of ‘freewill and determinism by
describing her coming to the world as a prisoner from
the very noment of conception, a product of "one
pleasure-filled night" without having the freedom to
choose her parents, her own idqﬁiity and "a fzfm for

myself": .

What am I? The child of one pleasure-filled night,
A stranger thrusts me on this way:; . .
Once a body entwined around body,

And will-lessly into this world I came.

&
When did you free me, so I could choose
A form for myself, with two open eyes? - ”
To name for mother who I will,
Set foot on the path without captive ties.

-

o
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I came into life,in your world to be
The issue of two bodies' burning bond;

When had we met before, you and TI?
I came into life without "I" having dawned.

Farrukhzad then proceeds to trace the evolution of .
her relationship with God through the years of
childhood and youth .She recalls the religious
instruction she meceived as a child, replacing ‘the
songs of her infancy, the first stirrings of thought
and imagination and exploration of the world around
her. She is continuously in search of knowledge and
truth,"breaking the branches of mystery" and tearing
from her feet "the chains of dark", until the time
she—asgked - herself the all-important ontological
question "what am I?" .

- ~— .
P

Days passed and my eyes filled with blackness,

The dark of your foot's long blind nights

Days passed and my ears were filled with your voice
As the song of the'lullaby died.

%

"Childhood" flew off towards different skies,
Like swallows of colored wigg;: .

. Of itself, in my mind the sggd of thought stirred,
At the door a visitor's’ unannounced ring.

I ran in the deserts of--fancy,

Drunken I sat by the side of springs; -

I broke the branches of mystery, but
Each moment a branch from this bush would spring.

My path led to distant fields and plains,-
On the tide of my thoughts was I borne;

In the heart of the wandering waves I ept,
From my feet the chains of the dark I e.

v

Finally one day I quietly asked:

What am I? From where do I come?

If I amn completely the warm light of life, .
»Which sky of the secret do I radiate from?

"

9
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¢ This questioning of the origin and meaning of 1ife,
v led the poet (it is not clear at what age but most

probaﬁiy in the later paft of her adolescence) to the
conclusion that she herself was ﬂpothing. nothing
-from head to toe", and ,that the creator of mankind

is a cruel and oppressive God, who deceives and
punishes them unjustly, dragg%ng them down to the-
fires of hell, 1ike so many cattle being driven to
slaughter: __

Fear followed that secretive answer - ,-
I set out on a dark twisted road; -
A shadow you cast on that "end," and I knew

- I am nothing, nothing from head to toe.’

A shadow you cast on that "end," and your hand ~—o

Held a rope around people's necks ensnared;

You were dragging them down life's tortuous patHh,
0 On futility's vision their gaping eyes stared.

You -were dragging them down the path, and reciting:
May the fire of hell be the infidels' toll!

Who chooses the devil in place of wme,
May the fire of hell burn his soul! °

In the final'movement'of the poem, Farrukhzad

takes her complaint to a higher level of sophistication

by arguing that the devil himself is created-by

God, and therefore rejecting the notions of sin and -

responsibility. If in the poem 'The Sin', male-female

relations are inverted, in thisnpoen;tpe functions of

God and Satan are reversed, and so is Furugh's

allegiance. It is God who is guilty and Satan who is
S innocent. This conception of Satan ‘is not’uncommon‘

in poetry and is reminiscent of John Milton's view of
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Satan in Paradise Lost as well as.some Safl M
poets such as RumI who maintained Satan's innocence
and purity of intention for having refused toibow

4

down to anyone but God. .

It was you who created this devil accursed,
Made h'im a rebel and towards us him drove;

—It was you, it was you, who from the one flame

This demon'created and set on the road.

As soon as our eyes met the eyes of 1life
We met up with sin, this ambiguous name;
Sin you created, it moved of itself,

. Rushed in upon-us, and sin we becanme.

Would we, were you and your kindness with us,
Leaning or love for the devil know?

Would sign or sound of his footstep still be ,
In this teaming and raging rebel soul?:

You steadily draw us into the grave

"So you can say, "Thus I can tread;"

And so that we will be but the stage of your power
You're the cold iron sledge on our head.

The above poem makes it clear as to why Furugh

and her poetry invited so much criticism and hostility
from the more traditional and ‘conservative sectors of
Iranian society. The explicit treatment of sexual

"themes in her earlier poems, followed by her outspoken

rejection of the notion of a just and caring God in
her subsequent poems, could not but have elicited the
censure of many critics. What _is unusual, however,
is Farrukhzad's utter frankness and courage in an

environment in which the forces of tradition were o

deeply entrenched and powgrful enough to bring down
the government. It is important to"note in this
context that Furugh was not the first Persian poet
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to sound s;ir a note of radical religious dissent;

in fact, s acknowledges her debt to the most famous
poet of philosophical sceptieism in Persian literature
by prefacing her poem with a quotation from- -

®Unar Khayyam:

v

Into existence, helpless, first He fostered me

Adding nothing but at my life my great perplexity.

Reluctantly we've left, and never do we see

In this comlng. living and leaving, what purpose
there might be.21

According to Girdhari Tikku, the poems in Thé Revoltb,
though still charged with passion, bear a seal of
maéurity which comes from the acceptance of the human
con“dition.22 Furugh has certainly_come a far way

from The Captive, where in the poem 'Face to Face

with God,' she entreats God to save her from sin and
corruption. In The Wall, sin becomes externalized

into shadows and in The Revolt, God becomes the source
of shadows. The 'externalization' process of sin is
complete, and with it there is also a process of self-
discovery. In the first volume,the poet experiences -
conflict through internalized social values of N
femininity; in the second volume, she ignores them by
acknowledEing their relativity; and in the third volumse,
she attempts to come to terms with universal
contradictions of existence. Furthermore, by
addressing God as her equal,Furugh introduces the -
mystical element of €hé Informal address in Persian
poetry where God is the 'Friend.' Her dgsire and
search for a fuller selftrood is inextricable from her

—
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desire to have a better relation with God.
The hunter-hunted relation is as despairfing with
s it is(with man. However, shg_stops short
of the\gﬁgi,formula of 'I am You,' but laments
about 'You are too much I' and wants to be just 'I'. ,
It is interesting to note that the mystical
alternative of 'I ambYou' was no longer the only
alternative open to overcome the over-socialized
self, but there- -was an added secular alternative of
'T am I.! 23 X , _ o
- .
Another important poem of the third volume is '
entitled 'A Poem for You!' gddresseq to her son whonm
she was forbidden to see. Here she is- painfully
aware of being a’ 'stigmatized woman and of the denial
of her rights as a mother. She admits that her
poetry is concerned with protest - a deep-rooted
protest. She also refers to social hypocrisy, and
« the reference to the'ascétic and sanctimonious group
in the devil's nest"can be.viewed as a reference ,to
the clergy. The comparison of the'"ecolourless,
scentless and dry desert bramble"with the aesthetic -
“ubdroseappears to be a reference to the pleasure
anxigty of the clerical religion as opposed to music
and jother such pleasures of human life: -

4

S 2

A POEM FOR YOU

I write this poem for you

On a thirsty summer's eve,

‘Halfway on this ill-starred road,

In the old grave of this endless grief

s
Lt
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This is the.final lullaby ’
At the foot of your cradle’of sleep

The wild hue of this cry perhdps

Through the sky of your youth will sweep .,

Let the shadow of me, the wanderer,
Be separate and from yours far
If one-day we are joined again
No one but God shall stand us apart

Against a darkened door I've leaned
My brow with pain compressed;

Over this open door I run

My cold,thin fingers in hopefulneSs

I.was the one branded with shame

Who laughed at vain taunts and cried:
"Let me be the voice of my, own ekistence!l"
But alas, a "woman" was I

When o'er this confused and beginningless book- -

Your innocent eyes are drawn,
You will see the rooted rebellion of years’
Has bloomed in the heart-—of every song

Here, the stars are extinguished

Here, Qz;i angels all weep o

Here, {the blossoms of tuberoses .
Less price -than desert* brambles reap

Here at every road's end there sits
The~ demon of shame and hypocrisy
The aurora of morning's awakening’
In the darksome sky I do not see

Let once more my eyes be filled
And brimming with drops of dew;
I've so lost self, I gﬁﬁ?wfﬁe veil.
From, Madonnas'-faces, pure of hue

.1 am torn from the .fhore of .good repute

There shines in my '‘breast ‘the tempest.'s ‘star -

The range of flight for my anger's flame
Is alas, the space of this prison dark

Against a dd&kened‘door,I've leaned

My brow with pain compressed; —
Over this open door ‘I run

My cold, thin fingersin hopefulness

.
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This ascetic and sanctimonious group

Is nbt easy, I know, to contest;
Your city and mine, my dear sweet child, .
Has long been the devil's nest

The day will come when ruefuldy

Your eyes o'er thisR pained .song will play;
In my words you'll search for me

And inwardly "She was my mother" sayZ<4

_ *
Despite the bleak and pessimistic mood of the poems ;
in The Révolt, the book ends on a hopeful note with -
the poem entitled 'Life,' which is & re-affirmation —
of 1life and an acknowledgement that it is the other
face of death:

~

I rgﬁret$a11 those days of my anger .
wvhen I was an enemy to you, .
and believed your call to be pointless
and paid you no heed, and wasted you

And forgot that you are what endures
'while I am running water that moves on
Lost in the evil dust that must fail,
death's dark track is what I walk upon

Ah, o life, I am & looking-glass

You are what fills my eyes with sight
But if death should gaze in me

the face in my glass turns night

I'm in love, in love with the morning star

in love with the clouds floating past

in love with rainfilled days - - -
in love with everything in which your name's broadcast

-

With my thirsty being I drink

from every incarnation of your fiery blood,
and so deeply take my pleasure from you
that I call down the wrath of your God 125

v
If Farrukhzad starts her 'revolt!' by rejecting an

authoritarian God, she ends it by an intense

- L gfe—
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affirmation of life. What she rejects Ih reality is
a repressive interpretation of religion which stifles
rthe inherent possibilities of human growth, ;
particularly ofathe‘iemale sex. In her rejection

of the outward'aﬂﬁ'institutionalizea forﬁs of religion
and her celebration of the beauty and wonder of the
natural world, there is the possibility of rebirth,
and perchance - had Farrukhzad lived longer to
realize it - even the possibility of a reconciliation
with the Creator of the world.

.-
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CHAPTER FOUR ©

o

ANOTHER BIRTH

I

It was noted in the previous chaptér that Farrukhzad
attained a éymbolic reversal of the male/fqpale roles -
in the social order and the good/evil roles in the -
cosmic order. Her rebellion as a woman thus assumed

the character of:.a metaphysical rebellion, and

sexuality became & medium through which the rebellion

was symbolically expressed. Thersafter, glimpses of

the sun emerge on the horizon of her later poetry

which appeared in Another éirth and a posthumous

volume of poems. The poems quoted in the first

chapter; which appeared in these two volumes, indicate
.that 't,he symbols of chao’, darkness, death and de\cay ®

do not disappéar from her later poetry. However,

there is a significant change .in the locus of the

chaos from the individual to the social, implying -

that the chaos within is a resul? and a reflection of

the chaos without. With this awarenesﬁ, Farrukhzad

comes to terms with herself and attains a kind’of
'self-integration' which she terms 'Another:;Birth' or "'’ .
'Rebirth, ' o .0

Another Birth was published four to five years after
The Revolt. It signifies a re-affirmation of life .
and &t the same time an acceptance of death and decay.
Flashes of 1ife emerge and co-exist with death in the

o
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traditional space of 'family life' in order to-

poems of this volume; to her the world ﬁppears as an
embodiment of both 'eros' and fthanatos.' This chapter
will deal with Farrukhzad's attempt at a 'rebirth!
th;ou&h her re-affirmation of life and acceptance of
death at three inter-related levels - the individual,
the social and the universal. The 'rebirth' is
inevitably painful and traumatic, *but rnot without
intimations of hope, love and union, almost of a
mystical kind. .It would not be wrong perhaps to
suggest that she attains a kind of 'fana'' by
overcoming her prior self and trangcending to a new
plane of personal and social awareness: Her own
critical self-evaluation of the earlier poems:

test ' fies to this transformation:—
, x

I don't. ’know if these were poems or
nots: I only know that there were
many "I's" in those days, and they
were all sjincere. And I Know that .
they were all very easy. I was not ~ : -
formed yet. I had nqt found my own _ ,
language,.my own form and intellectual o
world. I was in the. small and narrow“ . S
‘environment called 'family pJlife.’

Then suddenly I was emptied of all
those things. I changed my . .
surroundings; that is they changed
naturally and by themselves. /
The Wall and Rebellion are in fact

a kind.of despairing struggle bgtween
two stages of (my)release. The latter
is the gasps of breath before a Jind
of release.l

=T N .

In Another Birth, Furigh becomes. consc.ious. 6f social
forces as the source of her cbnflicts.‘ She thus S
decides to break out of and empty herself of the ‘

. ) s ~ . N v - . -
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" and sometimes the height &f resurrection.‘

'poets of her time.

,S.Sallee.

9
attain'selfarealizationtihrough self-expression on a
broader scale. In the process of breaking out of
confined space, she fills herself up with external
and natural forces, she finds a renewed relation
with nature and close identification with humanity,
and she begins to see herself as part of a larger
whole: v

I think a person involved in artistic
work must first of all create and
perfect himself, then emerge from
himself and look at himself as one

y unit of being and existence. so that

he can give all his perceptions, . s /
‘thoughts afd feelings the tenor of °
universality.?2

- ]

) ponseqﬁently, the poems in Another Birth are full of

enormous spatial movements, movements of negation ,

and \affirmatien; sometimes the depths of disintegration
These, poeme
testify to the enormous distance that .Furigh attained

from her prqmious self and the inner growth that . %
elevated’ her stature to that of one of the leading. ‘
This is very appropriatély

captured in the sketch on the cover of the English -
version of Another Blrth translated - by H. Javadi and

The illustration depicts Furugh standing

by the foot of a grave, yet- significantly 1ooking

away from it. 1In the background, the ‘trees growing '

from the graveyard are ‘transformed into the' figure

of a mountainous' woman who dwarfis the figure of the
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woman in the foreground and looks to the distant
horizon vhich she can now see from her elevated
& position of oneness with the mountain. She is
depicted in the sketch as being born anew, having
erupted 1ike a volcano from within the landscape.
In contrast to this illustration, her dual or splf{
personality is well expressed in the cover designs
-of the Persian editlons of the volumes of poetry,
where only half of her countenance appears on the ‘
front and the back .covers. These two halves appear
to be symbolically separated by the poems in between.
The, format of the books suggests that the poems are:
like‘an umbilieal chord, nourishing her growth from
her previous incomplete- self to the authentic other:
a a ', e
’ § A There is a consensus amongst critics of modern
( “ Persian literature that with the publication of
.Another Birth, Farrukhzad attained. her: own independent——-
S and char;éieristic’stylistic maturity and became -
recognized as one of the leading poets of the country.
. _A detailed study -of her poetic form appears in
' Mehri Bharier' 8 thesis where Farrukhzad is- classified
" according to Muhammad Huquqi's categaries of ‘modern
.“poets.3 HoweVer, Furugh herself, maintained that
the content, of poetry was more important for her
than the form. "The thihg that is set forth in a
poem is not its form and structure, it is its content,"
and if the content is such that I, in ny own_ age, feel
I can relate to it, then, ‘based on this it is one- :
hundred percent poetry." 4 Elsewvhere she asserted:

-
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"In my opinion the time has now passcd of sacrificing
meaning for the sake of payiné homage to the meter."5
Poetry, according to Farrukhzad, should be an
articulation of° human problems and a reflection of
life, and it therefore ought to embrace the o ‘
characteristics of its time. Accordﬁngly, one of her
favourite poems’ was,Shamli's 'Poetry that is Life.' ©
Farrukhzad did not consider poetic form unimportant,
but she felt ptrongly that it should be determined
by‘the contentf\ Ardavan Davaran o%;prves that the
most dlstlnctive feature of modern Persidhmgggtry,
that of flexible rhymlng patterns within a given yoem,
is m1531ﬂg for the most.part from the first three
volumes, which he c¢ons'iders on the whole to be

7

stylistically medlocre._q Baraheni also maintains -

that Furugh's poetry is one of content more than of
form, ‘particularly of feminine content, 8
The controversy that her early poems prqvoked wa's

no doubt due to the content of her poenms, thaf'is the

'ﬁreéence of the fcminine expression of love and
. sexuality. already dealt with in Chapter Three.

In Another Birth, the controversial content does not
disappear but merges w1th g broader social dimension.

°

The broadening of themes is accompanied by a
breakthrough in form and style. Bharier observes

that Farrukhzad used both the traditional as well as
the modern poetic forms effectively in Another Birth 9
Massud Farzan remarks that, "In Forugh's poetry. "the
simplicity of language is not a device, but the

v e
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’ ineritable expression of & mind that has consciously"

_“thrown away the embellishments of adult fronts .and
. fantastes."'0 To Kadkanl, on the other hand, the
decisive and distinctive characteristics of Furugh's
poetry are her way of presenting images that vivialy
and exactly portray the abstract view .of the poet and _°
a combination of-simplicity ahd conversational
informality.ll <

——— -
 ———

’

e

"An Individual Amidst the Fragments of the Self
In Another Birth and in Let Us Believe in the°
Lo Beginning of the Cold Season (Posthumous Poems),
' amidat -Farrukhzad's fragmentary reflecfions on the self,
G R ' _v_arious stages of ner life can be cleéarly dei'l.lneatsd ‘
Another Birth begins with—= ‘poem entjtled 'Those Days'
, which is a reminescence of childhood 'in what
y .Massud Farzan refers to as disj01nted cinematographic
C images.l2 According to Bharler, some parts of the
poem reflect the limited 1life. ‘led by girls in Tehran.
In 'Those Day, ,' the poet identlfles childhood and
. puberty with- atural exhuberance, ‘and expresses

13

nostalgia for the early years of her llfe when the
Imagination was unfettered: :

It.was-as though, within the pupil of :my eyes,

there lived a restless rabbit of joy

who: every morning, with the ancieat sun, .

would go in search of unknown fields, : 1
+ and disappear each night into the woods of darkness. 4

>
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" ‘'were 'as follows:
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®

The above lines cdnveylﬁhe-free-adgenﬁurous spirit

of childhood. .Similarly,,ln sﬁbsequent verses of the
poem, she describes her -growing-up and awakening to
pubertx as a process of joyful diecovery of herself
and the world around her. 1In the last stanza, o
however, the innocence of puberty is suddenly uprooted
and everything comes to an end as she looks back -
upor~her past: . e '

—

Those days‘are gone

Those days like plants rotting in the sun.
rotting from the burning of the sun.'

Lost are those alleys giddy with acacia's perfume
lost in the clamouring crowds of one-way streets.
And the girl 'who used to colour her cheseks

with the petals of -geraniums-ah,

now is a lonely woman, ’

now is a lonely woman.

-
L

Furugh's ‘comments on her own adolescence and youth

I e

I feel that I've lost my life, and I
know less than 1 Bhould know 'at the age
.of twenty-seven. Perhaps the reason is
that I have never had a clear-life.
That ridiculous love and marriage at

" 'sixteen have shaken- the foundations of

- my future life. '

. I have never had a guide in ‘14fe.

" No -one has educated me intellectually’
and spiritually. Whatever I have,

I have from myself, and whatever I don't
have are those things which® I could"
have had, but which .I was barred from
,attaining by lack of self-understanding,

" by going .astray, and by the impasses of’
1ife. I want to begin. My wrong-doings
are not for the. sake of wrong-doing.
They are due to a etrong feeling against
futile acts of goodness 15
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In mény of ‘Farrukhzad's poems, adolescence and youth
are identified with death. _Below are some verses
which identify adolescence and youth with death,

in contrast to childhood which is identified with a
life of wonder and innocence. According to Bharier/(
the last stanza quoted below reflects the restrtctive
atmosphere of Furugh's home and her belief that ‘the
beginning of the schooling process wasg the first

t : step in her loss of innocence:

O age of seven

O noment of wonder at departure .

After you, whatever has gone, has gone .
in a throng of madness and ignorance .

After you, the window which had been
a luminous and fully living connection
-~ between_,us and the bird .-
between us and the breeze

G . broke :
. broke

""" broke
After you,that clay doll —_—
which said nothing, nothing but water, water
was in the water drowned,

)

After .you,we killed the sound of the crickets

and fastened our hearts to the sound of bells

which nose from the letters of the alphabet
and to the sound of the factory whistles.

After you, our playground was beneath the table,
from beneath the tables

to behind desks

and from behind desks )

we reached the table tops

and we played upon the tables.
‘and we lost, we lost your color, O age of sevend?

—
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With reference to the overwhelming presence of death //’/\\
in her poetry in general and with particular reference

to ther poem entitled 'Let Us Believe in the Beginning

of the Cold Season,' Bharier suggests that

Furugh's sudden death may have been an outcome of a
deathwish and,therefore, perhéps a pre-meditated

suicide.18 Eliz Sanasarién poses a few questions in
relation to the proneness of present day Iranian

Mujahidin women to self~-sacrifice and their readiness

to embrace death:

Indeed there is a need for a comprehensive

T~ study of why these women long for death.

Is it a way to express their personal
discontent with 1ife? 1Is the glorification
of death’a cultural trait? Does it stem
from the teachings and socialization of
Islam? Does the women's youth make them
vulnerable to martyrdom?19

Although Furugh was neither a martyr nor a mujahld,

nor is there any conclusive proof that she entertained

a deathwish, Sanasarian's questions are pertinent in *
relation to the overwhelming presence of death in her
poetry. Many poems in Another Birth indicate that Furiigh
seems to connect death with the socialization process

of traditiondl inhibitions which she encountered as

a woman in Iran, implying that it is a negation of

the female personality. In breaking away from
traditional inhibitions, Furﬁghtdiscovered life anew

in terms of personal fulfilment in a heélthy‘interf
personal male/female relationship which fell -outside

the traditional confines. Howevef;Agt a deeper leve},

{
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she also identified the process of modernization with
death. While tradition represses naturai,spontaneity

in the individual woman, modernity conquers nature and
human .beings as well, since it leads to mechanization of
life and alienation of man from nature. Whilst
tradition confines women to timelessness, modernity
obJectifies them and confines human beings as a whole

to loneliness. Tradition is death at the individual
level, while modérnity is death at Ehe gocial level.
A;/gimes Farrukhzad's attitude towards modern society
and her moods$ of déspair are very similar to those of
the existentialists. %Sr attitude towards modernity,
however, is as ambivalent as that of other Iranian
intellectuals. Like them, she seems to espouse
moderni€; on the one hand and at the same time to reﬁect
it. In fact,in her volume of posthumous poems, these
two attitudes are sometimes fused together. \\
Two metaphors which are recurrent throuéhout her later
poems and which are interestingly and significantly
linked with childhood are the 'window' and 'connection.'
The window is the connecting link between herself and
nature, an opening through which to see the outside
world and thereby escape from the confines of her
childhoga. The end of childhood is identified with

the shattering of this 'luminous connection.' "It is
this window- of awareness that Furugh desires in many

of- the poems she composed in her later period.

In fact, one of her later poems is enbitled 'W;pdow' :

A window for seeing
A winpdow for hearing

"A window which like the shaft of a well
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. extends in its depths to the heart of the earth :

and opens towards the expanse of this blue and recurring
kindness. -

A window which £ills the 1ittle hands .of loneliness -
with the nocturnal gift of the generous stars' perfume
From there one can’ invite the sun .
to the estranged geraniums- :
One window is enough for me 20

&

»

-

—\ . The: 'luminous connecticen' is first disconnected by

) schooling gnd then by the onset of puberty and youth?
as described in the following versges from 'Window.'
These verses evoke a general atmosphere of oppression,
cruelty, berrenness..unhealthiness and- artificiality
in which Furﬁgh grew up; it is an atmosphere in which
the innocence -of childhood is crucified and. the dreams

¢ @and aspirations of youth are reduced t6 dust:
o .

-~

o I come from the 1and of dolls

- from beneath the ghadows of paper trees
in a plcture-book garden,
from the dry seasons of barren encounters with friendship
___and love
in the dusty streets of innocence,
from years of learning the pallid letters of the alphabet
behind the desks of consumptive schools,
from the moment when the children could spell

6 ‘ the word "stone" upon the board ’

and the starlings flurried off headlong. from the aged tree

©

I come from amongst the roots of carnivorous plants

and my mind,stjll, .
is brimming with the terrified cry of a butterfly

that ~they crucified

A in a notebook with a pin

When, my confidence was dangling from the feeble
rope of justice .
and all through the city
’ they shattered the hearts of my lamps
Hhen they bound the childish eyes of my love
‘ . _with the dark handkerchief of the law,
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and streams of blood spurted forth
from the tremulous temples of my desire

When my life was nothing anymore,

nothing but the tick-tock of a clock on the wall
realized I must

must

must

. « love madly .

¢ HMHKH

window is enough for me, o
window for a moment of awareness, and seeing, and silence-

» L]

* P>

In the verses quoted above, the window becomes the

link between Furugh and the world outside;, as well as

a link between the past and the present. She protests

against a°sterile and cruel world, which is full of

"barren encounters," the pain and agonies ®f sudden ,
death;vand where love is blinded. by "the dark

handkerchief of the law". The 'window' of the poem

thus becomes her refuge, her sanctuary, hers

'female space! (discussed in Chapter Two), where ¢

she has the opportunityafor hearing, seeing, awareness _

and silence. There is a desperate desire to escape {//
/

from this world through love, for she realizes that

only through love can she hope to overcome and transcend
life's harsh realities.

Another interesting glimpse into Farrukhzad's

adolescenceé and youth is afforded by the poem 'Friday’

which formspart of Another Birth. Ii this poem, the,
process of death and decay is expressed in terns of

time and space, Friday being for her a fruitless and
lifeless period of thé week, and her house is'iike a .
tomboiﬁ which she is confined, wherg even the ligh#

of, they sun does notﬂpenétrape: 5
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FRIDAY

Friday of silence
Friday, deserted .
Friday like old, sorrowful streets

FPridey of sick, languid thoughts

Friday of long, noxious yawns
Friday without expectation
Friday of resignation

Empty house

Depressing house

House with doors barred to the onrush of youth
House of darkness and dreams of the sun

House of solitude, divination,and doubt e
House of closets, curtains, pictures, and books

¥* *

Ah, how proudly and quigily it passed! S

My life, a strange streanm o

in the heart of these silent, deserted Fridays

in the heart of these houses, depressing and empty,
Ah, how proudly and quietly it passed. . . 1l

Michael Hillman observes that the poem 'Friday' is &
bitter-sweet nostalgic recollection of an Iranian girl's
youth in the pre-revolutionary period:

! . . . one begins to seé the poem as a

characterization of an Iranian girl's
adolescence, a period of time where
society stifles feminine-sexuality so
that a girl will remain a virgin until
narriage. In Iran, Friday is the weekly
day off, the sabbath, a day (in post-
Mosaddeq, pre-Khomeini Iran) of window-
shopping, “visits to friends and relatives,
.and pienics, except for the unchaperoned

v teenage girl. For her it can be desolate,

full of daydreams only, as she has to
stay at home with doors physically shut
" against "the onslaught of youth" and
youthful sexuality outside, 22 ;
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Perhaps in no other poem is the theme of death and
décay explored with such obsessive single-mindedness
than in the poem’ entittled '"The Lagoon'. This poen
is also remarkable for its dream-like; surrealistic
and almost nightmarish quality, which defies
analysis and explanation. At the same time, it
demonstrates the poet's ability to fuse diverse
thoughts and images into an integrated poetic unity.

- 'The Lagoon' is comparable to some of the finest
symbolic poetry in Western literature and is
3llustrative of the emerging poeticand technical
maturity of Farrukhzad in the poems she wrote
’shortly before her untimely death.

The title o‘?f the poem calls for a brief explanation.

"The translation of the Persian 'Murdab' as 'Lagoon'

does not convey the connotations of the original

which is actually a compound word consisting of two

words, 'murd' and 'ab', literally meaning still wa‘ter.,._

However, Furﬁgh uses the, term to mean dead water;

it is an enclosed pool of stagnant water with no

water coming in, ndr any water flowing out; a swamp ,
"~ characterized by disease, corruption and the stench

of death and decay. These connotations conveyed by

the title are identified in the early part of the

poem with the person of a woman, part of whom is

already dead and the other part engaged in'a

Odespera{;e struggle to stay alive. The term '"Murdab'

may therefore, be interpreted as a symbol of the poet's

"own mortal struggle with the forces of life and death:
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The night went black and grew diseased
Insomnia took over, the eyes were seized

The eyes, alas, that never cease to see ¥
That know, alas, no other way to be

He came to me and found a field of death
Found me waiting, an old and longheld breath

He saw that wasteland and my isoclation. ‘
Andymy moon of cardboard, my cardboard sun .

An aged fetus struggling with the wombdb
Its nails clawing at the walls of its womb

Alive, yet yearning 'to be born from her
Dead, the deathwish living st11ll in her?3

The dream-like setting of the poem is establishgd,at‘
the very onset of the poem, with the subject caught

in the twilight zone between sleep and wakefulness
fighting to extricate herself from a womb and yet

longing to be born dead. The Jast two verses may be

regarded as an expression of the agonising conflic

of & woman in the situation of 'not-yet and nevpr-more'.24

t

That the conflict is connected yiﬂh traditionally

defined inhibitions pertalning to female sexuality
and the resulting consequences is apparent in the
following lines: L

Selfish with the pain of the self-denier
Worn'out struggling against sleep's barrier

My laughter saddened by futility
My shame at such a futile qhastity

Exiled because I gave my heart to love
Death's stromng passions embt.acing my love

»
- .

> )
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I never qmiﬂ my roof to claim my right ‘
And watched my execution from that height \

. . An earth&orm burrowing in musty ground
9 ,Her. kites in purest heaven sailing round

o Half of her secret, from herself hidden
* And ashamed of hisﬂface, simply human

Yet addicted to tHe scent of her mate
- - From street to street she runs, hunting her mate

Sometimes finding him, but. doubting .it's he
‘-,Her mate, someone lonelier yet than she

Both trembling and fearful of each other
Ungrateful, bittertongued to each other

Thedir love a madness that must be condemned . ¢
Their union a suspect dream that must end

The poem then takes a turn whereby the deathwieh is

replaced by a lust for life, a desire to flow 1like

a rivulet, which.is portrayed in vigorous, sexual

ée:ms, a rivulet where each bubble-or droplet of

er reflects the light of the sun. The flowing ,

S river is a contrast toéthe .8tagnant water of the
swamp. The reference to the deer may be interpreted
as representing innocence, - or, perhaps childhood or"
freedon, standing at the threshold of the two .
possibilities- offered by youth - the "sleep of the .
sleepless one" or the "unexhausted image of the sun" ., -

0 if my path to the sea might be found .
I'd never be fearfulthat I'd be drowned ‘ .

‘ When the lagoon's water hasg lost its flow
-- It goes stale, stagnating and sinking low

Its soul becomes the empire of decay
Its depths -a,tomb where fish decay




g
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'Deer, 0 deer browsing

‘is

free in tﬁe_field B
If, near crosgroads that wildflowers conceal '

You sometimes find a singing rivulet
That meanders towards the sea's violet

She's riding the “chariot of her flood

She's flowing like 3ilk on the moving flood

Fingers laced -in the mane of the wind's horse . -
The red soul of “the moon trailing hér course

Parting grassy green thighs ‘in acquiscence‘
Stealing from bushes their virgin fragrance

Overhead, as in each bubble's reflectibn*
The unexhausted image ‘of the sun

Remember that sleep of the sleepless. one.
Remember that dylng in the lagoon. -

It seems , that the stagnant “goon and all ita _
conndtations of decay and death, reprgsent the ascetic
stifling’ of feminine instincts and hence the suppression
of possibilities .of love, freedom and happiness.

This is then juxtaposed against the fregvflowing
torrents of human love with its.dinvigorating and
liberating\power, described ih vigorous_sexnal imagery.
The success of this poem lies mainly in the impact of
this contrast and in Its powerful indictment of the
antL-feminlne, social and religious forces encountered

#

by Farrukhzad in her ‘own life. _

. N
Another -poem about the painful awakening to realities
'The Green Illusion,' which deals with the theme
of unfulfilled sexuality, although it is not clear
which period of her life the poet is referring to.
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- to signify one of the parapharnelia used by an

-However..ﬁhat is important in the case of this poém

is not its biographical context, but the manner in
which Furugh was bold enough to give expression to -
intimate feminine experience, which few Women poets ' v
have ever written about with such openness and =~ '
frankness. Unlike many other poems of Farrukhzad ‘
concerning sexuality, this one cannot be regarded as
being necessarily culture-specific but as giving

' voice to a universal aspect of feminine &xperience:

)

I wept in the mirror all day long L
Spring had entrusted. my window oy \

to the green illusion of the trees

My body could not be contained

in the cocoon of my loneliness

and the smell of my paper-crown had po%luted
the atmosphere of the sunless scene,

The first verse sets the stage for the journey in_ ’
search for meaning and authenticity. The journey
begins with self-examination in the mirror and the
realization that'sgring, the. .8eason identified witn“
life, youth and rejuvenation is no more than an
illusioq. In'the _process of ‘re-definition, the self -
1s confronted by two Spaces, "the green illusion of
the‘trees" ahd "the cocoon of my loneliness," the :

: former suggesting the youthfuil promise of fulfilment °* e
‘and the latter indicating the reality bf disillusmn— '

ment and personal inadequacy. The paper crown appears

¥

Iranian bride at her wedding: 7
- : SN ] \i o RS

'””T could not, I could not any longér- -
jhe sound of the street the sound of the birds,

~
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the -sound of - tennis .balls being lost,

the fleeing clamour of children,

the dance.of kites, like bubbles of soap, L
¢limbing aloft at the tip of" a stem of string,

and’ the wind, the wind, as if panting

at the bottom of love- making s deepest dark momenbs.
pressed upon the-walls

of the silent citadel of my confidencs

and through the aricient figsures

-.called my heart by. name

A1l day long my gaze was fixed )
upon the eyes of my life, . -
upon those anxious fearing eyes v .
that’ fled from my . steady gaze ,
and took refuge, like liars, Co ‘.

in the safe retreat of eyelids

The struggle of confronting the self continues and
the conflicting situation is portrayed by the 'two!
selves, one intently watching the other in the
mirror, the other seekfng retreat behind the eyelids
as if afrald to see. (In Freudian terms, the .
confrontation perhaps could be segn a8 one between
the super-ego and the id.) The process of self=-
examination then assumes an interrogative tone,
questing the nature of human sexuality. The desire
to exchapge a rose for the paper crown.perhaps
signifies the search for & relationship unercumbered
by -the institution of marriage: L

.Whieh sumpit, which peak?

Do not all these winding roads . ' .
reach this junction and then end -

in that cold and sucking mouth? * ’ \
What did you give me, O word beguiling the naive, -

0 mortification of body and desires? )

‘Would. it not have been more enticing

to have fixed a rose upon my hair -
than all this falsehood, than this paper crown
that smells upon my head? ]

.
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*Give me- shelter, 0 perturbed lamps, Ce
. 0 bright. and doubt-filled houses ‘ )
‘U1pon whose sunny roofs - S

' trace rapturous embryonic movements

Y depressing ‘hun of "the sewing machine,
" 0 constant contention of carpet and broom .

How I was takén by the spirit of the wild, .

and distanced by the moon's magic from the faith of

the flock!
How great became the incompleteness of my heart,
and how no half ever made this half whole! .
How I stood and watched the earth .
slackening its ground beneath my feet,
and the warmth of my lover's body

not fulfilling my body's futile hope!

In her despair, the distraught woman at last tears
her gaze away fromthe mirror and looks out upon .- .
the world through her window, Her sense of
lof1eiinese is intensified by the sight ‘of a world
seemingly unaffected by her personal crisis and she
longs to be like the "simple, perfect women" who

live a toilsome, depressing and superstitious life
but apparently do not suffer the despair of
unfulfilled sexuality which she feels so profourdly:’

~

Which sumnit, which peak?-

clean clothes flutter in the arms of fragrant smoke
Give me shelter, 0 simple perfect women'

whose fine and delicate fingertips: .
beneath the skin A

from the opening of whose shirts-
the smell of fresh milk forever mingles
with the air :

Which summit, which’ peak? . ] - o
Give me shelter, 0 hearths full of’ fire- [t R
0 horseshoes of good fortune- - ‘

" 0 song .of copper ‘pots and pans in the sooty toil of.

the kitchen,

-

Give.me shelter, 0 greedy loves all - - . g
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whose nuptial beds are adorned.

by the painful desire for existence |
with talismanic water

. And drops of virginal blood 26

L4
- !

- ‘ ‘ . g )
The poet's sense of despair mounts to a climax In_the
penultimate verse of the-poem in -a vivid description
of the poet contemplating death By~drowning, followed
) by a'realization in the final verse that she had let
o- = . excegsive despair take possessionof herself. In spite
of the overwhelming pessimistic mood of the poem,
it ends on a positive note with the poet walking

awvay from the mirror, rejecting death and affirming
) life: ‘ o

v - ' '

" 'Al1l day long, all day long

' ' .cast like a corpse on the water, cast,

I moved toward the most frightening rocks,

0 o toward the deep®st caverms. of the sea.

: and ,the most carnivorous f1ish,
L s . and the -8lender vertebrae of my back
‘ stiffened’ with the sense of death

. * XI.could not, I could not any longer-
the sound of my footsteps rose
ih denial of the road,
my despair had outstepped the patience of my soul,
and that spring, and that green illusion :
which passed by the window, said to me .
"Look , , ' C
You never went forward ,
You went down." :

. 3
) T ¢

Unlike 'The Green Illusion', the poem entitled
'The Oonquest of the. Garden' does not associate love
~ with death and the elements of loneliness, despair

and hOpelessness are not expressed. As indicated by
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o the title, 'The Conquest of the Garden' is a

‘ manifestation of a more positive and triumphant
spirit, a celebration of love which is open, pure
and joyous, uncontaminated or in any way diminished
by a hostile, corrupting environment. The term
'garden' therefore refers to the primordial garden
of Adam and Eve-bef?re their expulsion from Eden,

- whereas, the 'conquest'! is the rediscovery of the
pristine beauty and purity of the garden by two
individuals in intimate physical union. This

- impression is reinforced by the poem'§ pantheistic
undertones:

e . '"THE CONQUEST OF THE GARDEN

The crow that flew o
N over our heads
- /) and plunged into perturbed thought
of a passing cloud,
whose cry traversed, like a short spear,
the expanse of the horizon
will carry news of us to the town

. ¥

» *

" Everyone knows
Everyone knows
. that you and I saw the garden
v .- from that tiny winddw, cold andqstern
and picked the apple from that branch o
frolicking beyond the grasp . ‘

Everyone is fearful

Everyone is fearful, but you and I
joined the water and mirror and light
and did not fear Lo "

The talk is not of a loose bond between two names
nor of an embrace in registry's old pages -
The-talk isof  my lucky hair

. - with the burning peonies of your kiss,
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of our cgndid bodies in playfulness,
the 1 descence of our nakedness

- 1like the scales of fish in water

-

The talk is of the silvery 1life of a song
that the little fountain sings at dawn.

In that green ‘and rippling forest

we asked one night the wild hares,

in that restless and indifferent sea

we asked the pearl-laden ahells,

and on that forlorn, triumphant mountain
we asked the young eagles

what should be done

Everyone knows
Everyone ‘knows
that we've found a way to the cold and silent sleep
of the phoenixes

that we discovered truth in the garden

in the shy glance of a nameless flower

and found existence in one infinite moment

when two suns gazed at one another

a

The talk is not of a fearful whisper in the dark
The talk is of day and open windows

and fresh air,

of a hearth upon which useless things burn

of a land sown with a diffgrent seed

of birth, -evolution and pride
The talk.is of our loving hands
that over the night have built a bridge

from the message of fragrance, and breezes, and light

pa

Come to the meadow

Come to the great meadow

and call me.from behind the breath of the acacia blossoms
just as the deer calls its mate

The curtains are fjlled with a hidden gloon,
and from the heights of their white towers
innocent doves 27 a

cast eyes upon the ground

A. Davaran considers this poem to be a fine example 8
of Furugh's mature verse and he analyzes it stylistically?
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According to him, a metaphorical language takes

command at the outset. The crow broadcasts the gossip

about the lovers to the world, since a crow is

associated in Persian flolk-tales with gossip; its

sound is like a sharp wournding weapon. Unlike the

poem !Sin', here the act is unspecified but implied

by the use of imagery of the garden of Eden and the

forbidden fruit in the second verse. Davaran explains

the light, water and mirror as images from a Persian

wedding symbolizing illumination, purity and good

luck which Furugh uses to sanctify the union of the

’ lovers. In the poem 'Sin!', the legal status of the
couple is not mentioned, but here, Furugh takes care
to deny that their relation is "a loose bond" and also
implications of a formal, legal wedlock. The relation
is a matter of real, emotional and sensual union, and
not just a feeble joining of names in musty record
books. s

»

Davaran interprets the line "what should be done" in
the fifth verse as a reference to Lenin's work

'What is t'o be done'!, and he maintains that Furugh
directs the question to natural creatures rather than
to intellectuals and sociel philosophers. However,
what Furigh seems to suggest is not merely a rejection
of intellectuals and philosophers, but a repudiation
of the whole human race -with its contrived and
coercive social mores in favour of the natural and

-

s instinctive world of hares, sea-shells, eagles and
' phoenixes, in other words, the primordial garden of
Eden. '
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Davaran further considers the, phoenixes of the sixth
verse to be a reference to the” Sihmurgh of cAttEr.
and he maintains that Furigh's use of the imag;.is
intended symbolically to bring the lovers to ‘the level

‘ of perfection which the phoenii traditionally represents.
This idea is further reinforced b& the use of mystical
imagery in the four lines immediately following the

— reference to the phoenixes, in which Furugh talks
about "discovery of truth in the garden," "finding
s existence in an infinite moment," and of "two suns
gazing at one another." At this pajnt, erotic love
is sublimated into a moment of truth in a journey
back to man's origin, the pyimordial garden. ‘

It is in the seventh verse that the poet's perspective

shifts from the idyllie garden to the social reality,
O and makes an appeal for "a land sown with a different
seed, 2 land of birth, evolution and pride," which
is open, free and joyful, without the "fearful whlspers
in the dark"; a country in which love 1s not a furtive
thing in the dark of the night, but a bridge built
across the night into the light. In the last two
conclusive verses, Furugh returns to the vision of

¢ the garden which to her represents the ideal social
order. The poem ends with the image of doves, symbols
~ , of innocence and freedom, in contrast to the image
of the crow, representing social taboos and
prohibitions, with which the“poem opens. Thus,the
rcaptive bird in the corner’ of the cage in Furiigh's-
first volume of poetry, The Captive, attains flight -
in and discovers truth in Another Birth.
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The garden from which Adam and Eve were expelled is
symbolically conquered and the original fall of man
is cancelled out by the distovery of innocence and

love.

o

There are several other poems in Another Birth which
rate love in erotic and pantheistic and quasi-
mystical térms, such as 'Union', ;;kvingly' and

'The/ Sun Bkines'. In these poems Furugh makes a
conpection with the sun and is resurrected into
new_life. From the evidence of 'The Conquest of the
Garden' and other poems in Another Birth,-it is
apparer‘lt that the presence of affirmative feminine
sexuality and its inevitable identification with
rebirth may partly be explained by the fact that in
the searchsfor authenticity and identity, Furugh's
femininity becomes a more immediate part of-mer
experience than her religion or nationality. -

From the Window to the Street

'

A distinctive feature of the earlier po;try of
Furtigh Farrukhzad is that it is intensely personal.
Her earlier volumes of poetry are largely céncerned
with herself and about herself, and she writes of
things other than herself only in so far a8 they
affect her directly as a person. In the poems of

The Wall and Rebellion, Furugh is painfully aware of

social conditioning and expresses much hostility and
def'iance of the society, but she still remains the
subject and object of the poems. Tt seems that she

¥
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was unable to change the focus of her poetry from

a preoccupation with herself to a more detached and
objective examination of the sotial environment.

However, as observed before, the poems in Another Birth
demonstrate a considerable shift in focus and

increased &bility to write about issues other than
herself. This indicates a movement from intense self-
awareness to greater social consciousness, which may-
be described in Furugh's own imagery as a transition
from the 'window' to the 'street'.. A

In connection with the above point, Furugh made the
following observations in an interview given fn 1964: (

f+ . « I do not condone taking refuge in

a room behindwlosed doors and looking
introspectively within- (oneself). I say

that the abstract world of a man must’

‘come a8 the result of his searching,
observation and constant contact with

hig own world. One must look in order

to, see and be able to choose. When a

person finds his own world amidst people

and in ‘the depths of 1life, then he can

always have it with him and be inside it

vhile staying-tn touch with the outside

world. When you go out on to the street

and return to your room, the things of

the street which relate to your personal ’
existence and your personal world remain .
in your mind. But if you don't go out

into the street, -if you confine yourself

(in ydur roon) and content yourself with

merely thinking of the street, it is not
certain whether your thoughts will be in
harmony with the realities taking place -

on the street. Perhaps the sun is shining

in the street, and you still think it 1is

dark. Perhaps there 18 peace and you s

still think there ig war. This state is

e sort of megative withdrawal. It does '
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not deliver a ‘person, nor 1is it
constructive. At any rate, poetry comes
into being from 1ife. Everything
beautiful and everything that can grow
is the result of 1ife. One should not
run away or negate- (life). One must go

, (into 1ife) and experiment - even the
ugliest and most painful moments of 1ife.29

o .

The poems entitled 'Earthly Verses' and 'My Heart
Grieves l&zr the Garden', discussed in Chapter One are
illustrative of the poet's gocial criticism expressed
in an impersonal and detached style. Anéther such
poem is 'Mechanical Doll', in which Furiugh portrays
the a‘i:surdity of the lives of women governed by
social conditioning. The poem attacks the absurdity
and meaninglessness of the role assigned to women ' in
a male-dominated society, and it exposes how women
themselves are deluded to accept this role. ~
The aldenation of women depicted js not that of the,

* worker from his product in the Marxist sense of the
term, but it is the dissolution of the personality
in the unquestioned acceptance of outward forms of
social behaviour, both religious and secular:

" MECHANICAL DOLL

More than all these, ah yes
-« more than all these, you can keep silent

| ‘ *
L]
For long hours you can stare
‘with a gaze 1like the gaze of the dead, fixed,
at the smoke of a cigarette
at a colorless flower in the rug ) N
at an imaginary line upon the wall
You can, with withered fingers,
drav aside the curtain and see
a heavy rain falling in the alley
@ ".a-chfld with his colorful kites
g standing in a doorway
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a dilapidated cart clat'berilng off ‘
hastily from the deserted square p

You can stay there standing
by _the curtain, as if deaf, as 1if blind

You can cry out | S
in a voice utterly false and strange
"I love-"

You can, in the over-powering arms of a man
be a wholesome and. beautiful female )
with a body like chamois spread

with large firm breasts

You can, in the bed of a drunk, a vagrant, a fool
defile the chastity of a love

You can abase with cleverness

any wondrous riddle’

You can work alone at a crossword puzzle
You can, alone, please the heart

by discovering a useless answer

a useless answer, Yyes, five or six letters
You can kneel for a lifetime \

with head bowed, at the foot of a cold’ tomb
You can see God in the.grave of one unknown,
find faith in worthless coins

You can rot in the cubicles of a mosque

like an old reader of pilgrims.' prayers

Like zero in adding, subtracting, multiplying
you can always attain the- same result

=3

You can take your eyes,. in the cocoon of their wrath,

for the colorless buttons of a worn-out shoe
You can, like water, dry up in your own ditch

You can shamefully conceal the beauty of a moment
like some dark, ridiculous instant photo

in the bottom of a trunk

You can hang in the empty. frame of a day

the picture of someone condemned, or conquered,or crucified

You can conceal the crack in the wall with masks .

You can mingle with images even more absurd

You can be just 1ike a mechanical doll N
and view your world with ‘two glass eyes

You can sleep in a cloth-lined box for years
with a body stuffed with straw

in the folds of net and spangles -

You can ery out for'no reason at all

with every lascivious squeeze of a hand:

"Ah, how lucky I am" 30 .
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The poem is a warning of a J.iving death. v
The conditio}'ling is im-keeping with the Iran of the
. sixties, being .a mixture of the traditional and the
A\ modern. The poet starte off by. depicting through
'implicetion the conditioned existence within gpe four
walls of the home where the ’stiffened' #fndividual '
o . 18 oblivious_to the rhythm of 1ife beyond the window
1 -and looks without seeing and hears without™ listening.,
‘. . The second form of conditioning is that of being ‘
.- identified us a product for consumption. The third
form of conditioning portrayed is in terms of
" various tenacious forms of éscapism, in futile mental
games or in religious shrines and beliefs.
: \ ;
,Furugh then refers to the resulting stagnation in
. terms of three images. The first image is the least
numerical value in mathematical terms, namely a zero.:
Secondly, it is -portrayed in terms of the eyes, the
organs of vision and expression.which have turned °
' " into bleached, c‘lolourleSS buttons from an old shoe.
Thej' allusion to decay 1is once more made with the
reference to water drying up in its own ditch. ‘
Thereafter, there is a reference to the conditioned .
.représsion of vital feelings and the, outward covering
up of the resulting emptirness by symbols of defeat --
“the’ "empty frame" is filled by the “picture of
someone condemned, or conquered, or crucified."
Furugh ends the .poem . with the image of a mechanical
- ecorpse unaware of its own death in its Tichly ornate
| o box, perhaps implying a’ coffin. .. Furigh seems to imply
that a static personality is a prison of death.




b

8]

'lived more meaningfuilly,. in freedom and creatiVity,

The messageibf the. poem is that life -ought to be m
not in sterile’ me¢hanical activity. Perhaps this - -
explains Furugh's owrr intense desire to be actively
involved in the creative arts such‘as theatre and |

“ cinema, in addition to her ﬁqetic efforts.

fhe long and satirical poem 10 Beje&giled Land!
(the tite being a reference to a patriotic song)
is highly erit.jcal of varicue aspecte of Iranian
society, and its lack of a coymon purpgose and direction.-
This poem,.considered to be a social commentary, .is '
full of reproachful . references 4o the, bureaucratization
of Pahlavi Iran. According to Furugh . the 'self‘ An

this poem is society, a society‘which is dealing a

deathblow to itself.’1The acquisition of the identity

card in the poem reduces Furugh to a mere number and
enables her to perform meaningless tasks and therefore
does not mean anything: ’ ‘

A
.

I did it - o ' ;
I got myself registered ' :

. .dressed myself up in an ID card with a manme.

and my existence was distinguished by a number

So long 1live 678, issued -from precinct 5, /
resident of Tehran ~§j :

Néw my mind is completely at ease i .

The kind bosom of motherland ©-

the nipple of former ages full of history s glory .

the lullaby of culture and civilizatdon

and the rattling of the rattle of the law. . .

..Ah
‘Now my mind is completely at sase 32.

There is a deriding reference to the poets of the. time

who considered the standard ‘measure of -art as

+

. .

. ’ -
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o absolute-and fixed in ‘the distant past
‘Thé artifﬁciality and hypocrisy of these poets is *
‘,descriqu in the following verse where the "'
~'tra.ciii',ioxw.l symbols of Persian poetry. the nightingale
end' the rose, are transformed into crows .and paper

N ~
=

roses:

- N ?

< - ., In the land of poetry, nightingales and roses
: ' living is a blessing,‘yes, indeed "’

wvhen the fact of your being, after SO many years,.
is approved - - ,

a place where I

with my first official glance see six-hundred seventy-
eight poets through the folds of the curtain

impogtor’s, each in the strange guise of beggars

searching for rhymes and meters in heaps of rubbish

- In the following lines the reader is- faced with a
“,‘~biting oritic#sm og the Iranian intelligentsia who

. are depicted as- hypocrltical indifferent and motivated
s . by their own matefial interests : .

- - Living is a blessing,to be sure
" 4in the home of Mr. Fool-son, instant fiddZYer
and Mr. O Heart-Heart of the drum, clan:of drums,
city, of. superstar champions - legs, hips, breasts ahd
. glossy covers of Art,
.cradle of the authors of the philosophy, “Hey man,
’ what's it to me," ¥ ;
source of Olympic’ scholastic games - ay! !
a place ‘where from every broadcast you turn on,
. "in vyision or voice,
there blares the bleating horn of some young ingenious:
gendous,

and the nation\ intellectual elite
when they gather. in .adult classes
each has arranged upon his breast six-hundred seventy-
eight electric kebab grills - . '
o and on each wrist six-hundred- seventy-eight ™
Navzar watiches, and they know -
. that impotence comes from' an empty purse >
T not from ignorance - .

Lt - . .
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. The podm directly criticizes the Pahlavi régine by a8 =
~. . . ‘reference tao the corrupt‘practice of buying votes and
by linking this practice with the weekly lottery of

a charity organization run by one of ‘the Shal®s sisters:?B“

From tomorrow on I shall, be ‘able
to hold in heart and .mind
like any zealous patriot
a share of that profound ideal.everyone pursues
passionately, and anxiously ,
each Wednesday afternoon - ’ -
v a share of those thousand fantasies born
' of each thousand-rial bill
which you. can redeem for curtains, furniture or fridge
or give some night,
\ in'éxchange . for six-hundred seventy -eight natural votes :
. to 91x¢hundred seventy-eight sons of the native land

’On the whole, the poem . .portrays a society characterized
oby artificiality, greed, selfishness, hypocriay and
corruptlon, a society that has lost its purpose. -and
direction in 1ts headlong rush for modernization and e

quternlzat;on.,

-One of the more remarkable poems of Fér:ukhzid is the
one entitled 'Soméone Who is Like No One.' What is

" 80 distinctive .about this poem is that it is probably
the most political of all her writings. Im .no other
poem is she 8o eritical of the social and political
conditions of Jran .under. the Pahlavi regime.. What is

; éven more unusual abbﬁt the poem is that for the first

T o " time, Furugh openly and explicitly aligns herself ]

" with the Marxisf\br socialist revolutionary movement

"in Iran. These views‘arq not expressed directly, but .-
through the voice of a poverty-stricken child who
dreams of a saviour who will deliver him/her from
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his/her wretched conditions

% '

© SOMEONE WHO IS LIKE NO ONE- C

I 'dreamt that someone is coming
I dreamt of a red star, .
and my eyelids continually flutter ) /
my, shoes, continually pair off . ‘
"may I go blind’

if I'm lying . . . -

I have dreamt of that red star =~ -
éven while not sleeping - .o '
Someone is coming
Someone is coming 0
Someone new - '
Someone better
Someone who is like no one,not\like father, -

not like Ensi, not like Yahya, not 11ke mother .
,He 18 like the one who must be,
teller than the- trees- of the architect's house
his face even brighter .
than the last Imam's 34

"It is significant in the above lines that the young

child connects the deliverer with the twelfth imam

Jof Iranian ShI1®ism without identifying them as duch,
because that 'someone' is brighter and better than

the 1atter.‘ Nonetheless, the function of the
deliverer is similar to that of the hidden imam who,
according to .Isna Cashiri bélief, is expected to'usher
in a world of justice, freedom and peace upon his
return from occultation. The poet has very cleverly:

*  fused'the modern image of a revolutionary herg with

" natural terms through the child's idealistic

the traditional Shi®I idea of the. twelfth imam_ as

“the mahdl or saviour. This impression is reinforced
in the following verses, where the revolutionary-hero-
saviour is portrayed in almost mythical and -super-

I

b
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S ‘He. does not even fear. the brother of Seyyild- Javad
who has gone and donned the police uniform.
- nor even Seyyid Javad ‘himself .
N who owns all the rooms of our house
and whose name it is that mother invokes
at the beginning and end of her prayers:
"0 judge of all ‘judges,"
"o grantor of all wishes"

He reads all the hard words in the third-grade book’

with his eyes <losed

and caen even take one thousand away from twenty million v
without decreasing their numbers

According to Javadi and Sallee, the 'thousand! is a
reference to the ruling elite under the Shah, which
was often referred to as the 'thousand famii}es' and

the number 'twenty-million' is a reference to the
population during the sixties.35 It is clear that
) . . . for Furugh, the poem is a vehicle for expressing the
o ) ‘ __injustices and corruption which characterized the
' Pahlavi regime. It is in the concluding verses,
hqwever, that the message of the poem becomes more

-

‘ ' explicit and ideological in charactenr:

- N o .
t

, Someone is coming
Vot L Someone is coming. : ® - ,
C Someone in heart who is with us
Someone in breath who is.with-us
Someone in voice who is with us

Someone whose coming .
o cannot be stopped, ‘
- . -handcuffed and thrown in jail

Al

* Someone whe has. fathé}ed children beneath Yahya's aged
trees, :
who day by day - ) ’ ‘ -

grows bigger and bigger:
Someone coming through the rain, through the sound of
rouring rain, amidst whispering petunias :
Someone .is coming from Tupkhaneh's -sky .
& on the night of fireworks - T
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He is spreading the cloth

and dividing the bread

and dividing the Pepsi

and the national park, .
dividing the medicine for whooping cough

dividing the registration day , ,

dividing the numbers 1in hospital
dividing the rubber boots

dividing Fardin's cinema

and the trees‘of Seyyid Javad's daughter
and whatever goods remain

He gives us our share

I have had a dream . . . \\\

The reference to'Tupkhaneh, 'a famous square in Tehran
known as the scene of many politicai events,36 confirms
that Farrukhzad is looking forward to a revblutionary‘
uprising against the Shah's regime. The égalitarian
society that she envisages towards the end of the

poem may be interpreted as aphgkpression'of her own
%rowing commitment to the socialist or Marxist ideal.
The poem also indicates the emergence of a political
dimension to Furugh's rebellion, which previously was
largely concerned with resistance to the male-dominated
moral and religious strictures of Iranian society.
Although same,critEZS consider the poems '0 Bejewelled
Land!' and 'Someone Like No One!' to be 'unpoetic,!

Davaran considers these two poems to be examples
- reflecting Furugh's beiief in a freedom of language

that ocould correspond to the realities of the street.
He maintains that in writing 'street poetry,' she

paved the way for & new direction in the modern
Persian poetic tradition with a journalistic approach
that was freer, more spontaneous and naked, an approach
vhich nonetheless had beneath it all, a solid sense

of structure.37 N —
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From Death to Rebirth

‘The one continuous feature that stands out throughout -
the cbourse of Farrukhzad's poetic development is. her
affinity with nature. From the early poems in

The Captive to Let Us Believe in the Beginning of the

Cold Sgason, Farrukhzad always turned to nature for

solace and comfort and meaning in a world that

i

to her. This relationship is deseribed by Furugh in
verms of oneness and union, which imparts to many of
her poeﬁs a pantheistic and mystical colouring.

This impression is vividly illustrated in the opening
verses of one of Furiigh's earlier poems from

The Wall entitled 'Bathing':

Naked I stood in that heart-stirring air

To bathe in the waters of the springi
Night's hush poured temptation on my heart
To tell its sorrow to the ear of the spring.

The -water was cool, and sparkling waves
Crept round me, moaning in desire’

- As if they drew me, body and soul 38

With sbdft, crystal hands to their inward fire.

The same spirit of union with natiire and its rhythnms
finds expression in many poems of Another Birth and s
Let Us Bélieve in the Beginning of the Cold Season,

as for example, in 'The Conquest of the Garden'

discussed earlier in this chapter. Whereas it is

true that there are many more poems in the total corpus of
Furugh's poetry which convey a sense of gloom and

despair, the positive and life-affirming spirit of

per nature poems can often be overlooked.
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The essential function of nature in Furiugh's poems

is not only to serve as a source fof beauty, comfort

or solace, but more importantly as a medium for
personai transformation and rebirth. This regenerating
and rejuvenating function of nature in the poet's own

a

life is clearly manifest in the following poem: e
- I WILL GREET THE SUN ONCE AGAIN —

I'11 give greetings to the sun once again, .
to the stream that flowed within me,

to the clouds that were my tallest thoughts, . b
to the painful growth of aspens in the garden

who endured the seasons of drought with me, b
to the fleck of crows

who as a gift

brought the field's nocturnal scent to me,

! : to my mother who lived in a mirror

and revealed the figure of my old age,

and to the earth, whose burning womb I've filled
with green seeds in my lust for repstition -

| - I'1l give greetings once again.

I

I come, I come, I come
with my hair exuding the smells beneath the earth

~-with-—my—eyes—thiek with experiences of gloom
with the bouget of greens ‘I picked from the wood,
on the other side of the wall
I come, I come, I come
The threshold fills with love
and I, on the threshold, will greet once again
those who love, and the girl 39
still standing on the threshold filled with love ’

The general impfession conveyed by this poem is of =a
person who has been resurrected to life from death.
In terms of Furugh's life story, the poem can be
interpreted, therefore, as a conviction of being
reborn or arising to another 1ife, whioh is fresher

oy - — — e ¥
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and happier than the previous 1life., In that sense,
the poem looks to the future, to the 1life to come;
but at the same time the poem 1s also retrospective

‘and looks to ‘the past and the youth of the poet.

The use of the present tense in the second stanza
adds a further dimension to the poem, in which the
past, present and the future intermingle and fuse
into a single poetic experience.

A closer analysis of the first stanza reveals that

the world which Furugh is recollecting, anticipating ~
and reliving simultaneoﬁsly’is her own life as a
young girl when she felt a sense of communion and
oneness with natural phenomena (the sun, the stream,
the clouds, the aspens, the crows, the fields, the
earth). The only human being she recalls and wants
to greét is her mother, who "lived in a mirror" and
"revealed the figure of my old age" - an obscure line
which perhaps suggests a sense of identity and
continuity as well as of love and affection between
mother and daughter. ,
In the opening lines of the second stanza, the poet
describes herself in the preseht-tehse rising from

the grave with her hair "éxuding the smells -beneath

the earth" and her eyes "thick with experiences of
gloom." In the second part of this stanza, however,

the time changes once again from the pfesent to the
future as the poet looks forward to greeting "those

who love" and "the girl still standing on the

threshold filled with love." Thus, the rebirth which -
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the poem describes is of a world ‘filled with love and
a sense of oneness and cqhmunion with nature.

The girl referred to in the last line is obviously
the poet herself as‘an adolescent waiting for true
love to come. The overall 1mpr9331on conveyed by
the poet of' a person who accepts the fact of not.
finding love and happiness in this life and longing
for it to materialize in the next life gives to the
above poem a special quality of poignancy, realism
and idealism.

An iﬂtgresting light is thrown on ‘the meaning of the
above poem by Furugh herself in an interview given
in tHe spring of 1964. She was not referring to

'I Will Greet the Sun Once Again,' but her
identification’ of rebirth with love and greeting is
significant in the conte%t of this poem: ‘

For me, "decay and exile'" are not death,
but rather a stage from which one can
begin life with a new outlook and a
new vision., It is love itself, minus
all the additions and extraneous things.
It is a greeting to everything and
everyone without demanding or expecting
an answer. The hands which can be a
bridge for the message of fragrance,,

"M breeze and light grow green in this _

--  very exile. 40

The search for enduring elements in life through
rebirth and .transformation finds its climax in the
title poem éntitled 'Another Birth.'! This is one

of the most complex and accomplished poems composed
by Furigh, which moreover she helped-to- translate

into Engliah,ﬁl- The poem 1is essentially a medi@gii;f
on the meaning of life gnd death. 1In his insightfu

3
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interpretétigaiof the poem, H.Javadi maintains

‘that"Forugh mingles the idea of growth and rebirth

with a search for meaning in 1life and}a nostalgic
invocation of .childhood's bygone dayé " But it is
not the nostalgia of a lost childhood which leaves

a strong impression on the mind of the reader as much
as the sheer, sober realism of her reflections at

the time when the poem was composed:

ANOTHER BIRTH

All my existence is a dark verse

wvhich repeating you in itself will take you
to the dawn of eternal blossoming and growth
I have sighed to you in this verse, ah,

in this verse I have grafted you

to tree and water and fire .

Perhaps 1life

is a long street on which a woman with a basket
passes every day

Perhaps life

is & rope with which a man hangs himself from a tree

Perhaps 1ife is a child returning from school

Perhaps l1life is lighting a cigarette
in the languid interval between two embraces
or the mindless. transit of a passer-by
who tips his hat
and with a meaningless smile s&ys "good morning”
to another passer-by

Perhaps life is that_ thwarted moment

when my gaze destroyﬁ itself 1in the pupil of your eyes

And in this lies a sensation

which I will mingle with the perception of the moon
and the discovery of darkness

In a room the size of one 1onel;ness

my heart

the size of one love

looks at the simple pretexts of its happiness,

at the fading of the beauty of the flowers in the vase

at the sapling you planted in the garden of our house
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at the song of the canaries
, ‘that sing the size of one window
. : - - ’
A‘}ll L d L] Py
This is my lot
This is my lot
My lot
is a sky which the hanging of a curtain steals from me
My lot is descending an abandoned stair
to find something® in decay and exile
My lot is a grief-stricken walk in the garden of memories
and surrendering my soul in the sadness of a voice
that says to me: L
"I love
your hands" .

I plant my-hands in the garden - \1
I will grow green, I know, I know \
and in the hollows of my ink-stained fingers
swallows will lay eggs .

On my ears I hang earrings

of twin red cherries -

and stick dahlia petals on my nails

There is a gtreet where

still, the boys who loved me:

with the same tousled hair, alender necks, lanky legs
think of the innocent smile of a girl

whom one night the wind bore away

® There is a street which my heart
has stolen from the scenes of my childhood

The jourrfey of a form on the line of time

and with a form, impregnating the dry line of time,
, @ form aware of &n image:

which returns from the party of a mirror

And it is thus
that someone dies
and scmeone remains . . (

In the shallow stream that flows into a ditech,
no fisher will hunt a pearl.

a
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I
\know a sad little fairy
who takes abode 'in the ocean
and plays her heart on a wood- tipped flute
softly, softly )
a sdd little fairy
who dies from a single kiss at night
and yill be born with a single kiss at dawn 43
&

Furugh maintained with reference to this poem, that
it must be read as a whole and one must not insist
- on the meanings of individual lines.44 However, for
the purpose of analyzing the poem“critically; it may
be useful to divide the poem into &8 number of pafts
or sections. The first part consists of the very
elusive verse with which the poem opens. The poet's
existence is fused with her poetry which is an
eternally regenerating force, unifying the 'I' and
'you! of the verse with natural elements. -
The next psrt of the poem comprises of the second,
third and fourth verses, in which Furugh reflects on
the human condition and perceives life in terms of a
series of impressionistic images of human life and
activity, such as a passing woman, & hanged man, a
child feturning/fronrébﬁbol. the act of lighting a
cigarette;“ﬁﬁa so on. Perhaps, Furugh is referring ,
in these verses to the absurd and mean¥Mgless
character of human 1life, in which death is no more
or legs a significant event than a passer-by
saying "good morning." The expressions "perception
of the moon" and "discovery of darkness" could be
interpreted to represent the positive and negative
aspects of human experience which one retains.in the
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pemory or .the subconscious.

In verses five, six and seven, the poet describes
herself 1iving alone in a roon, réflecfing upon - {
things which give her "pretexts" for happiness,

such as' fading flowers, a sapling plagted by a loved

one or the remembrance of his voice. She bewails’ -
her loneliness and -exile in the "garden of membries."
The situation which the poet describes here is one .
of grief'and desgair which is apparently copnnected ‘ (%~
with separation from a beloved one. Once more, ° - ’
Furugh talks about the loss of the 'luminous connettion’
wiihﬂthe light of the sun, which is obliterated by

the curtain. Javadi is probably right in'régarding

the seventh verse as the centre of the poenmn, for .

it i1is in these lines that the poet describes ﬁerself . -
. planting her hands and ink-stained fingers in the

garden. -An extraé¢t from one ‘of Furiigh's letters

*throws this verse into perspective:

&

o « +« o« I feel a stupifying pressure under

' ny skin. . . I want to plerce everything
and penetrate as far down as possible.

I vant to reach the depths of the earth,.
My love 'is there, in.the.place where
seeds grow green and roots reach one
another, and creation perpetuates itself
anidst decay. 45 )

Referring to the same image of planting? Javadi
observes: ‘

“ Self-perpetuation is again'envisaged in
natural terms, this time as the process
of planting. growth and interaction with
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other natural creatures . . S .
Thus it is Furigh's very hands, '
stained perhaps with the ink of |

her poetic art, that' become for - \

her the source of fertility 4and .

generation. 6

The identification of creativity with natural growth
leads to the reminescence of a transient childhood,
which passes as swiftly as the wind. The tenth - C e
verse is highly abstract and philosophical in tone,

and Javadi interprets it with reference to Furugh's

own words:

According to Forugh herself, Yhajn"
here represents”the human mind and
thought, whereas the "image" indicates
the physical and superficidl aspects
of life. While man is alive, his
external life is "a feast in the
mirror", and that which is permanent
are his thoughts, or "hajm" - that -
is, the thoughts of a powerful mind
will occupy a larger volume on the
line of time and leave their imprint

- 'for generations to come.,47

‘What Furugh seems “to be sﬁggesting\in the tenth verse

is that: there is a.close association between rebirth -
and créativity. To her, the meaning of rebirth is

" to leave the imprint of her own thoughts on time

through renewed creativity, for it is only thus

that "someane dies and someone remains." The pearl
mentioned in the twelfth verse representé thie goal ‘ >
of the poet, wvhich cannot be attained with ease but

- Has to be striven for by an active’ participation in
the act" of‘planting and creation. : In other words,. .

. - «
v ‘ - -

' . \ - = - .
.
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the proepeci of another birth lies in transcending
the trgnsistorinessahdsadness of life through the
- . power of poetry created by her ouwn ink-stainea )

fingers.

Javadi sees the sad fairy living in the ocean as the
poetess herself, dying in the dark of the night and
being reborn by the light of the day. 'The song of
. ' . the heart is, according to him, the final symbol
 of the poet's art with which she explores various
aspects of life. 8 It is therefore ‘in poetry that
Furiigh found the central meaning and justification
' for her 1life and it is through poetry that she -
‘ ' hoﬁea to conquer death. As she herself put it in

"an interview: = -
- \ k]

I think all those who are involved in
creative work have as their motives, a
. sort of nged to struggle with and stand
S ‘ " in front of annihilation. These are
. individuals who love 1life more and
- likewise death. Creative work is a -
- kind of struggle to maintain existence,.
or else to'perpetuate "self" and negate
the meaning of death. . o

~
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- CONCLUS 10N

Furugh Farrukhzad's poetry is full of traditional
symbols which are very.much rooted in Persian culture.
For example, the imagery of darkness and light,

which goes back to Zoroastrianism and was

incorporated into the Ishraql school of thought,
permeates her poetry. The symbol of return from death
or 'rebirth' has strong connotations of the Surl
notions of 'fana'' and 'baga''. Although the lover
and the beloved of Furugh's poetry are far from being
identicdl with those of Sifl poetry, in her desire to
unite with hature, the réader can perceive mystical
and pantheistic tendencies which she also expresses

9

elsewhere:

&

« + « There are beats on the water, and it's
not clear where the sea ends. If I could be
part of this infinity, then I could be
wherever I wanted to be, . . I want to die
like this or go on like this. There always
emerges from the earth a power that attracts
me. Ascending or advancing are not important
to me. I only want to descend, along with
all the things that I love, to dissolve int
one changeless whole. It seems to me that
this is the only avenue of escape from
annihilation, mutability, perdition,
nothingness and nullification.l

It is primarily through the imagery of light and dark

“that Furugh explored the problems of modern Iranian

society. The dargihmcomea a Eymbol of all that she
perceived as negative and destructive of the human
spirit, such as ‘asceticism, over-socialization,
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mechanization, poverty and injustice. Light is
identified with freedom and dignity of the individual,
ive force of nature and the creative act
ecially with the liberating power of
poet 's acceptance of the physital

the reg
of art, and e
human lowve. T
and sensual life is in a sense a reversal of the
traditional usage of the symbols. The light always
meant the- spiritual- and the purely intellectual,”
whereas the dark stood for the physical, the material
and the sensual. What Farrukhzad was stating, in
effect, was that the light is very much part of the
material world and can be discovered in the joy and
ecstasy of human love. Thus, even while adopting

the  traditional symbols, she was at the same time
reacting against the spiritual tradition from which

Fhey_were drawn. ¥ N
The pre-eminent theme of Farrukhzad's poetry is
sexuality. Although many Iranians we%@ Qutraged by

her celebration of erotic love and her rejection of
traditional sexual conventions, the theme of sexualiity
is the source of Farrukhzad's real strength rather

than weakness. is this characteristic which gives
her poetry social relevance and a singular place in
nodern Persian literature. There were a number of
reasons why the theme of sexuality in Furugh's poetry
provoked so much controversy. = It can be argued that
all these factors derive from the fact that she was

a woman who dared to challenge, and therefore,threatened
to undermine, some of the most deeply entrenched
traditions of a male-dominated society.
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Firstly, by virtue of her divorce, Farrukhzad
became a stigmatized woman.? She had gained the
freedom of poetic self-expression at the cost of "
social stigma. Subsequently, her espousal of liberated
sexuality in her poetry, while still not remarried, .
implicated Furugh as a moral transgressor and a

social non-conformist. Furugh also came under

criticism for her relations with a number of men

following her divorce, a fact 'which she did not attempt
to conceal.3 Extra-conjugal relations are, of course,
strictly forbidden by Islamic law. However, considering
that Iranian ShI%ism permits men to practice polygamy

- ‘ and to have temporary wives as well, adultery becomes
almost exclusively a woman's sin. This partly

explains the criticism and controversy that Furtgh

o . - provoked. -

/ The very fact that Furugh's poetry was juﬁged in the
first instance by traditional moral staadards goes to
show that even when it came to aesthetic considerations,
the deeply ingrained prejudice against women,
immediately came into play, and she was judged more

as a woman than a poet. As Hillman points out, in R
Iranian literature of the last half-century or more,
sexuality has been a major image thraugh which love

and death have been portrayed; religious, cultural
and political institutions have been questioned, and
individual frustration and aberratlons have been

- ~ : re‘presented.4 But one does‘not encounter moral
pronouncements in relation to the many male writers

KT,
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who have used s;xuality as a theme 1in their works.

The moral judgement passed on Farrukhzad in the sixties
was 1itself a symptom of the clash between the old and
the new, between the traditional a:nd the modern.

It has been said of Furigh that she did not concern
herself with the various}&women's organizations or
movements in Iran and that she was more concerned and

- preoccupied with obtaining her own personal freedon

than with fighting for women's rights in gene::'al.5
Perhaps her reluctance to associate with women's
org;nizations could be seen in the light of the co-
optation of the feminist novement by the Pahlavi
regime as well as in tr;e light of the Pahlavi patronage
of tHe various women's organizations. Whatever the
reason for it, it cannot be denied that Farrukhzad's
1ife and poetry are an expression of some of the
fundamental and burning issues yhich lie at the

mainstream of the feminist movement. Her defence of -.—

the freedom, dignity and rights of women epitomizes
the 1deals and aspirations of many women across the
Muslim world. One must recognize also the courage
and determ'inatfon it must have taken her to express
these attitudes and feeliﬁga so openly and frankly

in the. face of constant hostility from her family and
aociety.7 '
It is significaht that in spite of the criticism and
hostility incurred by Farrukhzéd, a number of Iranian
intellectuals could sympathize with her and recognized
in her poetry. the voice of a bold, new conscience.
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According to Hillman, for example, KadkanI is of the
opinion that "Furugh is the pre-eminent spokesperson
for the current generation of liberated Iranians and
is unparalleled in her depiction of typical moments
and moods in the lives of the members of the group -
loneliness, alienation, surrender, s"iulenceﬂ'i 8
Hillman al8o refers to Bardheni who-views Furugh

as follows: "Prior to Furugh no woman poet in Persian
had ever composed love poems with men as the love
object, and after her none can escape her. infiuence,
According to Barahini, Furugh's works cause the
development of a feminine tradition in Persian poetry,
and she will have a permanent place in the Persian
pantheon for this reason rather than for \inherent

9

qualities of form and technique in her verse."

It has been pointed out in the course of this thesis

thﬁat Farrukhzad's later onetry reflects an awakened
political and social conscience. Although one cannot

in any way be c¢ertain what shape her political

commitment and ‘preference would have taken had she

lived longer, one may venture to make some assumptions
based on the indications in her poetry. It may be 10
assumed that unlike Yer cante=mvorary ?ihir-ah Saffarzadih,

Furizh would not have espoused Shi®ism as a political )

ideology, since she had rebelled against -
a 'given order' and had attempted to find a rule of

conduct outside the realm of religion. Even acceptance °
of a non-clerical interpretation of .Shl_q_j_g_m such as

that propounded by °A11 SharI®atl, would have entailed °
the acceptance of a 'given order.' SharI®ati's ideal
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of womanhood attracted many Iranlan women "caught in
the cross currents of change and tradition.n 1l

His criticism, like that of many Iranian intellectuals,
was directed on.the one hand against the traditional
religious views of the clergy and, on the other hand,
against what he considered the Western view of women's
position in society which, according to him, the
Pahlavi regqime was promoting. He saw the former as
fanatical suppression and the later as materialistic
slavery. His third alternative, symbolized by the
Prophet 's daughter Fatimah as an exemplary wife,
mother and daughter, fxas been described by one critic
as & vague and puritanical image of an ideal woman!‘? -
Shar1®atl raises the issue of women but fails to
address it logically, thus leaving his model not very
different in essence from that of the clergy.l3

Furigh's predicament as a woman stemmed partly from
the fact that, she did not deem a third, collective
and effective alternative as immediately possible.
She may in the long-run have opted for a secular
socialism, as indicated*by some of her later poenms

‘which reflect a growing concern with the problems of

poverty, injustice and inequality in society.
Farrukhzad was first and.foremost a poet and it -
was to poetry that she turned for companionship, solace
and comfort; it was in poetry that she found truth and
beauty and happiness; her search for identity and
authenticity'began and ended in poetry; it was through
the creative act of poetic composition that Furigh

felt herself become one with the rhythm of nature and

the cycle of birth, death and regeneration; poetry was ___

o
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the space, the 'window' which enabled her to make
connections with the past and the future; most
important of all, it was 1in poetry alone that
Farrukhzad found the meaning and purpose of her
exlistence, which she could not find anywhere else:

Poetry for me is like a window that

opens automatically whenever I go

toward it. I sit there, look out,

sing, shout, cry, merge with the dimage

of the trees, and I know that on the

other side of the window there is a

space and someone hears me, someone

who might live twd hundred years hence

or who lived three hundred years ago.

It makes no difference - it is a

neans of connection with existence,

with existence in its broader sense,

The good thing about it is that when Co0
someone writes poetry, that person
can say: "I too exist," or "I too
have existed." How can one say,

"T too exist" or "I too have existed"
except through this form? 14

In one of her letters Farrukhzad wrote: "I wish T
could write like Hafez, and possess, like him, a
sensitivity that would create a connection with all

the genuine moments g ntained in all the 1:{Lves of

future generations."- Although Farrukhzad died
relatively young and her total output was small, ®
there can be no doubt that her voice will continue

to be heard for a long time to come as a genuine
expression of the Persian spirit. In her restless .
search for authenticity, in her passionate affirmation
of life and love and death, in her consuming devotion °
to poetry and creativity, in her struggle against R
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prejudice and hypot:risy in society, in her
‘championing of the cause of the weak and the
def’enceless, and above all, in her uncompromsing A
defence of the freedom and dignity of women,

Furugh Farrukhzad becomes a symbol of modern Iran
in search of an identity.

.
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