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FOREWORD

Professor Sakina Berengian died on 10 July 1971. Her book on
twentieth-century Azerbaijan literature is being published in
accordance with a wish expressed in her will. Her book naturally

reflects the state of research on this subject at the time of writing.
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TRANSLITERATION

Consonants (Persian and Turkic languages)

zh

sh

ol

ch

kh

gh

NI



Vowels (Persian)

ol

(zabar) = ot
(2ir) il rse i i i
CPINhy ey ptesensy e u
front back
high i u high
mid e o mid
low a a low
Back vowels ( u o a ) are all rounded.
Front vowels ( i e a ) are all unrounded.
Vowels (Turkic)
unrounded rounded
low mid high low high
front a e i o u
back a 1 0 u

-0 .
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INTRODUCTION

The literature discussed in this study is mainly that of Southern
Azerbaijan, which is a province of Persia. Hence the terms Azerbaijani
or Azerbaijan automatically refer to that region, unless otherwise
stated. The Persian works produced by the literati of Azerbaijan, thus
defined, do not differ, historically or in the present century, in
their essential characteristics from the main body of Persian
literature. Accordingly, for these works our delineation is to be
considered primarily geographical, rather than qualitative. The Turkic
works, however, are more difficult to classify, since historically
they drew also on traditions common to other major Turkic literatures.
In the twentieth century, moreover, they have been especially
influenced by the modern literatures of Turkey and of Northern

Azerbaijan.

Literary influences from Turkey and the Caucasus are significant
not so much in themselves, but rather as channels for European
influences. And as such, at least in certain periods, these influences
are not confined to the Turkic works produced in Azerbaijan, or for
that matter, the Persian literature of the province as well. But

ultimately they reached the literature of the country as a whole.

Insofar as these Turkic influences entered the main stream of
Persian literature, they were significant only up to the mid-1920's

and were bound up with the political and ideological forces which




formed the basis of the Constitutional movement. Staying within the
narrow circle of literature, one may mention, for example, that

"eritical realism", with their corresponding

populism and
popularization in language and style, owe a great deal to influences
from the North, in the same way that the socialistic component of the
Constitutional movement was inspired by the Russian Revolution of
1905. On the other hand, the coining of new words for European
concepts, the innovations in verse forms, and the effect of Furopean
literary schools (for example, European-brand romanticism) —- in
short, matters of a more aesthetic and intellectual nature -— came to
a great extent through Turkey in the same way that Western political

theory and the liberal parliamentary component of constitutionalism

did.

Following the common practice of Persian literature, we have
divided the literature of Azerbaijan in the present century into the

following four periods:

The first is the Constitutional period (1906-1921) in which
socio-political criticism, which had begun in the last quarter of the
nineteenth century, culminated in the most powerful and aesthetic
satire Persian literature has ever produced. With the appearance of
social content in literature, the age-old formalism, in turn, gave way
to a functional and popular language and to new media of expression,
of which the most important were journalism and Western-oriented

creative prose.
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Whatever special characteristics apply to Azerbaijan derive
mainly from the geographically advantageous position Azerbai jan
enjoyed as a link between Europe and the rest of Iran. The linguistic
affinity between Azerbaijan on the one hand and Turkey and the
Caucasus on the other favored Azerbaijan's early absorption of Western
influences. In the words of Hasan Taqi-Zadeh, "Through knowledge of
Turki, there were intellectual ties which were closed to the other
parts of Iran" ("The Background of the Constitutional Movement in
Azerbaijan," MEJ, Autumn 1960, p. 456). These factors explain both the
progressive nature of literary works produced by Turkic-speaking men
from northwestern Iran and the flourishing of Turkic as a literary
idiom. Azerbaijan retained this position until the second period, when
Reza Shah began systematic and direct relations with Europe, thus
allowing Western influences to radiate from the center rather than via

intermediary countries.

The second is the Pahlavi period (1925 to World War II) whose
major characteristics are a political literature and a noticeable
slowing in the general modernization of literature which had
characterized the first period. However, it does not seem justified
to assign all the blame to Reza Shah as many literary critics, Persian
and Western, do. If this period is to be considered one of "counter-
revolution", it must be so in the sense of a resurgence and
reassertion of the spirit of classical literature as well as in the
sense of a reaction to the political freedom of the first period. The

dynamism and optimism engendered by the new national experience —- the
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constitutional movement — had not gone deep enough in any respect to
prevent a reversion to the scepticism and mysticism of the classical
tradition. As far as the literature of Azerbaijan in particular is
concerned, the national unification policy of Reza Shah resulted in
the suppression of Turkic as a literary idiom, to be revitalized only

after his fall during World War II.

The occupation of Azerbaijan by the Soviet army (August 1941)
marks the beginning of the third period in the development of the
literature of Azerbaijan. The literature produced in this period was
exclusively in Turkic and in nature was a combination of the basic
Persian literary conventions, Azeri folk and popular traditions, and
elements of a nascent Soviet-sponsored "Socialist-realism". Following
the practice prevalent in Iran, we shall designate this period by the

name of the leader of the movement, Ja®far Pishavari.

The fourth period, 1946 to the present, may perhaps be best
described as that of attenuation of the opposing extremes of the Reza
Shah and the Pishavari eras in their policies towards the use of

Turkic as a literary idiom.

The Use of the Term "Azeri

We have used the term Azeri in the same sense as modern
Turcologists and linguists do, i.e., as synonymous with Southwestern
Oghuz Turkic. The following brief explanation will clarify our usage
as against the older and essentially different designation of the same

term.
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The oldest use of the term "Azeri" signifying a language occurs
in the writings of Islamic historians, geographers, and travellers in
the tenth to thirteenth centuries. During the nineteenth century, when
Eastern linguistic studies began to interest Western scholars, this
term was erroneously interpreted as indicating Southwestern Oghuz-
Turkic or Azeri-Turkic. This more or less commonly accepted usage,
although false, continues to our day, even though historical and
linguistic studies of the present century have definitely determined
that, by "Azeri", the early writers meant the post-Islamic, pre-Mongol

Iranian language of Azerbaijan.

Southwestern Oghuz-Turkic or what we today call Azeri-Turkic was
the language of those Turks who, in the course of the eleventh and
twelfth centuries, migrated into Azerbaijan and some other parts of
Iran as well as the areas comprising today's Soviet Azerbaijan,
Eastern Anatolia and parts of today's Iraq. Azeri-Turkic did not take
its definite form as a literary idiom until after the Mongol invasion
in the early thirteenth century, when various other Turkic tribes
joined the already settled and assimilated Oghuz Turks; the fresh
influx of Turkic elements in the area enabled Azeri-Turkic to replace
the original "Azeri", or Medic, the older Iranian language of the

area.
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Note on Transliteration

For both Persian and Azeri consonants an identical
transliteration scheme seemed adequate. For vowels, however, it was
found necessary to follow two separate transcription systems based on

modern phonologies of the two languages.

Works from Soviet Azerbaijan, whether they be in Arabic (until
1927), Latin (until 1940), or Cyrillic, have been transliterated in

the same manner as works from Iranian Azerbaijan,

Turkish, whether Ottoman or modern, is subjected to the same
transliteration as Azeri, except in bibliographical data where modern

Turkish orthography is retained.

Conversion of Dates

For the Hejri lunar years the Western equivalents are also
provided; but solar Hejri dates, which correspond to the modern usage
in Iran, appear as in Persian publications. These can be converted

into Western years (A.D.) by adding the number 621.



CHAPTER I

SURVEY OF THE CLASSICAL PERIOD

Classical Persian Literature

By classical Persian literature is meant a large body of literary
works produced not only in the area corresponding to present-day Iran,
but also in Inner Asia, Transcaucasia, parts of India, and, to a
lesser extent, in certain other Muslim lands. The range of this
literature extended from the middle of the ninth century A.D., when
Iran (or to be more precise the eastern parts of the SAbbasid
Caliphate) recovered from the impact of Arab domination, up to the
middle of the nineteenth century, when the linguistic and ethnic
components of this large cultural area were enabled to develop their

own national literatures, now under Western influence.

Our introductory remarks on this literature will be concerned
only with poetry, for not only was poetry the major medium of
expression in this literature, but also because classical prose has
had little, if any, bearing on twentieth-century Western-oriented

prose.

Strict periodization or classification of the poetry that is
observed in some other literature does not fully apply to classical
Persian. The changes in the one-thousand-year course of classical

Persian literature are, in fact, more apparent than real. This has
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been attributed by various writers to the continuity of the Islamic
ideology and its resultant social institutions; to the economic
determinism of a feudal system that lasted until the dawn of the
twentieth centuryl; and finally to that "dictatorship of a finished
classiciam" that forbade any significant innovation on the part of the

post-Hafe2ian poets.2

The prevalent classification of classical literary schools into
Central Asian, Transcaucasian, Persian, and Indian originated with
Y.E. Bertel's whose primary emphasis seems to have been on ethnic and
regional contributions.3 The corresponding nomenclature of Persian
literary historians, i.e., "Khorasani, ngrbéyjﬁni,4 CFraqi", and
"Hendi", on the other hand, denotes more than anything else, a
chronological differentiation., Whatever the comparative merits of
these terminologies may be, the earliest phase of classical Persian
literature took its name from the northeast region of the ninth-tenth-
century CAbbasid Caliphate, Khorasan and Transoxiana. This region was
the farthest from Baghdad, the center of Arabic-Islamic control, and
gave rise, under the semi-independent early Iranian dynasties, to the
earliest manifestations of Persian national sentiment, language and
culture. In literature proper, this entailed a pre-Islamic Iranian
orientation, especially as regards the revival of Iranian heroic tales
and a conscious drive to resist further Arabic infiltration of the

language. Other characteristics of this first period may perhaps be

summed up under attributes to youth -- simplicity, spontaneity, and

vigor.



The cErEqi or, in Bertel's' terminology, the Persian School is
associated with southern and western Iran and designates a literary
school in which the influence of Islam, and the Arabic language in

particular, was stronger than that of the earlier Khorasanian

literature. To some literary historians the CErEqi school had already
set in with the Saljuq5 rule which succeeded in revitalizing Islam by
absorption, into itself, of the earlier Iranian dynasties. At any
event, recognizable traits of a new phase in the development of

Persian literature emerged after the Mongol invasion.

Although of earlier origin, it was in this period that mysticism
supplanted the vigorous realism of the Khorasani school, and by
permeating Persian poetry "formed" and "for a part deformed"® the
development of thought not only for Persians themselves, but also for
many other Islamic peoples who, for centuries to come, drew on this
poetry for inspiration. Taking mysticism for granted, however, a
Persian considers the CErﬁqi period as that of maturity in his
literature and, without necessarily associating it with geographical
delimitations, understands by the CEraqi school a body of poetry that
combines in itself a speculative content with a highly polished form.
To the Khorasani school belong the great national epic and the lofty
qasidehs of the tenth and eleventh centuries. To the CErEqi school,
on the other hand, belong Sa®di, Hafe%, and Jalal al-Din Rumi, the

three giants of Persian lyrical poetry.

The term "Transcaucasian" in Bertel's' classification, and

"Azerbaijani" in the Persian classification, refers to the poetry
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by a cluster of poets associated mainly with the Caucasian
Shirvanshahs who, in the course of the eleventh and twelfth centuries,
enjoyed a relative independence from the Saljuqid empire. A few
literary historians trace the origins of this style to Qatran of
Tabriz (ca. 1009-1072), whose diction is taken to represent certain

characteristics of the pre-Mongol Iranian-Azeri.7

Represented by Khaqani (1121-1199), Ne2ami (1141-1209) and a few
others, the Transcaucasian school differs from the Khorasanian
principally in language. Poets writing in this school showed little
inhibition in adopting more and more Arabic words and in utilizing
compounds -- nominal, verbal, and phrasal -~ that were alien to the
eastern style.8 In terms of content, the Azerbaijani school bears
witness to a close relation with the history and cultural life of the
Caucasus in which religion is particularly prominent. Christian
imagery and symbolism, quotations from the Bible and other expressions
inspired by Christian sources occur so frequently in the works of
Khaqani and NeZami in particular, that a comprehension of their works
is almost impossible without a thorough knowledge of Christlanity.9
Rypka offers relative freedom from mysticism as another feature of the
Azerbaijani school.10 Finally one may point to Nezami's achievement
in strengthening the purely lyrical element in Persian epic as another

regional contribution to the development of Persian literature.11

Owing partly to the Safavid indifference to both mysticism and
court poetry, Persian literary activity gravitated, in the course of

the sixteenth and seventeenth centuries, to the Turkic-Indian Mughal
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courts of India. With the better poets of this so-called Indian
school, a conscious search for new imagery was perhaps the major
positive feature. With lesser writers, however, poetry produced in
this style may best be described as suffering from the effects of

inbreeding. The degree to which this poetry alienated itself from

anything close to genuine poetical inspiration may be illustrated by
the typically significant detail mentioned by Aziz Ahmad: "In exile
in India Persian poetry continued to occupy itself with Transoxonian
and Persian flowers, the tulip and the rose". The champak or lotus,
along with native Indian birds and beasts, never quite attained the

status of valid poetical material.12

Respect for the past and the absence of anything genuinely new
in the way of ideological and social stimuli intensified in this
period certain features that are common, in varying degrees, to all
periods of Persian poetry. Intellect (along the conventional lines of
ethics, mysticism, and theology) continued to outweigh emotion and
purer poetical thought. The over-refinement of expression, in its

turn, served as compensation for repeating old subjects.

To these three periods one might add the period called in Persian

Bazgasht or Rastakhiz-e Adabi, which began about the middle of the

nineteenth century. This period of renaissance is distinguished not
so much by the opening up of new realms of thought, as by a return
to the purer and simpler diction and to the comparatively more direct
and austere means of expression which had characterized the poetry of

the pre-Mongol era.13




In the preceding pages an attempt was made to introduce the
various styles or schools of classical Persian poetry. Here follows
an equally brief account of its metric structure and major verse
forms. CAEE%J the Arabic-Persian quantitative meter, is based,
according to the native definition, on a distinction between vocalized
and non-vocalized consonants. This corresponds roughly to the Western
differentiation between long and short vowels, resulting in their turn
in long and short syllables. The feet or fractions in an Caruz bahr
(a metric variety) are obtained through a specific patterning of these

long and short syllables.

Among rules governing the permissibility of deviations from the
established and most elaborate metric norms, the following two are
especially important for our purpose, as will be seen: emaleh, the
technical term for the lengthening of a syllable which is by nature
short, in order to meet the demands of a given position in a meter
(Turkic languages --— post-Islamic ones, at any rate14 - are
especially susceptible to emaleh as they do not have long vowels), and

zihaf, the license to scan a long syllable as a short one.

The smallest unit of versification in Arabic-Persian poetry is
the beyt, to which we shall hereafter refer as a verse or distich,
each being composed of two mi§ra's or hemistichs. The combination of
the number of verses in a given poem, together with its rhyming
pattern, constitutes its verse form. We shall describe the major verse

forms only.



The ga§ideh, associated in Persian mainly with court poetry, is
a long poem of at least fifteen (but sometimes reaching to as many
as fifty or sixty) verses with a rhyming pattern: aa, ba, ca, ... etc.
In the perspective of nine centuries of ga?ideh writing -~ the genre
lasted up to the dawn of the twentieth century -- this class of poetry
is often associated with artificiality and exaggeration. However, one
should not lose sight of the fact that the beginning portions of these
"purpose" poems, i.e. the parts referred to as nasib, often embodied
much genuine poetical beauty, In fact, the most splendid descriptions
of nature ever found in classical poetry were in the mold of nasib

rather than of self-sustained independent poems.

The ghazal, the most favored and prevalent of all Islamic verse
forms, is also monorhymed like the gasideh, the difference lying only
in the length, as by convention the ghazal was not to exceed fifteen
verses. Originally ghazals sang of love, wine, and the spring, but
with changing social and aesthetic norms various other topics evolved
as equally legitimate for this form. In fact, much that appears
incongruous to a non-native in this form may not seem so if one
dissociates the ghazal from the Western concept of erotic and bacchic
lyricism -~ and for that matter from the realism of the earlier
Persian lyrics -- and considers it, rather, as a symbolic form of
expression whose archetypal themes and fundamental symbols are as much
at home in poetry dealing with religion, mysticism, and even politics,

as they are in love poetry.




In the magnavi, or the double-rhymed form (aa, bb, cc, ... etc.),
the only requirement as regards rhyming is the internal agreement of
each distich. Owing to this technical facility, the maEnavi has served
—— gince its adoption in the tenth century by the Persians -- as a
suitable form for long epics, metrical romances, and the lengthy
mystical and didactic poems that sometimes form complete books in

themselves.

One may end this selective list of Islamic verse forms by
defining the several varieties of tetrastichs., The ruba®i is the best-
known and the only one among these that is rendered into a quatrain
or its equivalent in Western languages. The ruba®i may be written only
in one of the established series of meters (all derivatives of the
héﬁéj) and in the aaba rhyming scheme, whereas the do-beyti, often
adhering to the same rhyming scheme, may be written in any meter. As
we shall see, the difference between the EghéFi_and various other

tetrastichs of Turkic origin lies mainly in the meter.

Classical Azeri Literature

Although some fragments of a folkloric nature are attributed to
earlier centuries, in its classical form Azeri literature began with
the late thirteenth century, i.e., after the Mongol invasion of the
area, Strongly influenced as it was from the outset by Persian
literary conventions, Azeri literature drew also on traditions common
to the large family of Turkic literatures. To introduce this native

Turkic heritage, together with the adjustment it made to Arabic-
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Persian conventions in its course of development, is the aim of the
following few pages. This we hope to do by a brief introduction of
several literary works that were produced in the early pre-Mongol
phase of the Islamic-Turkic literatures, a phase in which native
features were at their most salient, even though already substantially

tinged with Arabic-Persian conventions.

Pre-Mongol Central-Asian literature is associated with the court
of the Qarakhanid dynasty, the first national Muslim-Turkic dynasty,
founded in the second half of the tenth century A.D. in eastern
Turkestan and Kashgharia. With the defeat of the Samanids at their
hands, the Qarakhanid rulers also extended their sovereignty over
Transoxania, then the most important center of Islamic-Persian culture

and literature.

To the Qarakhanid court belongs the Qutadghu Bilig, the earliest
Islamic-Turkic work, produced on the model of Persian literature,
especially that of Ferdowsi's ShEh—NEmeh.16 Written in 1077 by Yusof

Khags ngeb, the Qutadghu Bilig is in masnavi form and motagareb

meter. It is not, however, an epic exalting pre-Islamic Turkic heroes
but rather a didactic work similar in content to earlier works in
Arabic and Persian. The major importance of the work lies in that it
consolidated the literary Turkic of its era and originated a Turkic
tradition of literature in the model of Arabic-Persian prosody,

stylistics, and concepts of art.

From the Qarakhanid era also dates the Diwan Lughat at-Turk,

written (c. 1072-73) by Mahmud of Kashghar. A Turkic-Arabic
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dictionary, the work is primarily of philological importance as it
systematically records the knowledge then available on Turkic tribes,
as well as on Turkic languages and dialects, its literary importance
stemming mainly from the illustrative material it uses in defining
words. This consists of verses (distichs) and quatrains in syllabic
meter, found in greater variety and regularity of form here than in

the pre-Islamic KBk—Tﬁrk17 and Uyghur18 documents.

Other technical characteristics of these verses, and a subject
matter that is intimately connected with a nomadic environment, have
led Turcologists to the assumption that the verse quotations in the
Diwan represent literary productions preceding the adoption of Islam
by the Turks.19 Principally on the basis of evidence found in this
work (an evidence strengthened by information taken from Kok-Turk and
Uyghur sources), the following four principles emerge as the basic
features of native Turkic versificationzo: stress meter, strophic

organization, grammatical rhyme and initial alliteration.

In the pre-Islamic Turkic stress system, as in the ?gzgg, the
smallest unit of versification is the distich. The grouping of
distichs, however, follows as a rule a strophic pattern as seen, for
example, in the Buddhist quatrains of the Uyghur period and in the
quatrains in the Diwan. What lends further support to the supposition
that strophic structure was native to Turkic versification is its

persistence in Islamic poetry written in the “aruz, The Qutadghu

Bilig, though written in the masnavi form and in the motagareb meter,

is interspersed throughout with quatrains. Atabat al—][aqe—x'eq,z1 also
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of the Qarakhanid period, is composed entirely, except for the

introductory part, of quatrains, even though it too is written in the
motaqareb meter,

The tendency towards strophic organization in Turkic verse may
again be noted in the favor which the mosammat ghazal22 found among
early Turkic ghazal writers and also in the fact that the nggg?a and
the goshug,24 to mention only the two most important Islamic Turkic
verse forms, are in fact quatrains varying from the Persian IngF}_in
that they are written in 9§£g§ meters outside the range of meters

reserved in Persian for the ruba®i.

Grammatical rhymes —- formed by the repetition of identical
nominal, verbal, and other suffixes -- as well as assonances and echo
rhyme (defined here as a less developed counterpart to the Persian
radif) are considered to be native to Turkic as they are all found,
in varying degrees, in Turkic pre-Islamic verse. However, in the
Diwan, where the old grammatical rhymes reach their highest
development, one can also see rhymes that result from the repetition
of only final consonants or vowels, i.e., of the type close to Arabic-

Persian rhymes.25

As regards rhyming systems another important feature in the
development of Turkic versification is the relationship between rhyme
as outlined above and the native initial alliteration. In the Uyghur
quatrains, for example, where there are no "end rhymes" or regularity
in the number of syllables to each verse, poetical unity arises from

initial alliteration (the identity of one or two initial letters in
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all verses of a given strophe) together with the strophic organization
of the verses.26 However, as evidenced by the examples in the Diwan
and perhaps under the impact of the Arabic-Persian rhyme system, the
center of gravity in Turkic verse seems to have gradually shifted from

the beginning to the end of the verse.27

The adaptation of the Turkic verse to the cg;g% quantitative
system was never attained with complete success. Until the beginning
of the fourteenth century, when Persian-Arabic lexical elements had
not as yet reached their highest peak in Turkic languages, Turkic
poetry showed an extraordinary amount of emaleh (the lengthening of

o) y
aruz, Even the

Turkic vowels to meet the demand of the quantitative
fourteenth —— and fifteenth —- century poets complained of their
difficulties in adapting to the new metrical system. Reading Koprulu's
citation of a certain Turkish poet's bitter complaint, one is reminded
of Procrustes' bed: "This strange, hard and unmaleable language that

adapts so poorly to Caruz molds".28

Although in the course of the fourteenth and fifteenth centuries
this problem was largely overcome owing to the increasing percentage
of both Persian-Arabic vocabulary and of poetical clichés,
nevertheless the question of emaleh was never solved despite the skill
of even the greatest poets in the Turkic idiom. As late as the
gixteenth century and with a poet as capable as Fuzuli, to take an
example from Azeri literature, the unnatural lengthening of the vowels
very obviously mars the otherwise flowing beauty of some of his best

poems. Even in the nineteenth and twentieth centuries, when the
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various Muslim Turkic peoples broke away from the supranational
Islamic literature to form their own, the protest against the
realistic technical difficulties of cgzg%_was nothing other than a
nationalistic aspiration to go back to the native stress prosody

preserved all along in the popular literature.29

Less tenacious than emaleh was the persistence of the syllabic
stress pattern in Turkic poetry written in nggg. Particularly studied
in this respect is the eleven-syllable meter which, together with the
seven- or eight-syllable meter, is most prevalent among the ancient
examples. Citing the Qutadghu Bilig as the earliest case of a poor
ad justment, Bombaci attributes the obvious flaw in the majority of
verses in this work to a clash between the ancient tendency in Turkic
hendecasyllabic meter toward a 7 + 4 stress pattern and that of
?gzp?motagareb toward a 6 + 5.30 An analogous tendency appears also
in the early Anatolian or Saljuq poetry (thirteenth to fourteenth
centuries) with which the origins of Ottoman literature are strongly
bound. This so-called Saljuq poetry, a body of mystical-lyrical works,
was written under Jalal al-Din Rumi's influence, its first specimens
being the Turkic verses of the Rabab-Nameh by Rumi's son, 301§5n Walad
(1226-1312). As Ganje'i points out, from a metrical viewpoint Saljuq
poetry represents a double personality problem.31 In other words, in
the bulk of this poetry, written as a rule in ramal (another ngg%
hendecasyllabic meter) after the example of Rumi's Magnavi, the
quantitative meter comes out only by means of an extravagant usage of

emaleh, If one disregards emaleh, most of these verses may also be
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2
read in the native stress meter.3

The traces of the syllabic stress pattern disappeared in formal
literature after the initial period of adjustment, but resulted,
insofar as Islamic popular poetry is concerned, in the change or
modification of the stress pattern in some of the most favored
syllabic meters. Whereas the ancient remains of the eleven-syllable
meter show a definite tendency toward a 7 + 4 stress pattern, the
prevalence in Islamic times of 6 + 5 and 4 + 4 + 3, in Azeri and
Ottoman folk poetry especially, must be viewed as influenced by the

moqtagareb and the ramal meters respectively.33

mogtaqareb: fa®ulun/faulun/faulun/faul  3+3/342 645

ramal: fa®ilatun/fa‘ilatun/failun 44443

Although it is difficult to ascertain their exact application,
Koprulu's remarks may serve us as a definition of the historical
problems of nggg influence on stress meter: in adapting to the sgggg
prosodical system, Koprulu maintains, early Turkic poets favored those
meters which had an affinity with stress meter (i.e., meters that were
formed by the repetition of equal feet and those that corresponded in
the number of syllables to the traditionally most prevalent stress
meters). There was, furthermore, a marked preference on the part of
early poets for tetrastich strophe, a verse form that corresponded to
the fundamental formal unity of the ancient Turkic versification. What
is more, KSprﬁlG goes on to say, in their predilection for the
traditional four-verse strophe, earlier Turkic poets transformed into

. c
quatrains those "aruz meters that lent themselves to division into a
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balancing number of feet. This and a simultaneous manipulation of the
rhyme yielded, according to Kopruli, the new ®aruz meters he cites as

particular to Azeri, Chaghatay, or Ottoman.34

The foregoing discussion on early Islamic Turkic versification
was based, for the most part, on literary sources from the Qarakhanid

period which ended with the Mongol invasion of Central Asia.

Among post-Mongol literatures Kipchak and Chaghatay form the
successive stages of Central Asiatic Turkic and refer to literatures
produced, respectively, in the Mongol kingdom of the Golden Horde and
in the territories of Timur's successors, i.e., Transoxiana and India.
Differentiated from these linguistically was Oghuz-Turkoman
literature, or, to borrow from modern terminology, that of the Middle-
Eastern Turks. Turkie culture in this area owed its strengthening and
revitalization to the arrival, with the Mongols, of new Turkic
elements and to the ultimate absorption of the Mongol element by the

Turkic.35

From Oghuz-Turkoman derives Azeri (Southwest Oghuz), a literary
idiom that from the fourteenth century on produced a highly developed
literature not only in what is presently Azerbaijan and among other
Turks of Iran, but also in the Southern Caucasus, Eastern Anatolia,
and parts of Iraq. Sheykh “Ezz ed-Din Esfara'ini of late thirteenth-
century Anatolia, Fuzuli of sixteenth-century Iraq, and Shah Esma il
of sixteenth-century Azerbaijan all wrote in Azeri-Turkic, an idiom
distinguished from the two other major Turkic idioms of the period,

Chaghatay and Ottoman, mainly by its linguistic peculiarities.
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It is important to note that up to the sixteenth century, the
use of any of these literary idioms was not necessarily confined to
the geographical area associated with it, nor was the audience of a
given literary work restricted to the area in which it was produced.
On the contrary, a literary work in any of these languages belonged
to the greater part of the Turkic world, and the important writers
from each group influenced and inspired the writers of the other two.
One can mention, for example, the influence of Nava'i, the Chaghatay
poet and writer (1441-1501), on Azeri and Ottoman literature, and the
lasting influences of Nasimi (d. 1404) and Fuzuli (d. 1556), two Azeri

poets, on the development of Ottoman 1iterature.36

The first decisive divergence, however, appeared between Azeri
literature, on the one hand, and Ottoman and Chaghatay literature on
the other, in the sixteenth century, when Shi'ism became the official
religion of Azerbaijan along with the rest of Iran.37 In the course
of the sixteenth to the eighteenth centuries, owing partly to this
religious-ideological schism and partly to the strong and ever-
increasing influence of Persian literature on Azeri, the realm of
Azeri literature became restricted to the area comprising present-day
Northern and Southern Azerbaijan, and thus Azeri literature took on

a local identity.

It was again the influence of the Persian language and literature
on the language and literature of historical Azerbaijan (Southern
Azerbaijan) which brought about a further delimitation in the already

much-narrowed realm of Azerbaijani literature. In nineteenth-century
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philological works, we first come across the expression "Northern
Azeri"38 applied to the Turkic language of the Southern Caucasus,
precisely the area comprising Arran and Shirvan. This linguistic
differentiation, in which the Turkic dialect of the eastern Caucasus
paralleled that of Azerbaijan proper, did not assume its political

connotation until the year 1918 when the newly founded Turkic republic

in the eastern Caucasus officially adopted the name "Azerbaijan".

We have seen that Azeri-Turkic as a literary medium did not take
its definite shape until after the Mongol invasion in the thirteenth
century. The social, political, and cultural forces born of the Mongol
invasion also marked the end of the first period in the development
of Persian literature, that robust and vital period which had produced
the great national epic. By the end of the thirteenth century Persian
literature was already in the introverted period of lyrics and
mystical-philosophical poetry. Azeri literature, following the example
of the Persian, assumed the same general character. And indeed the
bulk of Azeri literature produced from the beginning of the fourteenth
to the middle of the nineteenth century can be placed within these

39
two categories,

The identification of Azeri literature with Shiism began
centuries earlier than the Safavid period in which Shi€ism was
established as the official religion of Iran. The earliest
manifestation of Shiite sentiments was in the works of Nasimi (l4th
century), the first important figure not only of the Azeri, but also

of the Turkic world as a whole. Nasimi expounded the tenets of the
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Shicite—ﬂorufi gect in lyrics which are famous for their religious-
mystical passion. Habibi, the leading poet of the fifteenth century,
was also a devout Shi®ite and Horufi, Khata'i (poetical surname of
Shah Esmatil, founder of the Safavid dynasty) wrote his famous poems
in praise of Shi®ism, not only as a poet but also in his roles of
statesman and religious leader. Shah Tahmasp (1525-1576), the second
Safavid ruler and a zealous Shi®ite and patron of the arts, played
an important role in the creation of a special literary category
dedicated to the glorification of Shi€ism. Presented with a ga§ideh

in his praise, Shah Tahmasp is supposed to have said thatao

Poetry written in praise of kings and princes was sure to
consist largely of lies and exaggerations .... Since it was
impossible to exaggerate the virtues of the Prophet and the
Imams, the poet could safely exert his talents to the full,
and in addition would have the satisfaction of looking for
a heavenly instead of an earthly reward.

The Shifite orientation of Azeri literature persisted well beyond
the Safavid period and as a matter of fact well into our own era,
but with the difference that in earlier centuries it had a more
mystical-philosophical orientation and embraced a wider range of
content from the various Shiite sects and Sufi orders. But as the
realm of Azeri literature narrowed down to the Caucasus and
Azerbaijan, the scope of religious poetry in turn contracted to the
mere eulogy of €Ali and his family and to the sufferings and martyrdom

of the third Shiite Imam,

Besides the historical reasons we have mentioned, the basically

devotional character of Azeri literature may be explained by the
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deeper appeal this type of poetry was capable of exerting upon a large
portion of the population. Whereas non-religious topics were expressed
in either Persian or Azeri, religious sentiments were almost always

in Azeri.

The purer lyric tradition in Azeri literature —- that is, the one
in which the lyrical element predominates over the mystical-religious
element —— also dates from the $afavid period. To the first century
of the Safavid rule belongs Fugzuli of Baghdad (ca. 1495-1556), the

greatest figure of classical Turkic literatures as a whole.

Fuzuli might justly be considered as both the Ferdowsi and Hafe?
of Azeri literature, for it was in his hands that the Azeri language
was brought to maturity and it was in his works that Azeri classical
poetry attained its ultimate refinement. For centuries thereafter
Fuzuli's influence on the poets of Azerbaijan was surpassed only by

those of Sa®di and Hafe%.

It is important to mention that both the religious and lyric
traditions in the development of Azeri literature drew considerable
inspiration from the Azeri folk tradition in which Turkic elements
prevailed over Persian ones. M.F. Koprulu demonstrates how this
loyalty of Azeri literature to its basically Turkic traditions formed
historically one of the main distinguishing factors between Azeri
literature on the one hand and the Ottoman and Chaghatay literatures
on the other. In his words, "Chaghatay and Ottoman poets, faced with
the prevalence and prestige of Persian literary conventions, looked

down with disdain on their own literary heritage -~ the meter and
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verse forms which were associated with CEshig [folk musician-poet]

poetry."z'1

Shah Esma®il Safavi, who wrote under the pen-name Khata'i,
promoted to an appreciable degree the popular orientation in Azeri
poetry. In contrast to Fuzuli's Persian-Arabic diction, Khata'i's
famous qoshmeh quatrains are written in syllabic meter and in living
popular language. It was also during the Safavid period that the
famous Azeri folk romances —- Shah Esma®il, Agli-Karam, “Ashiq Gharib,
Koroghli, which are all considered bridges between local dialects and
the classical language -— were created and in time penetrated into
Ottoman, Uzbek, and Persian 1iteratures.42 The fact that some of these
lyrical and epic romances are in prose may be regarded as another

distinctive feature of Azeri compared to Ottoman and Chaghatay

Hteratures.43

Whether the persistence of tribal life and of semi-independent
khanates in historical Azerbaijan may satisfactorily explain the
persistence of folk inspiration even in the formal literature is
beyond the purpose of this study; the fact itself is amply
demonstrated by the extensive list of Azeri poets who wrote in stress
meter and popular verse forms from Safavid times up to the twentieth

century.44

The folk orientation of Azeri literature is not confined to form,
but is reflected also in its freedom, vigor, and simplicity, which
might be characterized as a positive attitude towards people and

) foagt :
life."’” Azeri literature thus differs from Persian literature, which
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is predominantly court-oriented. To this orientation towards people
belongs that robust sense of humor which accounts for an extensive
body of facetiae in Azeri literature and which characterizes the works
of many poets from Azerbaijan even in the present century. Alluding

to the prevalence of both facetiae and religious lamentations in Azeri
literature, Mehmet-Emin Resulzade wrote: "A Persian Azeri poet either
weeps and makes his readers weep to the point of blindness, or he
laughs and makes his readers laugh to the point where their sides are

split".46

In closing, I could hardly do better than to quote from Alessio
Bombaci, from whose valuable introductory notes in Philologiae
Turcicae I have freely drawn throughout this chapter. In discussing
the Westernization of literature among the various Turkic peoples, he
accords to the Turks of Caucasian Azerbaijan what he calls "pride of
place from the chronological point of view." Having given due credit
to the cultural and literary lessons the Azeris learned from Russia
(following their annexation by that power), he points to the
importance of the Azeri heritage itself in the following words: "The
Azeri literature, already before Western influence, had known a
certain variety, spontaneity, and immediacy of inspiration and

expression, thanks to the beneficial influence of its oral

47
literature".
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Literature of Iranian Azerbaijan from the Mid-Nineteenth Century to

the Constitutional Era

Reflecting the broader framework of social and political changes
in the country, the second half of the nineteenth century was a period
of transition from the classical to modern literature, In fact,
functionalism in expression and realistic social awareness in content
—-— traits identified with twentieth-century modernism -- were already

apparent in literary works written before the Constitutional era.

From among poets and writers who wrote on the eve of the
twentieth century we have chosen for discussion here Mohammad-Bager
Khalkhali, a poet, and Zeyn al-®Zbedin of Maragheh and CAbd ar-Rahim
Taliboff of Tabriz, innovators of imaginative prose in Persian

literature.

Mohammad-Bager Khalkhali (d. ca. 1892)48 is famous primarily for

his narrative in verse entitled ég?labiyeh (The Book of the Fox),
where the adventures of a fox and a wolf and their struggle for
survival are made into a forceful medium for social criticism. The
work is more modern for late nineteenth-century Iran than the title
suggests or than has been recognized so far. Khalkhali's attacks on
religion and other social customs and beliefs, and even on traditional
poetry, are strongly realistic and only thinly veiled by the age-old
use of animal allegory. His criticism of the traditional ghazal
becomes striking when he applies the most sublime imagery of classgical

49
poetry to the fox's mate. Tenets of mysticism are parodied when the
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fox, posing as an ascetic, goes through a most esoteric exposition of
what are known in Sufi literature as "stations" and "states" in the
progress of the mystic wayfarer towards ultimate reality.50 There are
passages in the narrative where vivid characterization and precise
analysis of his characters' emotions remind one in effectiveness of
the characterization identified with Western short story techniques.51
His portrayal of a dervish's tricks of the trade has all the elements
of a short story by the contemporary Persian writer $adeq Chubak
("Charagh-e Akhar-e Sayyid").52 If he had written just a few decades

later Khalkhali would have been able to form his material in a mold

different from the classical poetry which he so harshly criticized.

In genre, the ég?labiyeh is not a folk tale. However, Khalkhali's
free drawing on oral and popular literature and the use of a
refreshing natural imagery does in fact form the aesthetic value of
the work, whereas his erudition in Persian and Arabic and his skillful
manipulation of just about .all the techniques of traditional poetics

have, for the modern reader, a mere incidental value -- though one

illuminated by contrast.

To judge by information given by Mobammad—cAli Tarbiyat, the

Saclabiyeh appears to have gone through repeated printings at the time

Tarbiyat's Daneshmandan-e Azerbayjan first came out: 1314/1935.°3

Mehmet-Sadik Eren of Turkey and Feyzullah Qasim-Zada of Baku report
having examined an edition put out by Ebrahim Tavakkoli-Khalkhali in
1319/194()54 (in this edition the §g?1abixeh formed a part of the

poet's collected works). The four printings seen by the present writer
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all seem to date from the years following World War II: the Tabriz
printing by Ketabforushi-ye Haqiqat is dated 1327/1948; the two
editions put out by Mo'assesseh-ye Aflatun of Tehran, as well as the
one used in this study (Tabriz, Mo'assesseh-ye ®Elmi), do not have
dates, though these too must date from post-war years. The two Persian
translations of the work, both entitled Rubah-Nameh, are by Mahin-

Dokht Dara'i (Tehran, 1955) and Qobad Tufani Khalkhali (Tabriz, 1960).

Pioneers of Modern Creative Prose

Imaginative prose, in the Western sense, owes its beginning to
two men from Azerbaijan who wrote around the turn of the century. The
fact that both these men, “Abd ar-Rahim T&liboff of Tabriz and Zeyn
al-CAbedin of Maragheh, had lived for many years outside Tran, in
Russia and Turkey, must have been partly responsible for this major

innovation.

Zeyn al-“Abedin Maraghe'i (1837?-1910) left Azerbaijan in his
early youth and, after having lived for a time in Yalta, settled in
Istanbul where, while engaged in business, he participated in the
common political and intellectual activities of those Persians
resident in Turkey. The articles he contributed to the paper Akhtar
(a Persian paper published during the last quarter of the nineteenth
century in Istanbul) and to Shams (another Persian paper published in
1909 in the same city) are important for their pertinent socio-
political criticism and their facile and effective style. Even today

[
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they seem well worth a separate publlcatlon.) However, Haji Zeyn al-
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CEbedin's fame rests principally on his Siyahat-Nameh-ye Ebrahim Beg

(The Travels of Ebrahim Beg), in three volumes.

The book was never published in Iran, but repeatedly in Istanbul,
Egypt, and India. The long-standing controversy56 as to the
publication dates of the various volumes and editions seems to have
been resolved.>’ According to the English edition of Rypka's History

of Iranian Literature, the book was first published in 1888 in

Istanbul; the second edition was printed in Calcutta in 1890, others
in 1905-06 in Bombay and in 1910 again in Calcutta. The three volumes
are of vastly unequal merit, principally in ways of expression, but
also in their general literary and intellectual caliber. This,
combined with the fact that the first two volumes appeared
anonymously, has given rise, since the author's own time, to serious

doubts as to the identity of authorship of all three volumes.

The first volume, the one translated into German (1903) and
Russian (as recently as 1963),58 ranks as by far the best. Written
in the form of a travel-book, it gives a clever and daring criticism
of many phases of life in Iran, especially of its political situation
during the later years of Nager ed-Din Shah's rule. In fact, in this
one volume can be found a catalog of most of the issues with which

the satire of the early twentieth century dealt.

The second volume is important mainly in regard to its technique
and its treatment of the subject matter; in it the travelogue satire
of the first volume changes to an imaginative treatment approaching

that of the novel in the modern sense. The hero, in love with his
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homeland, dies of a broken heart -- that is, from grief over the
unfortunate conditions in Iran. In his criticism of the traditional
ghazal in the first volume, this was in fact an alternate course of

action Maraghe'i advised to "the desperately amorous" (p. 27).

The third volume is a kind of Persian Divine Comedy, recounting
the author's dream of a Persian hell and a Persian paradise and ends
with a collection of essays and fragments on topics of interest of

the day.

To give a feeling of the excellent satire of the first volume,
we cite here some of Maraghe'i's criticism in the field of literature.
The following satire on the ga?ideh is one of the many passages in
which he muses on the fate of a country where ability to write verses

and a good handwriting were among the highest qualifications for

social and political statussgz

Some supply the king with a Mg?géi (the ascension of the
Prophet to the heavens); others revive Cyrus and Darius,
putting guns on their ancient shoulders and making them
bodyguards for the king; others assign the king the just-
mindedness of Anushiravan and the piety of Abazar and
Salman. Some of these shameless poets compare the hunting
of a bear by the king to the valorous exploits of Cali,
Others prefer to write in prose, comparing the king's trip
to Europe to that of Alexander the Great setting out to
conquer the world, and describing the king's meeting with
the queen of England as if it were the encounter of Solomon
and the Queen of Sheba.

The following passage, ridiculing the traditional ghazal, is a
good sample of the commercial interests of the writer as well as an

indication of the impending change in the scope of poetic concerns:
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Today the market for snake-like locks or waistlines as thin
as hair is sluggish; the bow of the eyebrow is broken, thus
making the doe (the beloved's eye) safe from harm; in place
of the black mole at the corner of the beloved's mouth, you
poets must sing of coal. ... Now it is time for the whistle
of the locomotive, not the song of the nightingale, ... The
tale of the candle and the moth has grown stale -- encourage
your fellow-citizens to build factories for candle-making.
Give over talk of the sweet-lipped ones to the desperately
amorous types -- instead, compose a song on red beets, the
source of sugar. ... If you need to die for a beloved, die
for the homeland.

CAbd ar-Rahim Taliboff of Tabrizz (1835?-1909) spent the greater
part of his life in the Caucasus where he combined trade with
extensive writing on scientific, political, and literary subjects.62
Dwelling on Taliboff's scientific writings, Bozorg Alavi regards the
author's various brochures on physics, chemistry, astronomy, and
cosmography as partly translated from Russian and partly drawn from

Turkish sources.63

In a different category by itself, and perhaps more useful for
the Iran of the day than the above-mentioned translations and
compilations, is TEliboff's voluminous general introduction to modern

science, Safineh-ye Talebi or Ketab—e Ahmad (Istanbul, 1896). The Book

of Ahmad is written in the form of a dialogue between a father and
his little son, and though most probably intended as a textbook, "it
gserved", in the words of Malkom Khan, "the needs of both children and

: 64
adults as an introduction to European sciences".

Of historical importance in the development of imaginative prose

was Taliboff's Masalek al-Mohsenin (The Paths of the Righteous).
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Published in Cairo in 1905, the book seems inspired by the Travels
of Ebrahim Beg without attaining its freshness and spontaneity.
Whereas Zeyn al-®Abedin's work has a definite autobiographical element

in it, the work of Taliboff is an allegorical account of an imaginary

scientific mission to the Alborz Mountains. In Masalek al-Mohsenin the
discussion of the members of the expedition (most of them educated in
furope) and the experience encountered through the journey are used

as a rather contrived vehicle for comparing the backward conditions

of life in Iran with those in Europe. All too often, minor incidents
in the story are used to introduce abstract discussions of broad
principles such as the theory and practice of European politics, the
concepts and application of law, the interpretation of modern European

concepts in the light of Islam, etc.

It is a matter of general accord that in their simplicity and
forcefulness the works of both Maraghe'i and Téliboff were important
landmarks in the development of modern Persian prosc.65 It is also
acknowledged that the writings of both men are more than just mildly
tinged with Turkic.66 What is not generally recognized, however, is
the fact that the borrowings from Turkic were not merely a result of
the authors' long residence abroad; nor were they alone in the need
to deal with the influx of new concepts. We shall see that this
practice was continued well into the early nineteen-twenties when
political changes in Iran, Turkey, and the Caucasus brought to an end

an era of free and mutually beneficial interchanges.
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We shall return to this question in the sections dealing with
influences from Turkey and the Caucasus. To round up our discussion
here it seems useful to quote from a Western observer who has dwelt
on contributions to Persian literature by Maraghe'i and Taliboff,
especially in their capacity as intermediaries between Iran and its
Turkic neighbors. Contrasting this with the effects of an

"unassimilated profusion" of Western values in more recent Persian

writings, Alessandro Bausani wrote67:

... These [Persian writers] have perhaps made a grave
mistake in detaching themselves ... from that current of
moral and political renovation that was represented, among
others, by Molla Zeyn al-CAbedin and Mirza ©Abd ar-Rahim
Taliboff -- men who enjoyed a fecund and direct contact with
éhe modern Russian and Turkish cultures. Later writers, in
contrast, seem to have taken pleasure in a strange admixture
of sceptical existentialism and pessimism and of Achaemenian
pseudo-patriotism and in turning their backs more and more
on cultural cooperation with their neighboring Muslim

peoples «ees

Amin Banani echoed these thought when he wrote that one of the most
salient characteristics of the ultra-nationalist ideology which
prevailed during the Reza Shah period was "an unhealthy, disdainful

’ § 68
air of superiority over neighboring countries".
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CHAPTER IT
PRINCIPAL CHARACTERISTICS OF PERSIAN LITERATURE IN THE CONSTITUTIONAL

PERIOD (1906~1925)

As we have just seen, social and political conditions were first
reflected in prose works such as those of Taliboff and %nyn»n(‘(ﬂhodin
of Maragheh. Prose, as a new genre, was understandably not bound by
the tradition of centuries as poetry was. With negligible exceptions,
the poets, still oriented towards the court and the elite, moved in
their abstract world of traditional poetry, "unruffled", as has been

1

remarked, "by wars, invasions, and revolts".

The Press and Poetry

With the promulgation of the Constitution in 1906, the political,
intellectual, and literary transformation of Iran -- in the making
since the middle of the nineteenth century -- bore fruit in two
closely related phenomena in Persian letters: the appearance and
overwhelming growth of journa]ismz on the one hand, and the
flourishing of patriotic sentiments as well as socio-political satire

in poetry, on the other.

Topical poetry became so prevalent in the first quarter of the
twentieth century that it overshadowed any other form of literary
expression. This topical poetry was written both by the participants

in the constitutional movement and by the professional poets, who were
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now swept along by the strong wave of patriotism and general interest
in public life. In fact, most talented poets chose to act as
journalists, and the pages of the newspapers provided the natural
place for the publication of these topical poems. In the words of
Reza-Zadeh Shafaq, "The newspapers became versified chronicles of the

3 and, in the words of Ehsan

history of the Constitutional Period",
Yarshater, only "The sincerity and artistic integrity of a group of
gifted poets, trained in the school of Persian classics, saved the
writings from falling into the category of versified political

pamphleteering".A

Granting the exaggerations and naiveté of the then current
preoccupation with politics, one may say that in ideas and ideologies,
twentieth-century Iran has not witnessed a richer period. The concepts
of Pan-Islamism, socialism, and nationalism,5 mutually contradictory
as they were, all found zealous and sincere expression in the poetry
of this period. Pan-Islamism, designed to present a united front to
Western imperialism, had been growing since the second half of the
nineteenth century; socialism, sparked by the Russian Revolution of
1905, gained articulate supporters in poetry after the Revolution of
1917; and nationalism was an integral component of the intellectual
and political ideas which had been reaching Iran from Western Europe.
The final predominance of Persian nationalism to the exclusion of the
other two ideals, sealed by Reza Shah in the 1920's, marked the end

of this era of significant changes.
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Apart from its political goals, the poetry of the Constitutional
Period offered a most striking contrast to traditional poetry in that
it treated not only social and cultural questions of general concern,
such as education, the emancipation of women and the labor problem,
but also questions of what one might call a technical nature, e.g.,
propagation of new scientific inventions, agriculture, economics,

means of transportation, health, hygiene, etc.6

In spirit, the literature of the Constitutional Period is the
most dynamic and optimistic of modern Persian literature. The genuine
enthusiasm for what had been accomplished, combined with high hopes
for the future, created a body of spontaneous and vital poetry. The
socio-political satire especially, inspired to a great extent by the

paper Molla Naser ed-Din and the poems of Mirza CAli Akbar Saber, (pp.

56-66), created a sweeping and exuberant literary genre never

surpassed.

Whereas poetry in the earlier centuries had concerned itself with
the court and the cultured elite, it now reached, by means of
newspapers, a much wider audience. The poets' interest in the people,
in turn, involved the simplification of poetic diction even to the
level of colloquialism and slang. As Machalski has stated,7 ordinary
language thus finally appropriated its rights of citizenship. Stress
on humor and the adoption of popular and folk verse forms were yet

8
other means to reach the common man.

The changes in modes of expression were not of a magnitude

commensurate with those in subject matter. The ghazal and the gasideh
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forms still persisted, with the difference that they were now put to
the service of new topics. The ghazal form especially was ingeniously
extended to express patriotic sentiments and a wide variety of social
and political issues. It is true that the use of the ghazal form for
politics was not the creation of the twentieth century,9 but the

widespread and uninhibited application of its imagery and phraseology

to politics is certainly typical of the present century.

Concepts such as parliamentarianism, constitutional monarchy or
a republican form of government, nation, justice, freedom, a
ministerial cabinet, administrative corruption —— these were all
expressed in terms of the beloved's hair and lips, the lovers' union,
their separation, rivalry in love, conventional metaphors of the moth
and the flame, the rose and the nightingale, etc.lO In the political
treatments of this period, gg%gg (the motherland), especially, assumed
the form of the "beloved" with all the attributes of flesh and blood.
In the following poem by Jocjez the motherland is portrayed as a
beloved with languid eyes, skin as delicate as flower petals and lips
as tight as rosebuds ... and of course the poet will not consent to

: 1
have her carried off by a foreigner 1:
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However, CAref of Qazvin is the most noted among the poets of
the period for the treatment of political topics with traditional
ghazal imagery. In the poem entitled "Cliquishness and
Benightedness",12 he uses one of the well-known images of classical
poetry to criticize the adoption of Western political devices by
native professional politicians. The gist of the verse is as follows:
if, in times past, a comb could barely penetrate the locks of the
beloved, because of lovers' hearts entangled in it, nowadays this is
infinitely more difficult since the hearts are engaged in forming
cliques that pass for parties -- playing the game of politics. In the
poem "Del-e Kargar" ("The Heart of the Laborer")13 he likens the
misery inflicted upon the laborer by the capitalist to the cruelty of
the beloved towards the lover. And in "Jomhuri-ye ®Eshq va
Saltanat-e Hosn", the poet, having witnessed the violability of the
divine right of kings, is all too anxious to stand up for the republic

of love rather than the monarchy of beauty.14

Similar to the readaptation of the ghazal was that of religious
poetry in Azerbaijan. Many poems written on social and political
issues employed the rhymes, rhythms, and even the refrains (the exact
words) of favorite religious elegies, no doubt to profit by their
immediate appeal.15

In considering the external structure of poetry in this period,
one might mention as a characteristic feature the unusual flourishing
of a wide variety of strophic poems in contrast to the monolithic

structure of the most important verse forms of classical poetry.
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In the classical forms -— whether the double-rhyme magnavi or the
monorhyme varieties of the ga§ideh, ghazal, and gg;fg& -— one or
several topics were set to verse without any formal transitions.
Although the many varieties of strophic poetry, such as mosamma?,

tarikib-band, tarji®-band, and the varieties without the linking

couplet such as morabba®, mokhammas, etc., have their origins in

classical poetry, nevertheless the marked thriving of these in the
poetry of the Constitutional Period might have been due to the mood
and needs of the new era. The trend from the lengthy solid structure
of the traditional forms to the new fashion of writing in stanzas
reminds one of the device of paragraphing, with its organizational and
aesthetic aims. Furthermore, in the prevalence of writing in stanzas
the general rapprochement of formal and folk poetry, especially the
example offered by popular song patterns, must have played an

3 1
important role.

In addition to strophic poems, the mostazad was another form
widely used, especially in the early Constitutional Period. (The
mostazad is formed by attaching to each hemistich of a verse a short
line or a few words consisting of a foot or more of the meter. These
complementary lines may be omitted in reading without impairment of
the meaning of the poem, but if read they heighten the total effect.)
By becoming one of the most popular verse forms of the period, the
mostazad attuned the public taste to the acceptance of verses of

different lengths, in itself a significant step in the direction of

the modernization of verse.
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Besides strophic poems and the mostazad, one may mention another
form popular in this period which also carried an authentic classical
Persian pedigree: the DﬂgE:E.Eﬂ!ils in which a perpetual-motion-like
quality is created by the repetition, ad infinitum, of only two ngg;
feet or measures. This in turn makes it possible to dispense with
regular rhyming and also to draw out the "poem" to lengths that are
appropriate to, and feasible in, prose only. The gain in popularity
of this form may be considered as another step in the general
rapprochement of prose and verse (some writers have attributed this

trend to the results of prose translations of European poetry).1

While the mostazad, the baﬁr—e Eavil, and the various kinds of
strophic poems were only modifications and improvements on traditional
forms, the changes in rhyme schemes were brought about by influences
from the West. The essence of these changes might perhaps be described
as a departure from the principles of symmetry which had been
characteristic of the traditional patterns. Although true free
patterning —- where the total effect of the whole composition would
be sought without regard to the balance of parts -- was only achieved
much later, the efforts of this period are notable as the beginning

of new trends.

Dehkhoda of Qazvin in his famous elegy is generally considered
the first poet to introduce a European rhyme scheme. The poem,18 whose
possible source of inspiration is described elsewhere in this study
(p. 75), is strophic in organization and exhibits a rhyming pattern

widely divergent from the classical (in each stanza, the first, third,
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fifth, and seventh hemistichs rhyme in one way, while the second,
fourth, sixth, and eighth rhyme in another; and the refrains of all
the strophes rhyme in the same way as the opening hemistich of the
poem) .,

Iraj Mirza of Tabriz, the most brilliant figure of poetry in many
respects, was conservative in regard to verse forms. He ridiculed the
innovations of the period in his long poem derisively entitled

Engelab-e Adabi (The Litera{y,Revolution)lg:

L] e
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I play around with the order of rhymes
In order to become the genius of my times.

Nevertheless, it is in his divan that we find the pattern closest to
the modern do-beytis (stanzas composed of two distichs). The poem,20
whose opening stanzas are quoted below, is notable for more than

simply its innovation in form. However, we cite it here merely to

demonstrate the rhyme pattern: ababd; deded (c being the fifth or

linking line).
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By eliminating the linking line in the above pattern, Ja®far Khamne'i
probably created the consecutive two-liners that are much favored in

poetry today.21

In addition to the adoption of European rhyme schemes, there
appeared other minor changes in the classical patterns such as the
forming of rhyme words according to tonal values (assonance)
independently of word construction.22 The composition, in this period,
of poems with uneven numbers of verses in their stanzas may be
considered evidence of a departure from the symmetry of the general
two-hemistich pattern of classical prosody and a growing trend toward
taking the verse (hemistich) rather than the couplet (distich) as the
unit of poetic composition. The then prevalent designations Eolagi
(triplet), khomasi (quintuplet), and §9§§Fi (septet) present the

modern counterparts of the classical mosallas, mokhammas, and so

forth.23

i i c
However, the foundation of classical poetry, i.e., "aruz or
quantitative meter, remained unchanged. Perhaps under the influence of
Turkish writers one or two poets tried their hands at stress meter,

but they met with ridicule.24

Most Persian critics tend to minimize the significance of these
innovations, reasoning that most of the forms predominant in this
period already existed in classical poetry. Others discredit them as
adulterations of the classical forms. However, it is not difficult to
see that attempts at exploring the possibilities of the old forms, the

gpirit of experimentation, and the dynamism which brought all these
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about were of prime importance in relaxing the rigidity of old canons
and in paving the way for the achievements of the later periods. And

clearly the dynamism was provided by the example of the West.

Features Peculiar to Azerbai jan

One can safely say that among the literary innovators of the
first quarter of the century, the Turkic-speaking peoples from
Northwest Iran deserve most of the credit. The introduction of drama
into Persian literature was the contribution of Fatb—cAli Akhond-Zadeh
(pp. 50-56), originally from Iranian Azerbaijan. As we have seen, the
credit for introducing the Western genre of imaginative prose goes to
two Azerbaijani men, Taliboff and Zeyn al-Abedin Maraghe'i, who wrote
around the turn of the century (p. 24). ©Ali-Akbar Dehkhoda of Qazvin,

largely indebted to Jalil Mammat-Quli-Zada and “Ali Akbar-Saber of the

paper Molla N§§er ed-Din (p. 56), is still unsurpassed in modern
literature as a social and political satirist. To Iraj Mirza of Tabriz
(p. 86) goes the credit for breaking the spell of stilted formal
poetical diction. He won the battle with "the dictatorship of
'correct' vocabulary and composition" by the sheer force of his
poetical gifts, brilliant wit, and sober intellect. It is a matter of
general accord that the first period of Persian literature did not

have any greater men than Iraj and Dehkhoda.

Even outside the strict field of literature, the causes of
Persian philology and history in the present century have been well

served by Turkic-speaking men who were for the most part the product
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of the first period. It was Hasan Taqi-Zadeh, Mohammad Qazvini, and
Ahmad Kasravi who introduced literary criticism and modern
historiography, as well as research and scholarship in the Western
sense, into Iran., These men wrote in Persian and identified themselves
strictly with Persian nationality, history, and literature. Nothing in
their works or in their activities as public figures indicates an
allegiance to any cause other than the Persian. Although Mehmet-Emin
Resulzade emphasizes the importance of the influences deriving from
the Caucasus and Turkey when he writes '"the forces which called forth
the enlightenment and liberal movements in Iran originated from two

centers: Istanbul and Baku," nevertheless he feels it necessary to

acknowledge: "Let it not be understood that the Azerbaijani fighters,
Azerbaijani deputies, and Azerbaijani political groupings were active

in the name of Turkism in the Constitutional Movement. The Turks of

e { o]
(Persianism) and in the name of the common vatan (motherland)".
S

On the other hand, however, one must mention the fact that the
Constitutional Period was indeed a productive era for the development
of the Turkic language and literature. It is true that the Azeri idiom
did not produce an Iraj or a Dehkhoda, but it did produce many capable
poets who wrote exclusively in Turkic and still more who wrote in both
languages.

Apart from poetical works that rested on a long and established
tradition, Turkic was now being used in the modern task of public

persuasion and education. Of especially great importance in this
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respect were the Tabrizi papers Xzerbayian, which was bilingual, and

Ana Dili, Vatdn Dili, Kheyr-andish, Ay Molla “Amu, and Sohbat, which
———. 0] p———

were in Turkic. Faryad and Farvardin, which were bilingual and

published in Urumiyya, also figured prominently.26 The significance of
these papers becomes clear when we realize that no newspaper in Turkic

was published during the succeeding period, that of the reign of Reza
Shah Pahlavi,
The idea of conducting elementary education in Turkic and writing

textbooks in the local language dates back to the last decade of the

nineteenth century. Khamseh-ye Adabiyeh, a literary textbook in five

parts, was written by Mirza Sadiq Xsadullah-oghli in 1311/1893.%7
However, the first pedagogically modern Azeri reader is by Mirza Hasan
Roshdiyeh (1850—1943).28 the nationally famous educator, who
introduced phonetic teaching of the alphabet to Iran.29 Roshdiyeh had
lived for many years in Istanbul, Cairo, and Beirut. The word
"Rushdiya", by which he came to be known and which was the name of

the school he opened in Tabriz, was the generic name given to
secondary schools in Turkey under the Educational Reform Council in
1845 during the Tanzimat period. Roshdiyeh's Turkic reader, !é%ég
2111?0 (The Mother Tongue), was published in 1905 in Tabriz and took

its illustrative material from Azeri literature and folklore.

Some of the other independent compilations of Azeri folk material
made during the early decades of the present century were: Vatan Dili
Tirki Masallar (1333/1914) by “A11-Qoli Vae% of Dehkharqan; JameCat

al-Tamsil (1334/1915) by Mohammad-Rahim Nograt al-Molk Makh'i; Turki
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Masallar (1351/1932) by Hasan Tuti of Ahar; Amsal va Hekam dar Lahfe-

ye Turki-ye Kzerbayiani by Mohammad-°Al1 Modarres Khiyabani (cited as

his Reyhanat al-Adab, V, p. 7).31

Judging solely from their manifestations in literature,
Journalism, and education, one can see clearly that intensified
interest and activity in Azeri were among the results of the same
liberal and democratic ideas that brought forth the Constitutional
Movement itself. However, this early salutary trend seems to have been
completely reversed in the years immediately following World War One,
as a result, partially, of the Turkish pan-Turkist and pan-Islamic
propaganda in Azerbaijan.32 Whereas ©Ali Mocjez makes a point of
writing in Turkic because, as he termed it, "the people of Azerbaijan
are Turks", (p. 92) ®Eref of Qazvin enjoins the morning breeze to pass
by Tabriz and tell its inhabitants that the sanctuary of Zarathustra
is not the proper place for the language of Chingiz.33 Taqi Arani of
Tabriz, the earliest Communist intellectual leader in Iran, wrote "...
It is a disgrace for an Azerbaijani to be taken for a Turk .... To
deprive an Azerbaijani of the honor of being Persian is a flagrant
injustice (Zolm-e fabesh) eses Well-meaning individuals must strive to
eradicate Turkic from Azerbaijan and to replace it by Persian .... The
Ministry of Education must assign there teachers from the Persian-
speaking parts of Iran. Books, newspapers, and pamphlets must be
distributed gratis or with reduced rates in Azerbaijan .... If
obligatory primary education is as yet unfeasible for Iran as a whole,

it must be implemented in Azerbaijan at any cost, this being
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imperative not only in the interest of education itself, but also for

political reasons ...".34

Literary Influence from the Caucasus

Arani's and similar utterances by his contemporaries are
understandable only in the light of the burgeoning Persian nationalism
of the period. In any other respect, it would be totally unrealistic
to deprecate the positive contributions made by both the Turks and the
Caucasians to the cause of modernism in Iran. During the
Constitutional movement, in particular, the Caucasian social-democrats
and volunteer fighters played a highly significant role in Iranian
national life, not only as catalysts but also as actual participants
in the revolution.35 Many Caucasian writers and journalists,
similarly, devoted full or partial works to the political and social
events then happening in Iran. 6 We shall deal with the two most
important among these — Jalil Mammat-Qoli-Zadeh and “Ali-Akbar Saber
-- later in this chapter. To do justice to the topic, however, it is
necessary to trace the beneficial impact of the North on Mirza
Fatb—cAli Akhond-Zadeh (1812-1878), perhaps the first among early
Muslim social thinkers to advocate European thought and practices in

essentially secular terms, in contrast to those who tried, often

unsuccessfully, to adapt Western thought and practices to Islamic

institutions.
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As revealed in his autobiography, Kkhond-Zadeh was of Persian
ancestry (Works, III, 417),37 and was born in Khamneh, near Tabriz.
Brought up in the Caucasus, he produced his copious works in Tiflis
where he worked as the oriental translator-interpreter for the Russian

government,

Kkhond-Zadeh was the first original playwright not only in Turkic
but in the whole Islamic East. He himself wrote the following remarks
in the copies he dedicated to three eminent Persian public figures,
including CAli—Qoli Mirza, the then Minister of Education, on the
occasion of the publication of the first edition of his collected
comedies (Tamgilﬁt, Tiflis, 1859): "This type of composition, which
is all mirth on the surface but embodies serious educational aims, was
unknown to the Islamic world before I introduced it" (Works, III,
103).

In 1291/1874 Mirza Ja“far of Qaraja-Dagh translated Akhond-
Zadeh's plays into Persian. Referred to, in Iran, simply as the

Persian plays of Akhond-Zadeh, these renderings are considered among

the earliest examples of wholesale modernization of Persian pr(me.qH

Many scholars have written of Akhond-Zadeh's direct influence on
Mirza Malkom Khan (1833-1908), the famous writer and public figure,
who until recently was considered the founder of drama in Porﬂjan.xq
In 1956, however, two Soviet Azeri scholars published suggestive

evidence, indicating that the three plays thus far attributed to Mirza
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Malkom Khan were instead to be attributed to Mirza Agha of Tabriz,40
who had submitted his first dramatic compositions for Akhond-Zadeh's
evaluation —— as we learn from Akhond-Zadeh's article, "Mirza Aghanin
piyeslari haqqinda kritika" ("Criticism of Mirza Kgha's plays")
(Works, II, 356-373), and from the letters exchanged on the subject
between the two men. Further supplementary evidence was published in
1965 by another Soviet Azeri writer, Abul' Fazl ﬂﬁseyni.41 It appears
that the Azerbaijan SSR Academy of Sciences has endorsed Hiseyni's
judgment and that the publication of these plays, together with their

Persian originals, is envisaged by the Academy.42

Dowleh were the most popular in Iran. These are letters addressed by

a fictitious Indian prince, Kamal ed-Dowleh, to his Persian friend
Jamal ed-Dowleh, followed by the latter's replies. They deal with the
social and political conditions in nineteenth~century Iran as compared
with those prevalent in the West. Kamal ed-Dowleh is visiting Iran
after having lived for many years in Europe and America, and finds

in "religion and fanaticism ... the fundamental obstacles in the way
of acquiring 'civilization'", by which, like other Muslim social
reformers of the period, he means Western culture. Jamal ed-Dowleh's
reply, on the other hand, represents the traditional outlook, refuting

his friend's views primarily in the name of the sanctity and
infallibility of Islam.

However, Akhond-Zadeh is not always consistent in his anti-

religious bias. As an instance, Kamal ed-Dowleh's first letter begins
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with an unrestrained glorification of pre-Islamic Iran, including
Zoroastrianism, and the vilification, on the other hand, of anything
that bears an "Arab" or "Islamic" stamp. It is blamed on the Arabs,
for instance, that Persians, late as they were in introducing print
into the country, still preferred lithography to typography as
preserving the "art of calligraphy". He blames Islam again if this
exclusive and, by necessity, limited printing concerned itself solely
with religious do's and don'ts, and with poetry preoccupied with

rhyming, flattery, and exaggerations (Works, II, 22-23).

It is a matter of general acccord that Akhond-Zadeh's writings
helped form in Iran the ideals of both nationalism and secularism and

influenced the writings of most important early Persian writers, men
like Taliboff, Yusof Mostashar ed-Dowleh and Malkom KhEn.l‘3 This

influence is striking in both form and substance in the works of Mirza
Kqa Khan of Kerman (1853-1896). The similarity is such, in fact, that

for years Akhond-Zadeh's Letters of Kamal ed-Dowleh were taken as

being from the pen of Mirza Aqa of Kerman (it is known that Akhond-
Zadeh completed his work in 1280/1863, when Kermani was only ten years
old). The error, first committed by Mohammad Bahador in 192444 and
repeated by Browne,45 was corrected by a Soviet Azeri scholar, Ueydér
Hﬁseynov, on the basis, among other evidence, of Akhond-Zadeh's
autograph of the work and of letters of his about it in the "Akhundov"
manuscript collection at the Baku NeZami Institute.[‘6 This was later

confirmed by the Persian historian Feridum Adamiyat, who explained the

error as due to the fact that the title "Three Letters" was given to
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Kermani's work by later writers —- this despite the fact that

Kermani's work comprises only one 1etter.47

Both Akhond-Azdeh's and Kermani's works begin by defining twenty
identical French words that are concerned, for the most part, with
political concepts. This is followed, in both authors, by a nostalgic
recollection of the greatness of pre-Islamic Iran, then by a
description of Iran's contemporary adverse conditions. It is true that
Kermani introduces many new ideas, particularly in the main body of
his work, but it is his elaboration of Akhond-Zadeh's ideas which is
really important. According to Adamiyat, Kermani's work is further
distinguished from Akhond-Zadeh's in that it shows a more
"revolutionary" concern with the author's own homeland and that it is

: 48
written in better Persian.

Soviet scholars have dwelt on Akhond-Zadeh's influence on other
famous works by the Persian writer.hg At this point, however, it seems
more useful to point briefly to other major contributions by Akhond-
7adeh to the Iran of the nineteenth century, particularly to his role
in introducing Western criteria of journalism and historiography.
Related to the first is Akhond-Zadeh's famous article "Kritika be

Monshi-ye Ruznameh-ye Iran", a long and witty criticism of a Persian

newspaper, Ruznameh-ye Mellati, dated 1283/1866. Akhond-Zadeh analyzes

first the content of the single issue that had come to his notice in
Tiflis; more than half of the issue is taken up by an account of the
biography of a nineteenth-century poet, Sorush (1813-1869), including

a long account of his genealogy, and by two of his poems, a ga§ideh
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and a ghazal. Akhond-Zadeh then proceeds to more general remarks
criticizing the formalistic artifice in the works of Sorush and
another nineteenth-century poet, Qa'ani (1808-1854): "The content
which does not have originality and innovation absolutely cannot evoke
pleasure or joy, especially in poetry. On the contrary, such a work

is as revolting and disgusting as a treatise on ablution belonging to
the pen of any latter-day mojtahed" (Works, II, 338). In the last part
of the article, Akhond-Zadeh dwells on the five basic attributes of

a newspaper for the people. C.M. Aliev, pointing to the popularity of
this article with reform-minded men in late nineteenth-century Iran,
compares passages of Akhond-Zadeh's article side by side with those
on the same topic from the writings of Mirza Mohammad Khan Majd al-
Molk (1807-1881), a prominent progressive Iranian statesman of the
time. In fact, not only the content but also much of the expression
of the latter is a repetition of the last part of Akhond-Zadeh's

article.so

"Resaleh-ye Irad" (Works, II, 374-392) is the letter Akhond-Zadeh

sent for publication to Ruznameh-ye Tehran in criticism of Rowzat os-

Safa-ye Naseriyeh (a three-volume sequel to Mir-Khwand's history) by

Persian historian Reza Qoli Khan Hedayat (1800-1871). The passages
cited from the latter's work are intended to show that in Hedayat's
writings an effort is made, no less than by the fifteenth-century
historian, to achieve an "aesthetic effect" at the cost of a clear
presentation of historical facts. A most witty imaginary dialogue

between Akhond-Zadeh and Hedayat is initiated when the latter
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introduces, by the mere link of "li mu'allifihi" (by an unknown
writer), lines of poetry that have no connection with the historical
narration and again where he admits, after some pressure on the part
of Akhond-Zadeh, that he had no particular idea in mind when he used
certain redundant words and phrases, and had wanted only to achieve
rhymed prose. Akhond-Zadeh ends the article by describing a practice
prevalent in Europe, kritika, as the license by which anybody can
criticize another's writings, provided this is done with courtesy and
homor and with the aim of improving '"poetry, prose, composition, and

authorship" (Works, II, 390).

Kkhond-Zadeh was again the first in the Muslim world in his
efforts at reforming the alphabet.51 We learn from his autobiography
that he was aware, at least in the later stages of his activity, of
the desirability of the drastic changeover to the Latin alphabet, but
"owing to his fear of ru?Enis" (religious leaders) his efforts took

the direction of modifying the Arabic alphabet (Works, III, 421-422).

We can learn of Kkhond-Zadeh's dedication to the cause of
alphabet reform and his ultimate bitter disappointment from his
autobiography and the letters he wrote to Mirza Malkom Khan and Mirza
Yusof Khan Mostashar ed-Dowleh (Works, III). In 1863 he presented his
proposed alphabet to the Ottoman Scientific Society. Discouraged by
lack of Ottoman support, he later sent a modified version of the
alphabet to €A1i-Qoli Mirza, then the minister of education in Iran.
Equally disappointed by the Persian government's indifference and

sensing his own approaching death, he entrusted the completion of his
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mission to Mirza Malkom Khan in the closing lines of a satirical
poem52 he wrote on Mirza Hoseyn Khan (the Iranian ambassador at the
Ottoman court, who was believed to have incited the ruling classes of
Turkey against Akhond-Zadeh, declaring him an enemy of Islam).
Sb o Vo palyss s g SV wsgai p S egls gy
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I have complained much; long has been the outpouring of my
grievance.,
About to depart, with no hope of seeing you again,

It is to your zeal that I entrust
The destiny of my struggles and pains.

As far as form is concerned, Ferdowsi's inspiration is all too
obvious in these lines. The full poem reveals a similar affinity, in
content as well, with Ferdowsi's satire on Soltan Mahmud., With all his
modern preoccuations, Akhond-Zadeh was not immune to the appeal of
Persian classical poetry, to the Shah-Nameh of Ferdowsi, at any rate.
As a modern "Iranian revivalist'" and as a "Persian nationalist",
Akhond-Zadeh also seems to have drawn much inspiration from Ferdowsi,
as is evident from his frequent quoting of the passages from the

Persian epic.

The Paper Molla Naser ed-Din and Modern Persian Satire

Molla Naser ed-Din, the best-known satirical journal in the whole

Middle East, was founded in April 1906 in Tiflis by Jalil Mﬁmmgt—Qoli—
Zadeh and such high-caliber poets as ®Ali-Akbar Saber and CALi Nazmi,

the playwright Haqverdieff, and the writer Mammat-Sa®id Ordubadi. In
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its initial stage, especially, Molla Naser ed-Din enjoyed
unprecedented repute throughout the Muslim world and was read,

Bennigsen says, not only in the Muslim-inhabited lands within Russia,

but also in Iran, Turkey, Egypt, Syria, and even in North Africa and

India.53

Following the death of CAli-Akbar Saber, its best and foremost
contributor (1911), the paper was considerably reduced in stature.
Despite other adverse changes in fortune, it continued publication
until 1931 when, in Baku, its name was changed to Allahsiz (The
Atheist).’* In June, 1920, Jalil Mammat-Qoli-Zadeh, the initial editor

of the paper, came to Tabriz, apparently with the idea of settling

in Tranian Azerbai jan and resuming the publication of his paper there.

(This was during the Khiyabani Movement [p. 72] in Azerbaijan and

after the sovietization of the independent republics of the Southern

Caucasus.) In any case, on February 6, 1921, the first issue of Molla

Naser ed-Din, Tabriz edition, came out in both Persian and Turkic. But

after having published only eight issues of the paper (the last on

May 4, 1921), Jalil Mammat-Qoli-Zadeh left for Baku for reasons which

have been interpreted differently by groups of varying interests.55

The earliest impact of Molla Naser ed-Din on Persian letters was

reflected in the Iranian journals of the Constitutional Period. The

satirical column of the foremost Tehran paper, Sur—e Esrafil (founded

in May, 1907) was, in the words of Browne, "wholly indebted to and

inspired by Molla Naser ed—Din".56 CAli-Akbar Dehkhoda of Qazvin, the

writer of this famous "Charand-Parand" column, wrote not only the
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earliest artistic satire in modern Iran, but also the best even to
our day.57 The column is written in both prose and poetry and contains
only one poem in Turkic: an open letter in verse addressed to Jalil

Mammat-Qoli-Zadeh. °°

Analyzing the historical importance of Molla NE?er ed-Din in
general and Saber in particular in progressive social thought as well
as in literature in Iran, Kasravi considers Saber's poems and those
written in the same spirit in Iran as the only genuine and vital
writings in the decades prior to World War TI.59 Granting a degree
of exaggeration, Kasravi's assertion is, nonetheless, significant once
we recall his notably unsympathetic attitude towards Persian poetry,

classical and modern alike.

Another Azerbaijani, the contemporary poet Shahriyar, describes
Saber's impact in the following words: "The style of the modernists
became more and more marked during the early years of the
Constitutional Period, especially in works of a social and economic
nature, mainly as a result of influences from the writers and poets

clustered around the Caucasian journal, Molla Naser ed-Din, and

especially from its poet of genius, the late Saber of Shirv:—m".ﬁ0

We have proffered the above quotations from two Tranian Azeris
in the belief that these men, owing to language affinity, may be
congidered the best judges of the origins of the new and imported
elements in the satire of the early twentieth century. As for the

following discussion on the comparative stylistic features of Molla

Naser ed-Din and Sur-e Esrafil, it must be noted that our aim here
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is not so much to trace each new trait to one paper or the other,
as it is to give an idea of their greatly similar artistic devices

and to give an idea of the type of socio-political issues with which
the satire of the period was concerned.

The characteristic approach of Molla Naser ed-Din and Sur-e

Esrafil (to take the former's best representative counterpart in

Iran), was not to criticize directly: on the contrary, both Jalil

Mammat-Qoli-Zadeh and Dehkhoda begin their story-telling, as it were,
by a description of some insignificant subject which seems remote from

what the authors' real intentions prove to be. Only after this

seemingly irrelevant preparation, do the authors proceed to strike

out, "at times wounding to death their exposed victims". Another

characteristic feature of Molla Naser ed-Din and many Persian comic—

satirical papers of the period was the technique of writing articles

in the form of letters to, and replies from, the editor, or in the

form of dialogues between a learned man and a comman man, or most

often in the form of ingenuous outpourings of an urban imbecile, a

: 6
village idiot, or a bazaar-roaming dervish. 1

Molla Naser ed-Din and many of the Persian papers of the

eriod make use of a wide variety of folk material,

popular songs and lullabies62;

Constitutional P

such as anecdotes, proverbs, riddles,

they attack by means of analogy, ironical comparisons, and by the

portrayal of lively little scenes utilizing the prevalent customs and

superstitions; they give distorted satirical definitions of words; and

they invent grotesque stories, news features, and the advertisements
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in order to drive home their points all the more forcefully. The use
of classical poetry to satirical effect especially is said to have

originated with the writings of Saber in the paper Molla Naser ed-

Din.63

To illustrate these general remarks, we cite here two poems, one
by Saber and the other by Ashraf of Gilan. Next to the works of
Dehkhoda, those of Ashraf of Gilan, the editor of Nasim-e Shomal,
would perhaps offer the best example of the extent to which Sﬁber

influenced the poets and journalists of the revolutionary period.

The opening section of Saber's poem64 is put into the mouth of
a molla who stigmatizes as a "babi" (a follower of Babism, on which
until recently anything new and progressive was blamed in Iran) the

man who has been seen buying a newspaper.

What is new? (Your health.) Well, come on now, more or less!
(Well, it seems that Haji Ahmad has been seen buying
newspapers lately.) What? you can't be in your right senses;
did you see it with your own two eyes? (They only say so.)
Oh God! who remains [faithful] to me in this land? If this
be true, this accursed one too is a cheat and a swindler;

he too then has gone astray; he too then has turned into

a Babi.

The following are two stanzas6) by Ashraf of Gilan:

Oh, Kabla Bager! (Yes Sir.) What is new? (Nothing Sir.)

Then what is all this tumult? The hubbub of his Excellency's
water-pipe?

(Bl <e o ngi Balal has recently arrived from Aleppo. He has
been babbling about a constitutional party, or some such
thing.)

This faithless dog too is a cheat, then!

Haste, brother Muslims, catch him, this accursed one too has
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turned into a Babil!

e

What presents has that rogue brought back from Moscow and
Tiflis?

(Alas, dear sir, two bushels of bother!)

What has he to say? What does he intend to bless this
wretched dunghill with?

(Oh, learning, schools, reading halls, and all that.)
This faithless dog, too, is a swindler, then.

Let him not undress in the baths. No doubt he, too, has

turned into a Babi.

Perhaps with the exception of the Pahlavi period when little

social criticism was allowed, Molla Naser ed-Din's influence continued
well past World War Two. In their joint article, "Saber and

Contemporary Persian Satirical Poetry."66 Shamida and Hajieva, two

Soviet Azeri scholars, present a documented study showing Saber's

influence on Iraj Mirza (p. 86), Mo®jez (p. 90), and Shahriyar (p.
127), as well as on several satirical reviews of the twenties and

thirties., Mehdi Mojtehedi67 talks of the persistence of "Saberian"
techniques in the most popular comic paper, Baba Shamal, published
during World War Two in Tehran. Kh. M. Hajiev68 devoted an article

to Saber's still strong influence on the poems that Mobammad—cAli

Afrashteh of Gilan (1908-1959) contributed to various magazines and

newspapers during the war and, beginning with 1951, to his own review

of popular literature that included writings in many local languages

and dialects, such as Gilaki, Kurdi, Azeri, Armenian, and others.

Even today in Azerbaijan one hears from older people how they

arrival of the issues of Molla Naser ed-Din, how these

awaited the

went from hand to hand, and how the poems of Saber. especially, were
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recited in gatherings and were widely imitated by anyone who wished
to try his hand at it. The biting satire of $aber's poems, directed
primarily against the autocracy and the Shifite clergy, induced the
clergy in Tabriz to denounce the paper as an owrag-e mg%gllgh
(corrupting or faith-shaking paper) and as contrary to Islam, The
CUlama of Najaf were quick to endorse the denunciation. In 1906,
Mobammad—CAli Mirza, the future shah, who was then still the governor
of Azerbaijan, prohibited the paper's entry into Iran. Only upon the
order of Parliament, to which the people of Tabriz appealed, was the

ban 1ifted,%®

Among Tabriz papers, which generally showed the great influence

of Molla Naser ed-Din, the most important was the bilingual

Azerbayijan, which started publication in early 1907, under the
editorship of CAli—Qoli Safaroff, In its very first issue, the editor

acknowledges an indebtednes to Molla Naser ed-Din’% as his source of

inspiration by printing on the cover the familiar image of Molla Ngger
ed=Din in the act of giving friendly counsel to the local Tabriz
molla, who on his part stands in front of him in an attentive pose

with a thumb at his temple, signifying receptiveness.

In Azerbayjan also, most of the articles are written in the form

of dialogues between the editor and the reader; whereas, in the case

of Molla Naser ed-Din, the readers address the editor as "Ay Molla"
or "Molla “Amu", in Azerbayian the editor is addressed "Janab-e Hajji

Baba" or "Ay Hajji Baba".
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The poems that appeared in the paper KEerhaszn were written
under the direct influence of Mirza CAli-Akbar Saber, and were mostly
anonymous. This, coupled with the fact that they were the product of
change and, in their topical nature, were identified and associated
with journalism, may explain why they have not found their way into 1
the collected works of Azeri poets. The only effort at identifying
these unclaimed poems seems to have been made by Soviet Azeris and
Azeris resident in Turkey.71 Some of the poems are attributed by them

to Reza Sarrﬁf (D 97) Ca1i Mocjez (p. 90), CAbd al-Hoseyn Khazen

(p. 102), &nd teithe above-mentioned €A1i-Qoli Safaroff,

Political events and other news of interest were argued over in
the form of poetical dialogues between the two papers, with Molla

Naser ed-Din admittedly enjoying the superior position. For instance,

when the despotic grand vizier, Amin os-Soltan (also known as the ;

Atabak), noted for his hard-headed animosity towards

Constitutionalism, returned from Europe to resume his position, and

the Majles did not take decisive measures against this, Molla Naser
ed-Din published an angry satire by Saber in which he reproached the

Tabriz Anjoman (Provincial Council) for its inactivity and criticized

the slow progress of the people of Tabriz in their struggle against

autocracy. The poem began with the following verse: "Tell me, my child

72
what ever happened of your boastful talk?"
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After the grand vizier had been assassinated by a young member of the

Tabriz Social-Democrat Party, Azerbayjan answered Molla Naser ed-Din

with a poem containing the following refrain: "You see, Molla CAmu,

events are taking shape according to our desire".73
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The answering poem goes on to describe the accomplishments of the
Tabriz Anjoman, adding that if nothing else had been achieved, the
killing of the grand vizier by a simple mojahed (fighter for freedom)
of the Tabriz Anjoman would have justified all its claims. Saber

answered this with a poem in lullaby form, of which we translate the
pertinent lines74:

You did kill Atabak, I don't deny it at all, but there
are many more like him still lurking about.
Or perhaps I don't get the point as I should.
Don't try to deceive me, my child, go to sleep, my child.

Kferbﬁyjﬁn, like Molla Naser ed-Din, was a magazine illustrated
in color. Its caricatures, revived during the Pishavari Period, are
remembered even today. In the dialogue captions to many cartoons, the
lines spoken by a peasant are in Turkic, whereas the lines spoken by
the landowner, the tax collector, etc., are in Persian. (This appears
to be an early confounding of socialistic aims with ethnic issues,
since Azerbaijan has not known a preponderance of non-local

landowners, at least in the nineteenth and twentieth centuries.)

The following captions ridicule the custom obligating the peasant

to treat his landowner to meals suitable to a rich and discriminating
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palate, and to offer him presents in the form of farm produce, in

addition to gifts of money on the occasion of national festivities:
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The peasant: "Pity! pity!" [exclaims the peasant who is ]
being beaten at the order of the khan.] "May I be your l
sacrifice, Kqa. I swear to God that no sugar can be found
in this village."

The landowner: "You brazen impudent one! Haven't I

already told you that I cannot dine without sharbat? Now

what is this fooling around with Ceyran?"

. -
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The peasant: "Oh khan, God is our 6 vitness! These [he
is pointing to a couple of chickens and some eggs and other
things he has brought as presents to the landowner] are the
only things which we could lay our hands on. Inshallah we
will fulfill our duty as your slave by offering also forty

e -
tumans in cash.'

The landowner: "You so-and-so, didn't I tell you that

you would be received with sticks if you came without a

proper present?"

For considerations of space we have to forego a discussion of

Molla Naser ed-Din's obvious influence on other Turkic and Persian
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papers published in Azerbaijan between 1907 and 1909. We shall see a
strong -- though not always spontaneous — revitalization of the Molla
Naser ed-Din tradition in the poetry and journalism of the World War

Two period.

Linguistic and Literary Influences from Turkish

Although the influences of the Turkish language and literary
trends had been growing since the middle of the nineteenth century,78
the second decade of the twentieth century is of special significance.
After the dissolution of Parliament in 1911 as a result of Russian
intervention, and especially during World War I, when Iran was
subjected to large-scale Russian and British incursions, Istanbul and
Berlin served Persian nationalists as centers of political protest and
activity. This exodus of Persian political leaders who, more often
than not, were literary figures as well, is referred to as Mohajerat
("The Emigrations") in the history of the period.79 These men did not
return to Iran until the early 1920's, when once more the country

gained political stability. The papers Kaveh and Iran-Shahr, as well

as the lesser-known Farangestan, were Berlin publications of the post-

war years.

Turkey's record as a host to Persian journalism goes further
back, namely to 1875 when Mohammad Tgher of Tabriz established in
Istanbul the paper Akhtar, the earliest Persian newspaper in the
modern sense ever published in or outside the country. Other Persian

papers published in Istanbul during the Constitutional Period, such
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as Shams (published in 1909 with the collaboration of the famous Zeyn
al-®Kbedin of Maragheh) and Sorush (founded in 1908 with contributors
such as Ahmad Aghayef and Yahya Dowlat-Abadi), do not, of course, rank
in importance with later emigré publications in Germany; nevertheless,
if properly studied, they will throw much light not only on Turko-
Persian relations, but also on the intellectual and literary trends

of the Constitutional Period.

Between 1908, when Parliament was temporarily dissolved by
Mobammad—cAli Shah, and the end of World War I, many major poets of
the time, to name only “Aref, ®Eshqi, Dowlat-Abadi, and Lahuti, were
among these politically active members of the intelligentsia who
sought exile in Turkey. There they wrote the earliest Persian poems
in the Western manner and tried their hands at newer literary
genres.go It is not, therefore, surprising that neologisms in the

Persian language and modern trends in the literature were termed,

towards the beginning of the 1920's, Farsi va adabiyat-e Khan-e
Valedeh ("The Persian and the literature of the Khan-e Valedeh", which

was the name of a saray in Istanbul where Persian nationals traded).

The expression was first used by Hasan Taqi-Zadeh in the series
of articles he wrote in K§!§D§1 (published in Berlin), and was taken
up by other Turkic-speaking writers, such as Mohammad Qazvini,
Kazem-Zadeh Iran-Shahr and Reza-Zadeh Shafaq. In all cases the
expression "Khan-e Valedeh Persian" (which may be translated as
"Purkish—influenced Persian') is opposed to Farsi-ye Egglg (high-class

Persian); and the Khan-e Valedeh literature is described as contrary
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to the true spirit of Persian literature.

Among non-Azeri Iranians who wrote in emphatic terms on the
subject was Mohammad~CAli Jamal-Zadeh, the famous short-story writer
from Egfahan: "What has adulterated Persian," he wrote, "is not the
European words alone but especially the translation into Persian of
Turkish words and expressions .... The Ottoman Turks, owing to their
lack of a literary language, adopt Arabic, Persian, and French words
and subject them to the strangest of manipulations without the least
regard to their lexical and morphological properties .... Most of our
journalists, who do not know French, take these as their source of
grace and bounty .... And as the modern Turkish words, be they of
Persian or Arabic origin, are more or less understandable to us, our
journalists do not see any point in translating them and thus freely
avail themselves of not only such faked Turkish words, but also of

w83 jamal-Zadeh used the same theme

Turkish syntax and phraseology ....
in his famous short story "Farsi Shakar Ast" (''Persian is sweet') in
which the speech of a Persian, who is returning from Turkey, is

parodied for being as incomprehensible to poor Ramagﬁn (an authentic,
unspoiled, common Persian) as the speech of the other two characters,

a molla merciless in his use of Arabic words and phrases and a young

man newly-arrived from France.

Taqi-Zadeh enters the discussion in his usual scholarly manner.
He traces the linguistic origins of both the Iranian and Turkic
languages, traces the source of the Farsi-ye Fasih to the treasury of

Persian classics (down to the fifth century A.H.), and the source of
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the then current language of press and poetry to the Iranian nationals
resident in Turkey. Expressions such as "strange delirious language",
"the metamorphosed bird language of the parliamentary age" ("manteq
ot-teyr-e maskh-shodeh-ye Cahd-e parlemani"), and "the language of
Sivas and Brusa imitated by Baku and Ganja",84 are used in Taqi-
7adeh's article for more or less literal translations from the
Turkish. To illustrate his point, Taqi-Zadeh provides a list of words
and expressions of two different categories: first, those Persian or
Arabic in origin which have undergone much too free a manipulation in
Turkish; second, new words which have been created through literal
translations of the French by Turks. It is important to note that with
most of these words and expressions, once termed the language of
"jinns", a Persian feels completely at home today. In the following
selected examples the words in parentheses are suggested by the author

of the article as purer and more accurate equivalents of Turkish-

85
influenced terms.

First group:
(db ) H S (el plulpp (Wloday ) Sa 2
(Ll ool) @ bble (ordte) crpmlade (O159) *hia)
(8y)¢;dy(tuﬂ)u;~Q(uﬁqubU‘w\obhhw
SVaiae ldtsg s (o35 ) SV (P o Sle) Slams
el R bl s ol ,u

Second group:

(satisfaire) {Lﬁ‘ (immortel) Cb)q'y (mentalité) TOREY
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(école de ...) U dnw cSSe  (moment présent) ols Jls

(réaction) JeadV 8 (admiration) g
>

It is equally interesting to note that the introduction into
Persian of punctuation and the use of abbreviations (in initials of
personal names especially) are described by Taqi-Zadeh as the results
of indiscriminately imitating the novel practices of the Turks. It
must be noted, however, that Taqi-Zadeh's objection is mainly directed

to the excessive and often incorrect imitation of these practices.86

Another article by Taqi-Zadeh in the periodical Kaveh is entitled
derisively "Taraqqi-ye Zaban-e Farsi" ("The Progress of the Persian
Language"). In this article two columns of poetry, entitled

respectively Persian poetry and Khan-e Valedeh poetry, are compared.

According to the author, the first column "shows that the spirit of
poetry is still alive in Iran", whereas the second column "is a sample
of the disintegration of Persian letters, a testimony to the malady
of the national temper and the insensibility of the literary palate

in Iran".87

The writers of the two poems in the second column are not
identified. One of these poems, entitled "A'ineh-ye Del" ("The
Mirroring Heart"), is taken from a booklet of collected poems by a
Persian, published in Istanbul in 1330/1914, Artistically the poem is
not a good one, although not so poor as to deserve the irony with
which it is treated. However, in the employment of European techniques
—- and this is the important factor from the viewpoint of literary

modernism in Iran —- the poem is as iconoclastic as any Persian poetic
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work has been even to our day. And it demonstrates that the beginnings

of modern Persian poetry go further back than is generally supposed.

The verse rather than the couplet has been chosen as the unit
of composition; and the verses are of unequal length, sometimes a
full-length verse being juxtaposed to a word or two in the following
one. What is more, in an attempt to do away with the traditional rhyme
and rhythm, the poet has turned out a curious admixture of prose and
poetry, and a special effort is made to produce striking sound effects
by the choice and juxtaposition of sonorous and rare words of which
a high percentage are Arabic words used in Turkish. As far as the
content goes, the poem is a eulogy to, or rather a lamentation for,
Tran — the word itself appearing here and there in a surrealistic
manner, engulfed, as it were, by an expressionistic depiction of
anxiety, darkness, and despair. The poem is a long one, and to cite
only parts of it would fail to present its total effect, which has

an original, strong, and disturbing impact.

The other poem, "Ey Javan-e Irani" ("O Persian Youth"), described

merely as being "quoted from one of the well-known newspapers issued

in one of the important provinces of Iran", turns out to be written

by Mirza Taqi-khan RafCat in Tajaddod of Tabriz.>® Both this poem and

the qasideh with which it is contrasted were written on the occasion

of the Now-Ruz of 1336 H.Q. (1917). In its formal structure Raffat's

poem shares many new features with the other Khan-e Valedeh poem

described above. As far as its mood and content are concerned,

RafCat's poem is characterized by a timely and sincere appeal (though




not to the exclusion of poetical effectiveness) to the youth of the
country "to aim for the future, as the past is past'". Its refreshing
dynamism is especially striking when we compare it with the
comfortable and time-honored imagery of the "Qagideh-ye Bahariyeh"

("Qasideh of Spring").
3 P g

Mirza Taqi Khan Raf®at and Literary Modernism

Mirza Taqi Khan RafCat, Taqi-Zadeh's primary target of attack,
was the chief associate of Mobammad—cAli KhithEni, the leader of the
Khiyabani Movement in Azerbaijan.89 Both Khiyabani and RafCat were
among the early and most radical proponents of literary modernization
in Iran.go Criticizing Mohammad-Taqi Bahar's literary policy -- we do
not want to act before the law of evolution orders us to do so --—
Khiyabani wrote: '"We too believe in the role of evolution which takes
place without the interference or even the consciousness of men at
large, but we also believe in the importance of taking advantage of
this natural process and of having it speeded up and channeled by men
endowed with alertness and the power of invention ...."91

92

The daily paper Tajaddod”™ and the two literary reviews of the

period, Azadi-Setan and Adab, were all written in Persian, and contain

prose and poetry that were among the most progressive in the country.
Derisively referred to in their own times as representing

"tajaddod-e adabi" (literary innovation), these writings have remained
neglected in nearly all appraisals so far made of modern Persian

literature.
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Mirza Taqi-Khan RafCat represented the cultural and intellectual
aspects of the Khiyabani Movement as a literary critic, a journalist,
a teacher and a poet. To judge by his writings in Tajaddod and
Xzadi-Setan, he was well-versed not only in Persian, but also in
Turkish, Arabic, and French. With this he combined a keen analytical
mind and, for his time, a good grasp of Western social, political,
and cultural theory and practice. His articles on literary criticism,
in particular, were daring for his time and contain many striking

inﬁightS.QJ It is true that Raffat's prose is uncommonly permeated

with Turkish, and therefore hardly offers easy reading matter today,

but his poetical works contain little by way of unfamiliar words and

ssions and surely belong among the best in early modern Persian
94

expre

verse. The following poem was written in 1920.
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Mirza Taqi Khan Raf€at, it must be noted, was not the only
literary protagonist of the Khiyabani period. The periodicals of the
time have preserved many noteworthy original poems and translations
(from Turkish as well as European languages) by such writers as JaCfar
Khamne'i, Ebrahim Nassaj-Kho'i, Yahya Mirza Danesh (the present Yahya
Aryan-Pur), Naqi Barzgar and many others. A citation of the full texts
would be necessary to show that some of these poems were indeed among

the most effective examples of romantic poetry ever written in Iran.

Owing to the strength of the Persian classics, European
romanticism never did thrive in Iran as it had earlier in Turkey.
Except for the works produced in Azerbaijan during the Khiyabani years
and for a few others outside this category, romantic expression in
Iran degenerated, as soon as it was introduced, into a schoolboyish
sentimental poetry. Parviz Khanlari presents Dehkhoda of Qazvin and
RaCdi of Tabriz as the two early and successful representatives of
romanticism, although he does not call this FEuropean literary school
by its proper name.95 It is, however, clear that Khanlari means and
discusses romanticism when he writes: "One of the basic differences
between the old poetry and some of the new lies in the fact that the

traditional poetry did not concern itself with expressing feelings and
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emotions in their proper detail, subtlety and particularity .... Owing
to its general quality, the old ghazal made it impossible for one to
tell one poet's particular mental make-up and aesthetic sensitivities

from those of another ...."96 "Tt was only beginning with the

Constitutional Period", Khanlari wrote in another context, "that poets
found the courage to speak of their personal and subjective feelings
,,"97 The example par excellence Khanlari gives for such welcome

individual poetical expression is the elegy Dehkhoda (1879-1955) wrote

on Mirza Jahangir of Shiraz. We know now that the poem, "Yad Ar Zeh
Sham®~e Mordeh Yad xr"98 yas modeled on Alfred de Musset's poem,

"Rappelle-toi", and that, in all probability, the inspiration came

through the earlier poem by the same name from the pen of the Turkish
poet Racaizade Ekrem (1847-1914).%% This is suggested by the fact that

the Caruz meter and the rhyming scheme in both the Persian and Turkish

variations are identical, and also by the popularity that the Turkish

8 0 * ;
version enjoyed outside Turkey. In any event, the pride Persian

literature has taken for the last sixty years in Dehkhoda's elegy

seems more than justified in that neither the French original nor the

Turkish variation, "Yad Et", have the powerful and exquisite quality

of Dehkhoda's poem.101

On the effects of Turkish literature in Azerbaijan, Reza-Zadeh

Shafaq wrote in the early 1920's: "The protection of Azerbaijan must

be both physical and spiritual .... The central government of Iran

must revive Persian culture, thought, spirit, and language in all

recesses of Azerbaijan .... If any negligence is permitted in the




accomplishment of this task, we shall not be able to block the
encroachments of 'Turkigari" [a pejorative designation for Turkism].
And we will find that modern Turkish literature, exquisite poetry and
fiction, as well as factual and expository literature produced in the
last fifty years in Turkey will fill the atmosphere of Azerbaijan, and

at that point it will already be too late".102

Shafaq's cry of alarm was not justified: the early years of the
twentieth century saw Turkey renounce her pan-Islamic and pan-Turkic
dreams, and the threat to Azerbaijan which they entailed; Reza Shah,
on the other hand, sealed the future course of Persian nationalism and
Westernization that resulted in the establishment of systematic and
direct relations with the West. Beginning with the poets of the Reza
Shah Period, inspiration from Turkish was reduced to a few poets who

wrote in Persian and nevertheless despaired of national recognition.
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to be listed here. We shall make specific references to some in

the course of this study.

Kasravi, Tarikh-e Mashruteh, 573.

Kliyashtorina, op. cit., 56-65.

Shamida, K.I. and Hajiyeva, K.M., "Saber va Mo“aser Satirik Iran

Poeziyasi", Izvestiya (A.N. Azerb. SSR, Soc. Sc. series), no. 5
(1962), 74-75.
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Shamida and Hajiyeva, op. cit., 61-75.

Mojtehedi, M., Rejal-e ngrbayjén ggs_cAsr—e Mashrutiyat (Tehran,
1948), 132.

Hajiyeva, K.M., "Iranda Sabirin Davamchilarindan M. Afrashta
Yaradijilighinin ilk Dovru Haqqinda", Izvestiya (A.N. Azerb. SSR,
Soc. Sc. ser.), No. 5 (1962), 133~141.

Kasravi, Tarikh-e Mashruteh, 191; it is well-known that the
Persian court repeatedly.requested the Tsarist government to
censure Molla Naser ed-Din; ©A. Mir-Ahmadov cites, to this
effect, documents preserved in Georgian state archives: "Mulla
Nasreddin Zhurnalinin Yayilmasi va Ta'siri Haqqinda", Izvestiya
(A.N, Azerb. SSR, Soc. Sc. ser.), no. 1 (1958), 69,

On the influences of Molla Naser ed-Din on Azerbayjan see the
heading, "Molla Néger ed-Din va ngrbgngn",‘Kasravi, Tarikh-e
Mashruteh, 271-272; Bouvat, L., "La presse Musulmane", Revue du
monde ﬁusulman, TTEC1007) pino. 5465 £y Khandan:-J.,
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VI of the Azerbaycan Kultur Derneffi Yayinlari, Ankara, 1951.
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Azerbayjan, no. 16, 1907.
. Saber, ”OQ—”OE—NEQQE, 42,

Kzerbay jan, no. 5, 1907. In those days Ceyran (yoghurt diluted
with water) was the common beverage with moderately elaborate
meals. Only special occasions called for sharbat (sugar water,
sometimes flavored with fruits or spices).

The personal pronoun "we" is used in Iran to denote humble

status, as is the case here, as well as dignitary status.

Kzerbay jan, no. 7 (1907).

Available sources point to Turkey's contribution to all Islamic
lands concerning neologisms for concepts of nationalism,
constitutionalism, and popular sovereignty. It was Turks who
first used the terms "Watan", "Millat", and "Hurriyat" in their
modern Western sense: B. Lewis, The Emergence of Modern Turkey
(London, 1961), 328 ff. H. Taqi-Zadeh believes that the word
"Mashruteh" (Const1tution) was coined by the Turks from the
French word "charte'", Tarikh-e Ava'el-e Enqelab va

MashruQ_xgt-e Iran (Tehran, 1959), 18. On the contribution of
the formation of early Persian scientific terminology

Turkey to
and vocabulary connected with other modern concepts, the works

of Taliboff and Zeyn al-CAbedin Maraghe'i offer the most

representative examples.

Concerning these political refugees see: Bahar, M.T., Tarikh-e
Ah/ah -e. Q1yasl (Tehran, 1942), 17-18; Browne, Press and Poetry,
tr. by M. Abbaql, I, 341; Dowlat- Abadi, o SpRit e =Nl 2V, D0,

108; Behzad, op. cit., 357-363.
An account of the new features these poets introduced into
Persian literature, together with reflexions of Pan-Islamism in

Persian literature of the period, may be seen in Munibar, op.

cit., 42, 52, 66, 129.

The series consists of three articles: "Taraqqi-ye Zaban-e Farsi
Kaveh, no. '3"(March'31;91920), 3=5; "Taraqqi-ye
Zaban-e Farsi: She‘r va Adabiyat—e Khan-e Valedeh", Kaveh, nos.
4-5 (May 21, 1920), 3-4; "Ma'khaz—e Farsi-ye Fasih va Farsi-ye
Khan-e Valedeh", Kaveh (Dec. 13, 1920), 3-5.

"Enteqad-e Adabi', Iran-Shahr (Berlin), no. 8

dar yek Qarn",

Qazvini, M.,
(1925), 468 ff.
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Jamal-Zadeh, M. A., "So'al-e Adabi", Farangestan (Berlin), I,
nos. 7-8 (Nov.-Dec. 1924), 341-350.

The reference is to the Turkish-influenced "Fuyuzatchilar"
literary movement among the Caucasian Turks of the period.

The full list appears in '"Ma'khaz-e Farsi-ye Fagih'", 4-5.
Ibdd., 5.
"She®r-e Farsi va Adabiyat-e Khan-e Valedeh", 4.

Tajaddod, I, no. 56 (Dec. 8, 19175,

On the Khiyabani Movement see Lenczowski, G., Russia and the West
in Iran (Ithaca, 1949), 60-65; Mostowfi, “A., Sharh-e
Zendegani-ye Man (Tehran, 1945), III, 174-179; Cottam, R.,
Nationalism in Iran (Pittsburgh, 1964), 122-124; Kasravi, A.,
Tarikh-e Hijdah Saleh-ye Azerbayijan, 3rd ed. (Tehran, 1961),
862-900, For the life and polltical sympathies of Mirza Taqi-Khan
Raffat see: Mojtehedi, M., op. cit., 73-77; Kasravi, A.,
Zendegani-ye Man, 2nd ed. (Tehran, 1946), 86-87.

The following passage is quoted from Khiyabani's public lecture
no. 17 as it appears in CA. Rzeri, Qiyam—e Sheykh Mohamqu
Khiyabani (Tehran, 1951), 422. "Down with the ploomy literature,
poetry and music. So far a great deal of our national vitality
has been paralyzed by the morbid effects of despair, fatalism,
indifference, and inactivity .... From now on we must prepare
ourselves for the battle of life with hope, smiles, and a better
morale —- not with moans of incompetence".

Bahar's article, "Enteqadat dar Atraf-e Maram-e Ma", appears in
Daneshkadeh, June 22, 1918, 116 ff.; Khiyabani's article,
"Mas'aleh-ye Tajaddod dar Adabiyat", appears in Tajaddod, II (May
23, 1918). The passage from Khiyabani is a paraphrase rather than

a quotation.
Tajaddod was published from March 1916 to August 1920.

A series of articles on criticism of SaCdi is entitled "Yek
COgyEn—e Adabi", Tajaddod, nos. 69, 70, 73, 76 (Jan.-Feb. 1918);
for literary criticism a series of articles under the heading
"Tajaddod dar Adabiyat" written by Khiyabani himself is also
important: Tajaddod, Oct. 22, Nov. 17, Dec. 11, 24, 1919; Jan.
14, Yeb.'ll, 25; Mar 4;71920,

-8 -



94,
95,
96.
97+
98.

994

101,
102,

Kzadi-setan, July 6, 1920, p. 10.
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Khanlari, Kongreh-ye Nevisandegan, 47.
Khanlari, "SheSr-Farsi ...", 30-32.

The poem appears with its translation in Browne, The Press and

Poetry, 201-204.

For the text of the poem see: tnal, 1., Son Asar Tirk Sairleri,

281,

Mirza ©Ali-Akbar Saber, the famous satirical poet of the paper
Molla Naser ed-Din, wrote more than one take-off on the poem:
"CEqilany Yad Et: Mahmud Akram Begin 'Yad Et' “Unvanli bir
SheCrina Nagira", Hop-Hop-Nameh, 111-113.

Mo®in, M., "Dehkhoda", Introduction to Loghat-Nameh, 391.

n is taken from the introduction R. Shafaq wrote to

The quotatio
a poem by CEref of Qazvin in Divan-e ©Aref (Tehran, 1327), 372.
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CHAPTER TIIT

MAJOR POETS OF THE CONSTITUTIONAL PERIOD

In this chapter we propose to treat the major poets of the first
part of the period. Among these, Iraj Mirza and Mirza CA1i MoSjez,
who best represented the spirit of change, are given relatively full
treatment. On the other hand there are poets who remained on the whole
faithful to the classical tradition, but who nevertheless deserve
attention owing to the quality and quantity of their works. In this
category, Reza Sarraf and Mohammad Hidaji are discussed. Among these
four major poets, Iraj, the most important one, wrote only in Persian;
Mirza “Ali Mo®jez and Reza Sarraf wrote only in Turkic; Mohammad

Hidaji wrote both in Persian and in Turkic.

Irai Mirza (1874-1925)

Possibly the most brilliant figure of Persian poetry, not only
of the Constitutional Period but of the twentieth century in general,
is Iraj Mirza of Tabriz.

A great-grandson of Fath €Ali Shah, the Qajar ruler, Iraj was
born in 1874 in Tabriz. He is said to have mastered French and Russian
at a very young age in addition to receiving the conventional
education in Persian and Arabic literature and poetics. At nineteen
he became poet-laureate at the court of Mozaffar ed-Din Mirza, then

crown prince and governor of Azerbaijan. After holding several
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positions at court, from about 1905 until the end of his life, in

1925, he worked in the civil service in Tehran and other parts of

Innhl

Probably the most important contribution by Iraj to Persian

poetry is the simplification of poetic diction. The origin of this

tendency, which may be said to represent a reaction against the formal

and stilted language of the classicists, has come to be identified

with his name. However, his free utilization of the popular idiom,

blended in his case with an extraordinary ease and fluency of style,

sets his work apart from the inconsistent and at times vulgar diction

which became the prevalent fashion in the hands of less competent

imitators. As Yarshater observes, "Traj is to be remembered as one who

succeeded, not in bringing the language of classicists down to earth,

it 2
but in elevating the popular language of the classicists".” Probably

this is the same quality to which Arberry refers when he remarks that

Iraj was "the last of the classicists and the first of the modern

poet’s".‘3

In the realm of ideas he is equally modern, exposing by his

delightful wit and satire the many social ills of the period. However,

his work shows few direct reflections of the political events of the

Constitutional era. Some observers maintain that because of his blood

ties with the Qajar rulers, "the pathos of the events remained alien

to him”.A There may be some justice in this assertion, yet a more

likely explanation seems to be that a man with his intellectual

accomplishments, critical sense, and above all sense of humor would
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find the emotional and over-enthusiastic political partisanship of
many poets of the period rather naive — especially when, as he aptly
observes, so much of this political literature fell short of the

barest aesthetic requirements.5
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These lines are quoted from the poem Aref-Nameh (The Book of “Aref),
a venomous satire on ®Aref of Qazvin who was noted for the political

character of his work.

This work, a poem of 700 verses, contains an equally famous
section by the name of "Hejab-Nameh" ("The Book of the Veil") in which
Iraj satirizes quite bluntly, but also picturesquely and delightfully,
the hypocrisy of a Muslim woman who pathetically insists on keeping

her face veiled while her morals go unattended.

Another beautiful part of this long poem is a moving and yet

i ; Ry e
humorous description of his own addiction to drinking :
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Tonight, Oh brother, I am dead drunk,

What can I do, I was born a wine worshipper,

Like those fresh earthen pots immersed in water,
Alcohol has permeated all my pores.

I am no longer Iraj; I am alcohol.

Do not take me for solid matter; I am merely liquid.

Had Traj written nothing else but this inspired mixture of
satire, burlesque, insight, and, strangely enough, genuine pathos, he

would still have enjoyed the fame and popularity he does.

Among the modern issues of the day, Iraj was much interested in
the status of women. In addition to the above-mentioned "Hejab-Nameh",
he wrote that simple, graceful poem entitled "Madar" ('"Mother'") which
Browne chose as the epigraph to the fourth volume of his Literary
History of Persia. In Iraj's treatment of other modern issues, such
as the prevailing social mores, the question of worker versus
employer, the hypocrisy of religious leaders, the ignorance and
religious fanaticism of the masses, his attitude is one in which he

combines reason with humor.

Among his lyrical works the poem "Manuchehr va Zohreh", an
adaptation of Shakespeare's "Venus and Adonis", is generally
considered the beginning of a new trend in the treatment of love in
modern Persian poetry. This poem is, in fact, the first frank

description of love as a unique human experience, although it does not

lack a certain graciousness associated with the classical ghazal.

To close our discussion, it is important to note that although
the originality of Iraj can hardly be over-emphasized in the context

of twentieth-century Persian poetry, he seems no longer unique once
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we compare him with other Azerbaijani writers of the beriod. The
specific qualities that made him great, i.e., his clear-sighted and
realistic outlook on life, his approach to poetry that was free from
the clutter of mannerism, and finally his solid sense of humor were
in fact general traits shared by many Azeri poets of the period. Iraj
not only drew on the thriving intellectual atmosphere of the
Azerbaijan of the turn of the century, but also owed specific debts
to some of his native predecessors and contemporaries. A.I. Shamida
and K.M. Hajiyeva point out7 several poems by Iraj in which
inspiration from Saber (pp. 56-66) is easily detected. Shahriyar of
Tabriz talks in turn of strong influences from a lesser known local
poet: "La€148 might justly be considered the literary guide and
teacher of Iraj Mirza; reading La®li's Divan, one detects the source
of the specific taste and intellectual temper as well as the tricks
of the trade of Iraj Mirza, What is more, the simple poetical diction
which Iraj contributed to modern Persian literature owes a partial

debt to the example of this man”.g

Mirza “Ali Mo®jez (1873-1935)

Senior by one year to Iraj Mirza was Mirza CALi Mocjnz, the most
important poet of the Turkic idiom in the Consitutional Period. He may
rightly be considered the Turkic counterpart of Iraj in Persian, with
the difference perhaps that whereas Iraj supported the new
developments of the period in moderation, Mocjoz was quite radical.

Something of a socialist and writing only in Turkic, he did not live
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to see the publication of his Divan. However, a few of his poems

appeared under various pseudonyms in the Tabriz edition of the paper

Molla Naser ed—Din.10

The collected works of Mo®jez were first published in two volumes
(volume one by Vatén Yolunda press, the second by Matba®e-ye Sa“adat,
both in Tabriz, 1945) during the Pishavari Period. Mo®jez himself was
hailed by Soviet critics, as well as the local "democrats", as a
"revolutionary satirist". It was also in this period that his old home
in Shabostar, a small town to the northeast of Tabriz, was repaired
and made into an "Azeri cultural monument". In addition to repeated
publications in Tabriz and Tehran since 1945, his works have been

published twice since in Baku, in 1948 and 1954.11

A brief account of the life of Mocjez will throw light on the
particular character of his works. He was born in 1873 in Shabostar.
Although his grandfather had been the governor of his native town —
an indication that the family at one time had been of comfortable
means — his father was an impoverished merchant. This poverty left
deep and widespread traces in the works of Mocjez and explains in
part, at least, his pronounced socialistic sympathies. At the age of
sixteen he went to Istanbul to join his brothers in a small business
which consisted of selling books and stationery. His thirty-year stay
in Istanbul, as well as shorter ones in the Caucasus, partially
explains his preference for writing in Turkic.

In his autobiography written in 1931 he rather apologetically

s s T
explained why he wrote in Turkic rather than in Persian: Upon my
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return to Azerbaijan, I witnessed the deplorable situation in my
homeland, and I realized I could fight it only with my verses. I made
a point, furthermore, of writing in my mother tongue ... since I
realized that for the most part the people of Azerbaijan were Turks.
... Besides, T wanted my poems to be understood by women as well as

wl2

men «s.e

Mocjez's poetical diction, too, was considerably influenced by
his long stay in Istanbul. His poems contain not only an extensive
number of Turkish words, but also many grammatical peculiarities of
the Istanbul idiom, such as the use of a varying set of case and

"mi, mi", and

verbal endings, the use of the interrogative particle
the narrative perfect suffixes "mig", "mig", etc. But considering the
overall framework of his poems, few poets have used the local
colloquial language so effectively. Although his erudition in the
Persian language and literature is indirectly manifested, he
nevertheless relies heavily on the Azerbaijani local and popular
tradition. Not only does he use Azerbaijani proverbs and expressions

most effectively, but fragments of his poems have gained the status

of popular quotations.

As he himself mentions in his autobiography, Mncjnz found support
and inspiration from Saber: "I must enlighten my people like S:\lwr".]i
Thus he belongs to the same school of humor and satire as many other
poets in Azerbaijan during the early decades of the present century.
Mocjez is the only modern Azeri poet fully adopted by the Soviet

Azeris. He is given ample space in the literary histories written in
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the post-war period, along with Saber, Jalil Mammmat-Qoli-Zadeh, and
Haqverdiyev -- in short, those poets and writers of the pre-1917 years
classified as "critical realists". Such studies on Mo®jez usually
elaborate on his indebtedness to Saber. Y. Hajiyev, for example,
asserts that in the poems where Mo®jez adopts the subject matter of
Saber, he demonstrates his originality by developing these themes on

a more profound level and by giving the humor of Saber a deeper social
and political significance.IA A. Mir-Ahmadoff dwells especially on the
humor of Mocjez. stating that among the Azeri poets of the nineteenth
and twentieth centuries only certain poems of Sayyed CA2im Shirvani
approach those of Mo®jez in effectiveness.15 Mehdi Mojtehedi of Tabriz
maintains that in regard to technique and artistic achievement the

poems of Mo®jez at times excel those of his literary master, Saber.

(o
Nevertheless it is obvious that the works of Mo jez do not have

the evenness of Saber's. In some poems it is evident that putting the

’ £
message across was more important to Mo jez than was correct

: Ci
observance of rhyme, rhythm, or even choice of words; besides, Mo jez

does not have the breadth of outlook and concern that Saber has. Some

of the political issues in his work that the Soviet critics try to
magnify are merely allusions, certainly not formulated convictions. On

the other hand, no other poet of the period has ridiculed religious

fanaticism as effectively as he has done. To the education of women

and to the question of literacy in general he devoted most of his

creative energy, not merely following the fashion of the period, but

also plunging into the intimate lives of his people and throwing into




striking relief the prevalent superstitions and injustices. The
contrasting extremities of wealth and poverty, and especially the
exploitation of peasants by landowners are among the most frequently
recurring themes of his works. As was not uncommon among the poets

of the period, he hailed the Russian Revolution of 1917 and wrote many
poems exalting Lenin. Nevertheless one wonders whether he was as good
a socialist as the Soviet writers try to make him. In his volatile
poetical temperament he was not even immune to ShiCism against which,
however, he vehemently fought. The happy days to come for the peasant,
the worker, and the poor, in the event of the appearance of a Lenin
in Iran, are depicted as similar, at least in some poems, to the
utopian bliss promised to the believer upon the coming of the twelfth

Imam.17

Mocjez used the stress meter18 in comparatively few poems. The

. e B T o i
bulk of his work is in “aruz: the masnavi and what has come to be

known as the extended ghazal. This second form, especially favored by
Mocjez, gerved him on the one hand as a parody of the traditional
authority of the ghazal and on the other as a convenient means for
the humorous portrayal of prevailing conditions. He begins a ghazal
in the very solemn and formal manner of the classical tradition with
appropriately erudite language. To enhance the effect he sometimes
chooses the meter and rhyme of a well-known classical poem which, by
its familiar and, at the same time, revered ring, produces in the
reader the anticipation of an imposing and grandiose work. Sometimes

in the second verse, at other times after a few couplets, he switches
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to a seemingly banal theme of everyday life, which is nonetheless the
real concern of the poem. With the change of scene the language also
changes from the lofty to the mundane and colloquial. The contrast
produced by this technique gives a heightened impact to whatever point
he wants to draw to the attention of the reader.
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The poem”” which begins with the preceding two lines is
humorously fashioned after the formal ghazal of Natavan of Qarabagh

(19th century):
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The poem "O Tay, bu Tay"zo ("This Shore, That Shore"; i.e., the

two sides of the Aras River) opens with a description of nature very
much in the pattern of classical poems, utilizing appropriate

vocabulary and imagery,
o Y hes
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"joyless" life

but very soon drifts into a lively description of the

in the poet's home town as compared with the life he had earlier

; i T v g uses
experienced in the big cities of the Caucasus. The poem then foc

: 8 gyman
on the pompous self-importance of the ignorant and greedy clergy ’

the illiteracy of women, the oppression of the peasant by the




landowner, etc.

In the poem entitled "Olsun Gﬁrak"ZI ("It Must Be Thus", or
"Things Should Always Remain As They Are") Mo®jez begins with a
typical description of a wine-drinking and merry-making gathering
invoking the translucence of wine, the wail of the lyre. But soon he
is diverted, as it were, by his real concerns. Many topics, serious
and otherwise, are subtly interwoven into the poem, of which the

economic conditions of his day are the main strand.

In the poem beginning with the following lines,22 his parody of

the classical concepts of love and beauty take a charmingly new turn:
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In the few more serious love poems that Mocjez has written, his
expression and imagery are robust and evocative, and completely alien
to the mood of classical poetry. In the poem "Ey Yar"23 ("0! My
Beloved"), two suitors of a young maiden are contrasted in the most
direct, yet poetical manner. The old and ugly -~ but rich -~ suitor
is concerned with a young shepherd "with a body of steel and heart
of gold", one who derives his vitality from "work and sunshine". This
poem in itself creates a parallel in many respects to Iraj's "Zohreh

va Manuchehr", considered an epoch-making phenomenon in the treatment

-"0f




of love in modern Persian poetry.

Reza Sarraf (d. 1907)

Another important poet of the Constitutional Period who wrote
almost entirely in Turkic was Reza Snrrﬁf. His DiXéﬂ was first
lithographed in Tabriz in I"HW/IH‘W.ZA Mohammnd—cAli anhiyatz5 of
Tabriz and Sadik San'an of Turkoyzo report having examined another
edition lithographed in Tabriz in 1344/1925. The only edition
available to the present writer is the latest one, published in Tehran
by Bozor jmehr Mostafavi in 1959, which was reprinted in 1961. This
edition runs to 128 pages, of which only one contains a ghazal written
in Persian.

Some Azerbaijanis refer to Sarraf as the Sa®di of their province.
Mehdi Mojtehedi, a man of considerable literary taste, talks of Sarraf

as being among the best ghazal writers in all Islamic literature.

2 - . : :
ka shows Sarraf's mastery combined with a certain

The following ghe

playfulness in exploiting the resources of both Azeri and Persian and
in creating an imaginative and artistic unity that still commands
admiration even though the classical material used in its shaping has

long lost its appeal:
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Sarraf's religious poems constitute the bulk of his work. The
difference in diction between these and his ghazals is very striking.
Written with the common man in mind, the language of these poems
becomes comparatively purer and the expression far more immediate,
Narrow and limited as the Karbala event and the personages involved
in it might seem, still the poet finds in them diversified

possibilities for exploring a wide range of human emotions.

Probably because Sarraf died only a year after the promulgation
of the Constitution his patriotic and political poems are fewer in
number than his lyrical and religious ones. In these 5:11‘7’31 closely
imi a ¥ 4 "o o MAPir | i 129
imitated Saber. For example, the poem entitled "Bir Chatin Khahish

("A Difficult Request"), which opens with the line

~ GHw



0 Nations of Islam, awake, the morning has come ....

is an obvious variation both in content and style on similar poems

by Sﬁher, However such poems are both few in number and mild in tone,
even for the time, and do not warrant, it seems to this writer,
labelling him a "socially conscious revolutionary poet", as did
literary critics during the Pishavari Period and also some Soviet

30

writers.”” The message of these poems never goes beyond the stock

imagery of the period: appeals in the name of the Islamic community
to shake off the lethargy of the centuries, to see the material
prosperity Westerners have attained, and to recapture the greatness

the Eastern nations had once enjoyed, etc.

Mohammed Hidaji (d. 1935)
Mohammad Hidaji belongs to yet another category of poets of the

Constitutional Period. Born in Hidaj, a village about sixty kilometres

from Zanjan, and educated in Najaf, he taught theology first in

Qazvin, and later in Tehran.

His collected works, published twice™~ in Tabriz, are composed

of two main parts. The first part, called Danesh-Nameh, is in Persian,

and consists of a masnavi written in close imitation of the Shah-Nameh

of Ferdowsi both in meter and in the particular diction and style

which have come to be identified with it. In content, however, it

includes poems on Islamic philosophy and theology as well as didactic

and mystical poems. To judge from the content, the Dggggg:ﬂgmgb_may

i famous
have been inspired by a work of the same name by Avicenna, the fe
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philosopher and medical theoretician. In the poem, which deals with

Cc= (o], RPN G 1. 2
qovve-ye ~ageleh va qovve-ye ~ameleh™~ (the rational [i.e.,
theoretical] and practical faculties), Hidaji elaborates on Avicenna's
psychological discussion of behavior, while in the poem "Dar
chegunagi-ye peydayesh—e jahan nazd-e Mnshshﬁ'iyun"," he expressly

mentions that he is citing Avicenna.

The second part of the divan, composed of ghazals, is mainly in
it -t

Turkic and exhibits certain peculiarities of the Zanjan dialect.

Hidaji followed the tradition of Persian classical poetry both
in form and content. Although he lived until 1935, the seclusive
nature of his personality and profession prevented intrusions from the

twentieth-century world, in ideas as well as literary trends. Whereas

in his Danesh-Nameh he expressly imitates Ferdowsi, in his ghazals the
influence of Sa®di and especially that of Uﬁloi are all too apparent.
These influences range from the adoption of the themes and imagery of

oy - " : .
Sa“di and HafeZ to almost verbatim translations of some of these two

poets' verses.

In the following (fxampT(‘S’;) the first do beyti is by Hafe2 and

the second by Hidaji.
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In writing strophic poems in the classical style (tarkib-band,

tarii®~band) as well as in writing molamma® (bilingual poems) Hidaji

: 1 : 1 C m Al
seems to have drawn his inspiration from Sa“di. In the poem "Tazmin",

which opens with the 1in936

dﬁ“"“))—"xr‘g)s

o Tx x* S

he works in an entire ghazal of Sacdi, opening with the following

line:

St Ol; il Jpen

In the bilingual poem entitled "Mosammat'

another ghazal by Sa®di:

B D gy AS L3
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1 he similarly treats
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These are only a few examples of the not too successful imitations

of Sa®di and Uafeé by Mohammad Hidaji. One may detect many passages

3= i oets
from the works of Ferdowsi, NeZzami, and even comparatively later p

-y = ati
such as Qa'ani of the nineteenth century, and Abu al-Qasem Nabati,

Azerbaijani poet of the same era.

an
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Hidaji's Turkic poems are on the whole of a more individual
character than his poems written in Persian. The poems containing
popular wisdom and humor, in which the poet gives free rein to a
colorful colloquial Turkic, in particular add a light touch to the
erudite formality of his collected works. To this category belong the
moving poems he writes when he reminisces about his childhood in his
native village or when, despite all his conscious effort to remain the
detached theologian, he cannot resist contemplating the long life of
poverty and loneliness which isolation in a seminary cell has imposed
on him, One cannot help feeling that these might be the poems which
have been mistaken by some of his biographers38 for mystical poems,

as was often the case with many poets of the earlier centuries.

Our discussion so far has been concerned with those major poets
of the period whose works have been collected. Ja®far Khamne'i of
Tabriz, who wrote in Persian but whose output was very limited, is
generally considered a pioneer in breaking with the traditional
prosody, and in writing the earliest Western-oriented lyrics,
particularly nature poetry.39 As some of these features have been
discussed in the preceding chapter (p. 44), we need to add here only
that apart from the revolutionary Tabriz newspapers and the Tehran
journals of the nineteen-twenties, the Tabriz periodicals of the
Khiyabani years have also preserved several works by this highly

original poet (p. 74).

As regards poets of the Turkic idiom, one equally important, but

not adequately studied, is CAbd al-Hoseyn Khazen of Tabriz
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(1873-1917). To him are attributed some of the topical poems in the
style of Saber which appeared in the paper Azerbayjan between 1907 and
1909. Other scattered poems by Khazen include those cited by JaCfar
KhnndSnAO of Soviet Azerbaijan and Shahriyar of Tabriz. Commenting on
the unusual popularity of Khazen's topical poems in the Constitutional
years, Shahriyar described him as an "astonishing literary
personality" and one equally outstanding in following the classical
tradition: "... Had he been trained and encouraged", Shahriyar writes,

"he could have been a Hafez in his own right".41
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CHAPTER IV

LITERATURE UNDER REZA SHAH (1921-1941)

Reactions against literary innovations of the Constitutional
Period, which crystallized during the reign of Reza Shah, were already
forming after World War I. The vital and enthusiastic activity of the
first decade of the century as well as the quiescence of the second
were both past, and as Persian affairs were once more on the way to
stabilization, the indomitable spirit of classical literature began to
reassert itself. The earliest manifestation of this was the formation
of Western-style literary societies and literary journals -- both

unprecedented in the history of Persian 1iterature.1

The Anjoman—e Adabi-ye Daneshkadeh (Daneshkadeh Literary Society)

was founded in 1918 in Tehran by Mohammad-Taqi Bahar and published the

literary journal Daneshkadeh. The Anjoman-e Adabi-ye Iran (Iran

Literary Society) was established in 1920. One of its founding
fathers, Vahid Dastjerdi, began the publication of Armaghan in the

same year.

To express new ideas in old forms, and that in moderation, would
perhaps be the essence of the many articles Bahar wrote in explaining

and defending the goals of the society he 1ed.2

The program of the Iran Literary Society stated: "The guarantee
of the eternity and pride of Iran — the Iran of Ferdowsi, NeZami,

Sa®di, Hafe, and Khayyam — in the community of nations ... is to
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strive for a literature with the dignity of old age and the freshness
of youth without the ponderousness of senility and the flippancy of

childhood ...."

The contradictions in such a statement may perhaps be explained
as a sign of the intrinsic power of the classical poetry and as a
symbol of the need for self-identification for an emerging modern
nation, not as a sign of conservatism per se. In fact, the case for
tradition versus innovation found its most eloquent defender in the
person of Hasan Taqi-Zadeh, perhaps the most radically progressive,
scholarly, and enlightened man of his times. In the first issue of
the journal Kaveh, published in Berlin in 1920, he said: "Outwardly
and inwardly, in body and in spirit, Persia must become Frankish-
mannered or T";uropeanized".4 In the same article he enumerated "a
sedulous attention to the preservation of the Persian language and
literature, and the development and strengthening thereof™ as one of
the major aims of the journal Kaveh, In the same journal he stated:
"Whoever picks up a pen to write ... must have read our prose classics
... and must have sufficient knowledge of the accumulated wealth of
the poetry of the past centuries, which indeed forms the most
important pillar of our language and literature. The Iran of today is

alive thanks to the works of our great poets of the pnst".h

We have already referred to the articles in which Taqi-Zadeh was
contrasting "Persian poetry" to "Khan-e Valedeh literature" (Turkish-
influenced literature). What was perhaps not clear at the time is the

fact that "Turkish-influenced literature" was the channel for European



literature and was inevitably part of the "adoption and promotion,
without condition or reservation, of European civilization, absolute
submission to Europe, and the assimilation of the culture, customs,
practices, institutions, science, industry, and the whole outlook of

Europe os o5

The political conditions of the reign of Reza Shah directly and
indirectly accelerated the change of directions in literary views and
practices. The first notable change occurred in the character of the
press. The spontaneous and enthusiastic participation of the poets and
writers in the events of the day, which had characterized the press
and consequently the literature of the first period, was definitely
at an end. No free criticism was expected from the poets; what was
demanded from them was unqualified agreement, support, and praise.8
From among the political and ideological themes prevalent in the
earlier period, the only one in which the poet could now indulge to
his heart's content was praise of pre-Islamic Iran, even to the extent

of glorifying the Zoroastrian faith.

The emergence of literary conservatism, together with the
political requirements of Reza Shah's reign, gave rise to yet another
peculiarity in the literature of the period. As opposition to free
expression tightened, the earlier Western-oriented dynamism and
productive experimentations receded in favor of literary and
philological scholarship.9 If the Constitutional Period had turned the
court-poet into the poet-journalist, the would-be poet-littérateur of

the nineteen-twenties and ~thirties found it easier and safer to turn
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to the study of the classics. Despite his exaggerations, Kasravi is
not without reason in considering this excessive preoccupation with
classical literature as an outcome of the failure of genuine

parliamentary government in Iran:

... They had no other alternative but to increase their
efforts at promoting Persian poetry and literature ... to
distract people's attention by making some poets, others
poetry-lovers ...; by creating a new field in order to
absorb the mental energy of youth and to justify all this

by saying: surely we shall not be able to equal

others [Westerners] in national power and prestige; there is
only one way open to us: to gain their respect by
propagating our ancient literature and civilization.

Features Particular to Azerbaijan

As far as the literature of Azerbaijan in particular is
concerned, the contrast between the two periods is still more
striking. The press and poetry of Azerbaijan during the first quarter
of the century had been among the most progressive in the country
owing to the productive atmosphere of political and intellectual
activity and to the mingling of cultures. In contrast, poets from
Azerbai jan who came of age during the Pahlavi period move along
conservative lines, even with regard to form. The sense of classical
poetry, especially in what is known as the Khorasani School, is strong
among the capable poets of Azerbaijan in the second period. Gholam
€A1 Racdi, Kazem Rajavi, and €A1 Agghar Hariri provide the best
examples of this tendency. Mohammad-lHoseyn Shahriyar is the only one

among major Azerbaijani poets who, while remaining faithful to the
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classics, has tried his hand at newer verse forms, and even his output
is negligible, compared to that of the modernist circles of Tehran and
the achievements of men such as Nima Yoshij, Feridun Tavallali, not

to mention those who are the product of the post-World War II period.

With regard to prose, although the earliest works in the century
were written by Azerbaijanis, e.g., Taliboff and Haji Zeyn al-®Abedin
Maraghe'i, no prose work of importance has been produced by any
Azerbaijani since the early years of the Constitutional Period.
Whereas modern Persian literature as a whole has been more successful
in prose than in poetry, for Azerbaijanis the essence of literature
remains poetry even to our day -- that is , of course, with the

exception of the works produced during the Pishavari Period which on

the whole fall into the category of command performances.

Another distinct feature of the second period is the
discouragement of Turkic as a literary medium. Re@ﬁ Shah launched a
far-reaching minority absorption policy implemented by administrative,
ideological, and educational devices. We have already referred to the

necessary corollary of this program, namely the glorification oft pre-

[slamic Iran and the vilification of the Turks and Arabs, who were

alleged to have interrupted the steady and forward-moving enrichment
of Persian culturn.ll Even academic circles did not prove immune to
the following falsifications: there were no people of Turkic origin

in !runlz; Azerbaijanis were the legitimate heirs to the old Medes;

and the change of language to Turkic in Azerbaijan was a legacy of

the Mongol invasion!
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Among the administrative measures Reza Shah had recourse to in
his national unification program was the introduction of a new system
of administrative divisions in the country. In the words of A.K.S.
Lambton, "the division of Persia for administrative purposes into
ostans, instead of provinces known by their traditional names, was,
no doubt, a device to efface the memory of the historic provinces with
their persistent traditions of diversity and autonomy".13 In this new
division the name "Azerbaijan'" was officially dropped and the province
was divided into eastern and western sections, named respectively the
third and fourth ostans, with separate civil and military

administrations.

The suppression of Turkic for literary use resulted in a
staggering amount of religious poetry produced in this language,
since, except for ordinary conversation at home, the only function
left for Turkic was for various religious purposes. According to many
Azerbaijani men of letters, these religious poems helped the Azeri

literary idiom survive the Pahlavi Period.

In addition to the direct restrictive measures of Reza Shah, the
psychological aspect of his policy proved highly significant. It is
true that, already before Reza Shah, there were Azerbaijanis who
vehemently wrote and worked against the spread of the Azeri language
and literature (pp. 48, 75-76). But under Regg Shah the sense of
linguistic duality became even more pronounced. A young Azerbaijani
poet who received his education in Tehran and who, furthermore, sought

recognition throughout Iran would consciously or otherwise refrain
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from writing in Turkic. What is more, he would justify his preference
for Persian by stating that Azeri was not fit for literary expression.
The present writer had occasion to ask a famous contemporary poet, who
wrote only in Persian, whether he had ever written anything in Turkic.
Disposing of the centuries-long heritage of Azeri literature (to say
nothing of its accomplishments in recent times), he said: "Should one
have at his disposal a machine gun and a kitchen knife, which do you

suppose he would use for self-defence?"

Major Poets from Azerbaijan

As we have stated earlier, Azerbaijani poets who came of age in
this period wrote mostly in Persian. In regard to form, moreover, they
were classic-oriented rather than innovators. Among poets in this
category the most important are Parvin Ectegﬁmi, Gholam-°Ali Ra®di,
Kazem Rajavi, and CAli—Agghar Hariri. Mohammad-Hoseyn Shahriyar has
written in both Persian and Turkic, but in the latter only after World
War II. His work in general is characterized by a relatively higher
degree of modernism of form and his poetry by a deeper emotionalism

than is to be found in the writings of his contemporaries.

Parvin EStesami (1906-1941)

Daughter of the poet, journalist, and capable translator Yusof
Hct9§5m al-Molk, Parvin was born in Tabriz in 1906, although from
childhood on she spent all her life in Tehran. From her father she

received a classical education, especially in Persian and Arabic
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literature and poetics, and was graduated from the American Girls

College in Tehran.

Her earlier poems appeared in the journal Bahar which was edited
by her father. Her collected works were first published still during
her lifetime, in 1314 (1935). A few months after her death in 1941
and again in 1944 a second and third edition came out. As Sa®id Nafisi
remarks, "This shows that the literary public can absorb a repeated
printing of her works every three years. Let us remember", he goes
on to say, "that among our contemporary poets and even our classical

masters hardly anyone has enjoyed such a reception".14

Parvin's Divan contains three different types of poems which
represent the different stages of her creative development and the
different degrees of influence classical poetry had on her. The first
part of her Divan consists of ga?idehs in which, according to Malek
ash-Sho®ara Bahar and Sa®id Nafisi, she wrote under the influence of
Nager Khosrow, a writer of the eleventh century. In her mafnavis, she
drew inspiration from CAttar, Mowlavi, and Nezami. In her mggg%ggﬁég,
however, although she was influenced to some degree by Anvari and
Sana'i, her original poetical personality is better manifested.l5 It
is mainly in these last that she utilizes the technique of dialogue

and debate with which she is identified in modern Persian poetry.

When Parvin's collected works were published for the first time
in 1935, Malek ash-Sho®ara Bahar, one of the leading poets and
literary critics of modern Iran, wrote an introduction to it

unreserved in its praise for the quality of her work.

& 4 =




This enthusiasm for her work has been shared ever since by all
Persian anthologists and literary critl’.cs.l6 Her success seems to rest
primarily on expression rather than on ideas. She was no doubt a
capable follower of the neo-classicist trend which developed in the
mid-nineteenth century and was adhered to by many eminent poets until
World War II. The purity of language and refinement of style she
inherited from the classical poets, together with the modern trends

of clarity and simplicity, produced an attractive style, indeed.

Furthermore, when one considers the political, social, and
psychological atmosphere of the years in which such works were
created, the success of the neo-classicists generally and that of
Parvin especially is understandable. Parvin's poems must have been
welcome as a refreshing change from the invasion of poetry by the
political partisanship and at times the not too subtle satire of the
earlier period, as well as from "the frivolous moral attitude of some
of the literati"’ and the popularization of language by some poets
and writers who overstepped the limits of moderation and taste, and

defied literary convention.

Many admire Parvin, on the other hand, because of the
"humaneness" of her works, in the sense that she protested against
social injustice and took sides with the poor, the deprived, and the
downtrodden. But as one reads these poems today, one cannot but feel
that they impart at their best the same stylized abstract quality that
classical treatments of the same themes do. More often a merely

sentimental and pathetic atmosphere pervades such poems. Especially




because of its lack of variety, the Divan of Parvin gives the
impression of a weird display of beggars, orphans, old, destitute
widows, stray dogs, and the like, What is certain is that these poems
bear no resemblance to the works of communist poets, contrary to what
some observe.18 They lack even those qualities of social-consciousness
and directness that is to be found in the works of such men as Bahar,

CEshqi, CKref, etc., who were definitely influenced by socialism.

However, exception must be made of a few effective poems of that

"19

type, among which "The Tears of an Orphan is the most praised. In

view of the tremendous popularity this poem enjoys in Iran, a free

translation of it is given here.

A king chanced to pass along a road;

A clamor of excitement ran through the crowd.
Seeking a vantage place to better view the Shah,

Some climbed upon the humble roofs of the neighboring
dwellings.

A little orphaned child asked in bewilderment,

"What is that dazzling thing on the crown of the king?"
Someone in the crowd answered thus: "How do we know what it
is?"

"This much is obvious, it is very rare and precious stuff."
A hunch-backed old woman hobbled up saying,

"I have lived long enough to know what it is.

"Those are crystallized tears rolled down from your eyes and
mine.

"He beguiled us by his shepherd's attire.

"He is a wolf aware of our wretched hapless lot.

"A pious man who accumulates estates and villages is none
but a bandit,

"A king who embezzles from his subjects is none but a
pauper".

Parvin, of what avail would your truthful words be?

Where is the man who would not shun the truth?



Beyond poems with social themes, Parvin wrote on philosophical
topics and on concepts of Sufism -- the fickleness of life and fate,
scepticism about the power of reason and human effort, a call to
renounce material possessions and worldly prestige, unconditional
resignation to fate, etc. Although oriented to some extent towards
contemporary life, such poems nevertheless strike the modern reader

as rather tedious, with their didactic and moralizing attitude.

What is even more striking about Parvin's poems is the lack of
any direct personal content. Nothing in her work bears the stamp of
her intimate feelings, joys, sorrows, aspirations, and frustrations.
Perhaps the pathetic strophic poem she wrote about the sudden
disappearance of her cat forms an exception.20 Bahar posed the
following question in the introduction of her Divan: "What has she to
say on the subject of love, the true relish of poetry? She was too
pure and too lofty", he answered, "to deign to concern herself with
earthly love, but true love was the very basis of her works, that love
which is bound up in eternal truths, in intellect and spirituality".21
One cannot help comparing Parvin in this respect with the poetess
Foruq Farrokh-Zad (d. 1967), who combined a genuine poetical gift with
the most daring and direct freedom of subject.22 Parvin's poems are
always written in such a controlled frame of mind that Bahar was led
to remark: "The joys and adversities of life have never created
conflicting feelings within her, and have never led her to abandon the
3 This very

e : : "
control of her special style and manner of expression .

control, evenness and, one might say, obsessive repetitiveness,
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however, afford, upon greater familiarization with Parvin's work, a
considerable psychological insight into her mind. One may detect a
desire for freedom, including freedom of artistic expression, in her
favorite image of herself. "The Wish to Fly" reflects one of the
recurrent themes in her poems. Here is one of her many descripitons

of a little bird, with which she always seemed to identify herself.

"Krezu-ve Parvaz' ("The Wish to Fly")zA

A baby pigeon, in her wish to fly,

ventured to exercise her wings.

She flew from the little branch to a larger one.

Having passed a little hill, she landed on the banks of a
little stream.

The short distance seemed so far to her that the world grew
dark before her eyes.

She became numb with fright.

Exhausted and bewildered, she would at times cast
apprehensive glances on all sides.

Then out of anguish she would hide her head under her
trembling wings.

She neither had the daring to accept what fate had in store
for her

Nor did she have the strength to return to the nest.

She neither knew by what name to call these new experiences
Nor did she know the way back to the nest.

By now the sweet dreams of a nest with water and grain and
peaceful slumber loomed high in her vision.

She collapsed at last and gave out a cry of desperation.

So far the description is vivid and beautiful in Persian. But
then the mother pigeon chances to fly by and begins to blame her for
overestimating her capacities, for being conceited, for neglecting the
advice of her elders, and for overlooking the dangers of life and the

snares of the hunter and the fox.
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One has the feeling that the method of dialogue and debate with
which Parvin is identified reflects the conflict of past and present,
characteristic of the transitional period in which she lived.

Unfortunately the traditional always wins over the spontaneous.

Gholam-°Ali Ra®di

Ra®di was born in 1909 in Tabriz. He is a graduate of Tehran
University Law School, and holds a doctorate in literature from
France. Before his stay in France he first taught Persian literature
in Tabriz and then held high administrative positions with the
Ministry of Education in Tehran. After his return, while still a high
official of the Ministry of Education, he taught comparative
literature in the Faculty of Letters of Tehran University. From the
establishment of UNESCO until recently, he was associated with that

organization as the head of the Persian delegation.25

Ra®di first turned to poetry during the years he was teaching
literature in Tabriz. The acclaim these early poems received in Tehran
circles, and from the leading poets and critics of the time, was
partly responsible for Ra®di's rapid advancement in the Ministry of
Education. For today's reader, however, these early poems seem fully
oriented towards the Persian classics at the cost, perhaps, of
expressing the poet's own individuality. The poem "Mosammat dar
Towgif-e Bahar" ("Stanzas Describing the Spring"), for example, opens

with the following strophe:
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From this point of departure, Ra®di has come a long way. He owes
his place of distinction in modern Persian literature precisely to the
harmonious synthesis he achieved, in his later poems, between the best
in tradition and the new Western traits. The poem "Kar-gar va Kar-

farma"20 (

"The Worker and the Employer"), for example, is admired by
the tradition-minded for its formal accomplishment. For others it is
equally valuable, not merely for the modern topic it treats, but for

the poet's feelings, which have an intensity unexpected from his

classical discipline.

The poem "Neggh"27 ("The Glance"), a description of the poet's
response to the emotional and inspirational appeal of a deaf-mute
brother, is another famous poem remarkable in its application of
conventional language and form to a theme which was uncommon in

Persian poetry of the day.

Ra®di's poems are better represented in translation than any of
the other modern poets'. The poem "Jam-e Zendegi"28 ("The Cup of
Life"), translated by Arberry, is drawn from the poet's classical
repertoire. However this quatrain, capably translated by G.M.

Wickens,z9 seems, to the writer, timeless and universal in its appeal.
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Shackled to our past and our own age
To thought-in-pawn and earlier utterances
More worthy than any of prisoner's title,

Let us assume the name of "freethinkers".

One wonders if, had the quatrain been written by a Westerner, G.M.
Wickens would still see in it an instance of a mystic's scepticism

about the power of reason, rather than some other, specifically

Western "determinism" -~ socio-economic, cultural, or psychological.

Kazem Rajavi

Kazem Rajavi was born in 1912 in Dilmaqan, the principal city of
the region of Salmas (the present Shah-Pur). He completed his high
school education in Tabriz and received degrees in literature,
philosophy, and educatiop from Tehran University. As it is not
uncommon among the poets of modern Iran, he has been affiliated in
his career with the Ministry of Education in both teaching and
administrative positions. A prolific writer since his early youth,
Rajavi is the author of a staggering number of works in mathematics,
history, geography, and education, as well as of biographies of

I 1 A 30
slamic philosophers and poems.

Rajavi is best known in Iran as a poet. Apart from the numerous
poems he has contributed to periodicals in Tabriz and Tehran, he has
published several important volumes of poetry. Nameh-ye Piruzi,
published first in Tabriz in 1310/1931, is a translation in verse of

Zafar-Nameh, a book of counsel and advice attributed to Avicenna. A

collection of Rajavi's poems on social topics appeared in 1943 under
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the title Ruzgar—e Khunin. This was followed in 1949 by his

Armaghan-e Azerbayjan, a collection of patriotic poems condemning the

political developments in Azerbaijan during 1945-46. The most recent
compilation of Rajavi's poems appeared in 1965 under the title
Badeh-ye Kohan. From the title page and the introduction to the work

we learn that Rajavi is to be known henceforth by the pen name 'I'zad.’H

Rajavi is a versatile poet who is especially successful in poems
in which he follows the language and style of the classics. His poem"

n32 ("In Praise of the Spring"), for example,

Qagideh dar Vagf-e Bahar
reminds one of the poems of Manuchehri in the tenth century in regard
to the accented rhythm, the caesuras falling regularly in mid-
hemistich, and the vocalized rhyme words. The festive mood of this
poem, combined as it is with the free use of sonorous rare words,
exemplifies the almost authentic atmosphere of the poems of
Manuchehri, perhaps the best painter of nature in classical poetry.
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We may cite here the translation of another fine classically-
oriented poem by Rajavi, "Dar Nekuhesh-e Zendegi" ("In Reproach of

Life"). This poem appeared first in the literary journal Armaghan33
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as an entry in a contest the journal had sponsored. The theme of the
poem, like its expression, is in the purest classical tradition. G.M.

Wickens, whose translation we quote here, describes the poem as a

w34

"peculiar survival cum laude in modern Persian poetry of the

classical techniques of puns, word plays, and allusions.

Life is only trial and pain,

Comfort and joy are but fancies;

What they call comfort and joy

Is merely the soothing of grief and pain.
Alas! Save the draught of hurt and trouble,
There is nothing left in this black bowl;
And if with heart's eye you look therein,
This bowl holds only the colocynth of death.
Death is gradual, its name "life",

The distinction of the two only in name.
From such a goblet, lees-ful, no one

In the world is content or sweet-palated.

Rajavi is said to have written poems in both Azeri and Istanbul
Turkish., Reference to these works may be found in the introduction to
the above-mentioned Badeh-ye Kohan and also in Sadaf, an anthology of
5 - . 39 .
contemporary poets by Dariyush Sabur, According to the latter
source, Rajavi is preparing for publication two volumes of quatrains

that include both Persian and Turkic.

(All

1i Asghar Hariri

2 atd e e " - CAlv Asgh
A medical doctor now living and practising in France, 11 Agghar
Hariri was born in 1906 in Tabriz where he completed his pre-college

education, After graduating from the Faculty of Law at Tehran

University, he edited, for a time, the newspaper Ordibehesht in
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Tabriz. Hariri's career also includes training in medicine in France
and a few years of teaching in the medical faculty at Tehran
University.

His poetically productive years were those during which he was

affiliated with the Anjoman-e Adabi-ye Iran (The Iran Literary

Society). He was especially influenced, as one may judge from his
works, by Malek ash-ShoCara Bahar, a poet of distinction in the school
of neo-classicism. Khalkhali, a contemporary anthologist, makes the

following interesting remark about Hariri's works:

Dr. Hariri is a follower of the established rules and
principles of Persian classical poetry. Even using heavy and
quaint meters, he demonstrates that if a person is really

a poet ... rhyme and rhythm are no restrictions on
expression for him. Even in the artistic moulds of classical

poetry, one can express the subtlest feelings and minutest

thoughts. i

This statement is apparently addressed to meet the challenge from
the advocates of modernization of poetical forms. Anyone would agree
that Hariri is a capable poet, and no Persian born into and trained
in the tradition of Persian classics would be thoroughly immune to the
beauties of early Persian classics even when imitated in the midst of
the twentieth century. Nevertheless some of Hariri's poems, brilliant
as they are, do not succeed in concealing the strained efforts of a
modern man superimposing an outwardly archaic structure onto the
outlook of one familar with many modern fields of endeavor and
exposed, no doubt, to Western literature. To clarify this, it is

useful to analyze a gasideh by Hariri which, owing to the excellence
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of its classical craftsmanship, is cited in most contemporary

anthologies. The poem, beginning with the following line37
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is written in the same rhyme scheme and meter as the famous gasideh
that Mas®ud Sa®d-e Salman of the twelfth century dedicated to Rashidi,
a fellow-poet of the same century.38 The imitation is acknowledged by

Hariri through many poetical allusions, including insertion of an

actual verse from the twelfth-century poet.

The poem, entitled "Bahar", opens with the praise of spring
(bahar) and ends with the praise of Bahar (the pen name of his
literary master and guide), in accordance with the panegyric
tradition. The middle part of the poem voices the pains of separation
from his beloved in France, whom he persuades to join him in Iran by
a description, full of classical imagery, of the impending spring: in
a few days the rays of the sun will reach the dead earth and dissolve
the shroud of the snow. Next month the wilderness will be a cause of
envy for the garden of Eden. Leaves scattered by the spring breeze
will look like the Angalyun (the holy book of Mani, the founder of
Manichaeism and a master painter). The earth will reveal the treasures
of trees and flowers as on Resurrection Day the earth will throw up
the hidden treasures of Qarun (Korah, the biblical figure renowned for
his extreme wealth). Manizheh and Bizhan, two love figures from the
§E§D—N5meh, are recalled as metaphors for the beloved and the poet
himself. The poems of Bahar are likened in their perfection of design

to the necklace of the Pleiades. This sort of classical imagery is




mixed in the poem with very modern concepts: he complains that because
of legal obstacles he is prevented from joining his beloved in France
and that since it is an age when women enjoy equal rights, why can
she not join him in Iran? However, the description of the airplane
she is to take reminds one of the loghaz (riddle) device used in
classical literature to describe an object, or a strained effort on
the part of the poet to project himself back to a time when such an
object could exist only in the imagination. The vehicle is clad with
iron and steel (!) as a warrior with armor; it goes on the air as

a ship on water; it is as speedy as a flash of the imagination; it
roars like the thunder at which the heavens tremble; its shoots up

as stone from a catapult or as a polo ball hit by a dexterous hand;

it splits the air as a needle passing through a silken cloth; etc.

A mere glance at the poem will enable one to see that this
anachronistic description of the airplane and the archaic imagery are
necessitated by the rhyme, and it is precisely in the rhyme words that

he uses terms such as
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the meaning of which would be unintelligible to a Persian who had not

thoroughly mastered his classics.

The following verse serves as a recapitulation of the elements

of the three composing parts:
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The smile on your lip is fresh and sweet,

As nature is in springtime and poetry in the hands of Bahar.

Hariri's poems are not as yet collected, but among those cited
in contemporary anthologies and appearing in periodicals, the majority

139 (

are in the classical style. "Marg-e Kennedy' "Kennedy's Death") is

perhaps justified in its use of the classical elegiac formalism, but

in the poem "Hajj-e Shater"*0

the richness of style and vocabulary
forms an astonishing contrast to the poet's genuinely intense feelings
(the intensity of a childhood trauma relived) on the occasion of his
brother's pilgrimage to Mecca. This brother, we are told, had not

spared the least craft and fraud, legal or otherwise, to cheat his

younger brother (the poet) of a share in the parental inheritance.

Mohammad-Hoseyn Shahriyar

As Iraj was the greatest, and in many ways the most typical poet
of the Constitutional Period, so is Shahriyar of the Reza Shah Period,
with the difference, perhaps, that Shahriyar is a poet of personal
feelings, whereas the works of Iraj are, in accordance with the spirit

of his times, of extroverted, humorous, and intellectual temper.

Nhnhriy;r was born in 1285/1906 in Tabriz. However, he spent his
youth in the village of Khoshgenab, to which he probably owes his love
of nature and his masterly ability to describe it. After having

received his high school training in Tabriz, he moved to Tehran where
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he entered the Medical College at Tehran University. Towards the end

of his training, he gave up the field of medicine and thenceforth made
a career in the civil service. The first edition of his works, which
was only a partial one, was published by the Khayyam Publishing House
in Tehran in 1308/1929. In later years some favorite poems of
Shahriyar, e.g., "Sada-ye Khoda" ("The Voice of God"), "Qahramanan-

e Stalingrad" ("The Heroes of Stalingrad"), and others, were published
as separate brochures. But probably owing to Shahriyar's own
strictness about the quality of his work, or the political conditions
of the time, his full collected works did not appear until 1328
(1949), when the first two volumes of his works were published by his

friend ©Ali Zahri.

The first volume contains his ghazals and quatrains, the second

volume mainly his masnavis and gasidehs. By 1956 when the third volume

came out, the two first volumes had run through two additional

printings. The third volume, which is subtitled Maktab-e Shahriyar

(The School of Shahriyar), contains his more modern poems, including
his poems in free verse. The fourth volume, containing his
miscellaneous poems, came out in 1957.41 To this volume Shahriyar
himself wrote a concise but very instructive introduction in which he
provides a highly subjective analysis or evaluation of the history of

Persian poetry.

Shahriyar began his poetical career by writing ghazals mainly in
the tradition of HafeZ. The spirit of Hafe? still reigns supreme in

the minds and works of many Persian poets, but the example of the
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creativity of Hafe2 inspired an exquisite passion in Shahriyar. He
regarded the Divan of Hafe? almost as a book of revelation which could
not be surpassed but only imitated. He was a musical instrument,
Shahriyar once wrote, merely sounding the immortal melodies of the old

t4

master-singer.
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"While the world stands,'" he wrote in another poem, "and wherever

the religion of love and true rapture of spirit prevail, the genius
43

of Hafe# will be there".
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Apart from the ghazals dedicated to Hafe? -- "Bargah-e UEfei"AA

("The Shrine of Hafe%"), "Maktab-e U5f9%4)

"Khetab be UH(C%"A“ ("An Address to Hafe2"), subtitled "Hemmat ey Pir,

("The School of Hafe2"),

4 . - ¥ A
47 ("The Immortal Hafe2") —- which are variations on

Hafes-e Javidan
themes by Hafe%, many ghazals equally reminiscent of Hafe? bear titles
borrowed from the phraseology of Hafe?, such a "Bahar-e Towbe-Shekan"
("The Spring Which Causes One to Break His Vows of Abstinence"),

"In-hameh nist" ("It is not Worth so Much Ado"), "Yusof dar Kolbe-

ve Ahzan" ("Joseph in the Abode of Sorrows"), and so forth.
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In the following lines the symbolism and almost the exact words

of Hafe% are liberally woven into the texture of the poem.48

255 Eor 4y ! Sl p ko Wb ax oS 0D O g e Gl e e

Je 0 anitS el oS Ul 6 385 0y Ao ades b Oy den 80 haw ey

95 WPl R e L e s e o xP O  de gy Jols
)

Mazraczg charkh-e kabud (the fields seeded by the azure), "kharman

(harvest), bahreh and hasel" (both meaning "produce" or "product"),

khusheh (ear of grain), keshtan and dorudan (respectively meaning "to

sow" and "to reap"), dir-rasi (employed in two meanings: "late
ripening" and "difficulty of attainment'") -- these symbols of

cultivation49 which were employed by Hafe? in the poem opening with
,J.Jrﬁ;.m, .J.Tu‘.d,;'.a:,zfjr.;\,, ,.:u,,!.),r,g,.)n.ﬁ.ljt))@)’-

are now applied to a new subject, the beauty and desirability of the
beloved in the heyday of her youth. This Shahriyar opposes to the
withering of love in the autumn of life, which he expresses, among

other metaphors, by sarv-e khazan-dideh (autumn-seared cypress).

In many other poems the echo of Uﬁfei is heard when Shahriyar
uses the same rhymes and rhythms, or an inserted verse or two of
Hafez. This is particularly true in the closing lines, where a ghazal
writer traditionally distills the essence of a poem by addressing
himself with his pen name, as if he were signing the finished work.

This conventional practice is turned by Shahriyar into an occasion for
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for expressing his indebtedness to Hafe2, implying pride in sharing,

as it were, the authorship of a poem with the great poet.SO
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The mystical element in Shahriyar's poems can be only partly
explained by his fascination for UEfeﬁ. His own tendency to melancholy

and despair, and the social and idealistic insecurity of the age in
which he lived were all responsible for his attempts to seek refuge

in mysticism. This mood, or similar ones of escapism, are not confined
to Shahriyar. As E. Yarshater observes,51 it pervades in varying
shades and degrees most of modern Persian literature produced between
the two World Wars, and contrasts with the hope and enthusiasm which
characterized the literature of the Revolutionary years. The formal
adoption of certain traits of Western culture failed —- on the deeper
levels --/ to provide a stronghold of social and idealistic values and
led to the frustration of the high aspirations of the middle-class

intellectuals.

Shahriyar wrote very few topical poems. Nor did his unbounded
imagination lend itself easily to didactic utterances. He is mainly
a poet of love and of nature who paints, as it were, in the subtle

shades he sees in his own despondent soul.

As far as form is concerned he wrote mainly strophic poems after

his early ghazals and masnavis. Worthy of attention in this category

are his poems entitled "Symphony of a Mountain"% and "The Symphony

of the Sou",‘33 quite modern in conception as their titles indicate.
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They are divided into movements, each designed to represent a
different mood. However, although he always depicts nature most
vividly and movingly, all the "movements" strangely resound with the
same undertone of a profound and all-enveloping sadness, with no
contrast of invigorating effects. The poems "Afsane-ye shah"qé ("The
Tale of the Night"), "Hazyan-e del"s‘3 ("The Delirium of a Heart") and
the two poems dedicated to Nima Yoshij are in this category. In
conception and treatment they are modern and original. Still the
rather lengthy reveries —- part poetical, part religious, part
mystical -- somewhat weaken the effectiveness of the poems as a whole.
Reading these poems, one misses the succinctness of his ghazals, for
the ghazal convention forces the poet to compress the most unbridled
imagination in a prescribed number of verses. The volume entitled The
School Qf_ShahriyEr would certainly have gained had the poet been more

56

selective.

But even these poems seem to belong to a necessary stage in
Shahriyar's development. The poem "Ey Vay Madaram", written as an
elegy to his mother, and the poem "Mumuya'i" ("A Mummy" -- meaning
the poet himself in his alienation from his times) are indeed
successful applications of free verse. The genuineness of inspiration
and intensity of emotion in these poems seem to have led the poet to
an effortless abandonment of traditional rhyme, rhythm, imagery, and

rhetorical devices.

Shahriyar began writing in Turkic in the years following World

War II. It was through these works that he truly fascinated his Turkic
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audience, both in and outside Iran, with a wholly new aspect of his

creativity (pp. 196-203).

- 133 -~




1.

N
.

3.

4.
54
6

NOTES TO CHAPTER IV
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CHAPTER V
LITERATURE DURING THE PISHAVARI PERIOD AND THE YEARS OF THE RUSSIAN

OCCUPATION (1941-1946)

The entry of the Allied Forces into Iran and the fall of Reza
Shah (August 1941) marks the beginning of the fourth period in the
development of twentieth century Azeri letters. After the occupation
of Azerbaijan by the Soviet army the foundations for the so-called
autonomous government of 1945-1946 were gradually laid by the local
communist party. During those years the policy of official sponsorship
of letters which was to be one of the landmarks of the Pishavari

Period also took shape.

The literature produced from 1941 to 1946 was exclusively in
Turkic and its most characteristic feature was an emphasis on Azeri
nationalism, Indeed, so pronounced was this tendency that strict
adherence to the Fuzuli tradition was declared to be essential to the
development of Azeri literature in the mid-twentieth century.
According to Riza Quliyev, a Soviet Azeri writer resident at the time
in Tabriz, the foremost aim of the Tabriz Society of Poets and Writers
was: to study and to learn the classics of Azeri literature in a
systematic and intensive manner; to adopt Fuzuli's writings as the
basis and model for future works of art; to begin each session of the
Society by reading a few ghazals by Fuzuli and by analyzing the

difficult passages in them before the members proceeded to read their
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i 1
own works and submit them to the criticism of the society.

This orientation towards the past was professedly designed to

strengthen "love of homeland", "historical awareness", and "national
consciousness and pride" on the part of the Azerbaijanis. However, the
results were not always positive. Sattar Khan and Mohammad Khiyabani,
the two twentieth-century leaders, for example, meant a great deal to
all Azerbaijanis. However, most people were left cold by the
glorification of the might and splendor of the ancient Medes and by
the glorification of Babak,2 Javgn—Shir,3 and Koroghli,A especially
when the ties of these historical figures with Lenin and Stalin were
not made clear and when Zarathustra, "Azerbaijanin agil oghli" (the
noble and worthy son of Azerbaijan), appeared in the same poem with

the giant, black oil towers of Baku and the feats and exploits of the

Red Army.”

The following lines are unconsecutive verses from a verse letter
1
addressed to Stalin written in the name of the Tabriz Poets

Association.

25 Nt n e el it S Yy e Y ene Ty PR
ORI P Jongen iy b poe oo T WL D PO R L Sl e T S !

We are Azeris pure in name and pure in blood,

Our land has brought forth lion-hearted men such as K
and Javan-Shir. W
Blossoming now is the land of Babak and the Ilkhan,
Prospering in thy shadow is this great ancient land.

oroghli
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Soviet Political and Artistic Policies Applied to Literature

The methods of Soviet intervention in the literature of the
period were various., Shortly after the entry of the Soviet army into
Azerbaijan, a newspaper by the name of Yé&ﬁg_Yolunda was published in
Tabriz. Supposedly meant for the Red Army in Tabriz, this paper was
in Turkic since, as the official explanation ran, the majority of
Soviet troops stationed in Azerbaijan were Northern Azerbaijanis.
While this paper became the model, politically, for a host of papers
to be published during the following years in Tabriz, it also
indicated to future poets and writers what topics they should treat
in literature and how these should be treated. It must be pointed out
in passing that there was little distinction made between topics to
be covered by daily newspapers (such as the organ of the local
Communist Party or the journal of the Azerbaijan National Assembly)
and by literary reviews. Politics and art were so intermingled that
the same political articles and the same poems, short stories, and
articles on literary history and criticism appeared again and again

in all the various periodicals of the time.

To serve objectives similar to those of !égég_Yolunda, another
periodical by the name of Kferbgngn was published in Baku beginning
in August 1945. Though it was published in Arabic script obviously for
consumption in Tabriz and in other towns of Azerbaijan, nevertheless
not a single issue of this monthly review ever printed the place of

its publication. Since some of the articles and features in the review




were of such a nature as to seem of interest to both Azerbai jans,
especially since the Southern Azerbaijani poets and writers also
contributed to it, nevertheless the full-page colored pictures of
Lenin and Stalin, the pictures and biographies of Soviet heroes (army
generals, Stakhanovite farmers, industrial producers, etc.) left no

doubt in any one as to the place of its publication.

The Soviet Azeri writers, poets, and literary critics employed
numerous techniques to guide Southern Azerbaijanis in producing works
with "social content capable of portraying the people's life in a
realistic manner". An enormous interest in the fate of "our Southern
brethren" developed among the Soviet Azeri writers and poets.7 Some
of these poets stayed in Tabriz for part or for the full duration of
the war., Sﬁméd Vurgun, Suleyman Rustam, M, Rébim, and COgman Sarivelli
were among the poets whose poems on the independence of Azerbaijan and
its historical ties with the Northern Azeris could be read again and

8
again in the pages of Tabriz papers and journals.

No consistent literary standard was applied to the works of these
poets as a whole. Although at home the Soviet critics condemned the
ghazal as "mijarrad romantika" (abstract romanticism), incapable of
"conveying a vivid and concrete description of wartime issues",9 the
same critics encouraged the use of the ghazal form in poems written
by the same poets on and for Southern Azerbaijan. "It was not
accidental", wrote a Soviet critic, "that while in Tabriz the poet
This was because

Suleyman Rustam resorted to the genre of the ghazal.

the ghazal has ever been popular in Southern Azerbaijan as a native
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genre .... It was easier to influence people by means of the ghazal,
which is part of their classical tradition. That is why Suleyman
Rustam, along with his pure love poems, wrote ghazals which expressed

profound social and revolutionary ideas".10

Another method of guiding Azerbaijani poets and writers was the
convenient means of literary criticism —- usually in the form of
articles in periodicals or in the form of introductions to the
published works of the poets. The critics who wrote these often left
alone those poets who refrained from following the prevalent Soviet
literary criteria either out of patriotism or genuine artistic
integrity. Apparently it was still considered advantageous to have
around a capable poet admired by the native readers even though he
"followed an individual style of his own or indulged in the creation

of abstract and imaginative tableaux".11

More often criticism assumed the positive form of patting on the
back, as it were, the so-called "up-to-date peoples' poets". Ja“far
Khandan, a Soviet Azeri poet residing in Tabriz, wrote the following
account as part of an introduction to the collected works of Yahya

Sheyda, a poet from Tabriz.

By studying modern literature and by comprehending the vital
issues of the day, this young poet has learned in a very
short time how to keep up artistically with the material
progress of his homeland. He began his creative career by
writing ghazals, as is the practice with many poets of
Southern Azerbaijan. Thus in his poems love for the homeland
occupies a prominent place. But he was not content with
that., By dedicating his talent to the cause of victory over
Hitlerism, he has created valuable anti-fascist poems. He
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has, furthermore, expressed infinite love for the Red Army,
the world's savior from the dangers of fascism, and for
Comrade Stalin, the commanding genius of that army.
Enraptured by the friendship between the people of Iran and
those of Soviet Russia, he has devoted all the creative
power he commands to the cause of strengthening that
friendship further. He has written interesting poems on the
historical past as well as contemporary life and the
accomplishments of the Soviet people. Included in this
volume are, for example, poems on the great October
Revolution, on Stalin, the founder of that revolution, and
on the Constitution of the Soviet Union .... 4

The coordinator of the various cultural and literary activities
of Soviet Russia in Azerbaijan was the Iranian-Soviet Society for
Cultural Relations, a branch of the Soviet V.0.K.S. Founded in the
fall of 1943, the Tabriz branch of the Society established libraries
and bookstores for Soviet publications, and organized lectures,
concerts, shows, and art éxhibitions. It also provided travel
scholarships for Azeri artists, journalists, and men of letters, and
regularly brought Soviet professors and academicians of high calibre

to Tabriz.

In August 1945 the Society began publishing a monthly literary
journal by the name of Shafaq, of which eleven issues in all came out.
Written mainly by local writers, poets, and literary critics, it also

included works by Soviet Azeri writers and academicians. This was the

most important literary journal of the period. Among its contributions
were a collection of Azeri folklore and the publication of biographies

as well as selected works from Azeri classical poets, even though at

least equal space was devoted to discussions on Russian literature.
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Many Turkic works of earlier periods were published for the first
time by the Society, which acquired the manuscripts from the rich
library of Mohammad Nakhjevani of Tabriz. In order to give an idea
of the productivity of the literary committee of the Society, we quote
from Shafaq the list of books and pamphlets put out during 1945 alone

(excluding political works).13

1. A booklet on Sa'eb of Tabriz, by Mohammad Nakhjevani. It
included seventeen Turkic ghazals unknown and unpublished to that

date.14

&k The collected works of ©Ali Mocjez based on the manuscript
owned by Mohammad Nakhjevani and edited by Gholam Mammatlu; published
for the first time.

35 A collection of poems by Mobammad—cAli Safvat, a
contemporary poet,

4, Selected works in Turkic by Heyran Khanim Donboli, a poetess

of nineteenth-century Southern Azerbaijan.15

. Naghmeh, collected poems in both Persian and Turkic, by Taqi
Milani, a contemporary poet.

6. The translation into Persian of Jalil Mammat-Qoli-Zadeh's
play, Usta Zeynal, by Taqi Milani.

T A biography of Jalil Mammat-Qoli-Zadeh in Persian and Turkic

(author not mentioned).

8, Collected impressions of Azerbaijani visitors to Soviet

Azerbaijan, in Persian and Turkic.
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9. Bakhtiyar-Nameh in Turkic edited by Gholam Mgmmétlu.16

10. The biography of Mohammad Zakariya ar-Razi.
11. Translations into Persian and Turkic of Krylov's fables.

Although, as the list shows, the Society in Tabriz sponsored
primarily the publication of the past and contemporary writers of
Azerbaijan itself, it also made available to Azeri readers the works
of Northern Azeri writers. These were printed in the Arabic script in

Baku, in a series called Khariji dillarda adabiyat nashriyati

(literary publications in foreign languages). The present writer has
examined only seven titles from publications in this category. In all
of them the imprint reads as follows: Baku-Moskva, Kzar Nashr, 1945
(or 1946), As the introductions to the works emphasize, most of them
are by poets and other writers "reared during the Soviet rule of
Azerbaijan". Included in the series are such works as: Vafa, collected
poems by Rasul Riza; 0dli gilinj, collected short stories by Hﬁseyin
Mehdi; collected ghazals by CA14 Vahid; a war novel by Wanda

Wasilewska, Gof Qurshaghi, translated into Baku Azeri.

Language of the Letters

Before discussing poetry and prose during the Pishavari period,

it is essential to consider the language which poetry, prose, and
journalism employed, for along with content, the question of language

formed the most characteristic issue in the lettres of this period.
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"The Language of Our Newspaper" was an article in the very first

issue of the daily paper KEerbﬁngn by Ja®far Pishavari, the leader

of the Communist Party and the head of the government. He wrote:

We have absorbed our mother tongue with our mothers' milk
and have taken it with the exhilarating air of our land.
Those who are insulting it and endeavour to show it as an
imposed and artificial language are our true enemies. Many
perfidious foreign elements have tried for centuries to
prevent the flourishing of this beautiful language. In spite
of this, our language has survived in a_strong and
persistent manner. Azeri is not a deymi language. It has
a strong, solid base, the people. It boasts not only of
tales, proverbs, and poems which depend on the people at
large for authorship, but also the works of poets and
writers of distinction in the course of its history. Our
duty today is to develop it further and bring it up to date
and to unearth its beauties, subtleties, and strength
cleansed from the dust of neglect and refurbished. We must
return it to our people well cared for and pure.

Azeri is so resourceful a language that if we
eliminated its Persian and Arabic components, it would still
be capable of expressing the subtlest and minutest thoughts
and feelings. But we do not propose to carry this out in
a sudden manner, since our prime aim today is to convey to
people the truth in the most simple and direct manner. Thus
we do not deny the necessity of utilizing, if only
temporarily, the Persian and Arabic elements which have been
naturalized by our language. But we strongly oppose the
usage of unfamiliar and superfluous foreign words which can
only coarsen the writing. We profess our firmest faith in
the capability of our poets and writers to carry out this
weighty task with love and loyalty and to revitalize the
power and beauty of the Azeri language.

As theory, this sound reasonable. But as the movement progressed

it proved quite different in practice. The purification and

revitalization of the language amounted to making it identical with
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Baku Turkic, including the Russian element in it. This had to be
accomplished, not by the "loyal and loving good judgment of the
writers", but by the editorial work of resident Soviet writers,
journalists, and poets. Precaution was taken to prune the foreign
elements in a bolder and more systematic fashion from prose than from
poetry. With poetry the long-established sensitivities and taste of
the people had to be considered. Furthermore, although all varieties
of letters were encouraged, it was specifically prose —— journalism,
novels, short stories —— which was intended to bring about the
modernization of literature in respect to both language and content.
For a combination of these reasons, the language of prose underwent

a more drastic change than that of poetry.

A few more points need to be mentioned in this connection. The
works of those poets who had had the experience of writing in Persian
or Turkic before this period proved less amenable to language reform
than the works of those usually termed "poets and writers reared by
the Association of Poets and Writers". Furthermore, writings which
aimed at the realistic reproduction of the authentic flavor of speech

by a person of the older generation or by the uneducated were left

relatively free from vocabulary and grammatical changes. The style of
the opponents of the regime —- whether in a play, dialogue, novel,

S A Al
or newspaper article —- also was kept intact. "Murtaje in di1i" (the

: - i " sm"
language of the reactionary) was even exaggerated in its "archais

for the purpose of ridicule. In contrast, any writing claiming

literary achievement and sophistication was basically written in the
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Baku language.

In purifying the language, more hostility was shown to the
Persian element than to the Arabic. Reza Azeri wrote in Azerbayjan:
"It is to the benefit of our freedom to at least bring back into usage
the words removed by the language reform of Reza Shah", 19 These, as
everyone knows, were words of Arabic origin. That this policy was
officially carried into effect can be seen by the lists of approved

words published by the High Commission of the Ministry of Education.20

Although the professed aim in modifying the language was to
facilitate communication, the practical result was that even the
reading of newspapers was not made as easy as was claimed. The
authorities were ready enough to counter remarks such as "This is not
our language'", or "There are no such words or expressions in the
Tabriz language", with high-sounding but empty arguments appealing to
the mystique of the "mother tongue". Occasionally, however, there were
valid articles showing that these foreign-sounding words were native
to Azeri-Turkic, but that they had been replaced by Persian, mainly
in Tabriz. Habib Saher was one of the writers who, in a series of
articles,21 tried to demonstrate that these very foreign-sounding
words and expressions were still in usage in villages, among the
tribes, in nursery rhymes, in folk songs and tales, and in isolated
form in the proverbs and expressions prevalent among the people of

Tabriz itself.

What was difficult to explain, and was thus completely ignored,

was the gradual intrusion of Russian words into this language which
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was supposed to be purified of foreign elements. This consisted mainly
of replacing the French forms of certain Furopean words (which may or
may not have been in common usage before the regime) by Russian ones,

i.e., forma, tematika, dramaturgiya, aktiv, plan, parad, agenta,

kultura, redaksia, seksiya, stansiya, etc., and to a lesser extent of

the introduction of Russian words, such as povest' (short story),
obraz (image, character), gastrol (guest performance, artistic tour),

gazeta (newspaper), zavod (factory), etc.

Themes and Imagery in the Poetry

The poetry of this period can best be described as a mixture of
many ingredients. The traditional imagery and rhetorical devices of
Persian literature were interwoven with the local popular and folk
strain and finally with the thoroughly new element of Soviet-brand

social-realism.

The Persian element was an essential part of the mental make-up
and literary training of poets of the older generation. However, as
the Communist sponsorship of letters progressed, it gradually receded,

giving way to folk and popular forms of expression.

The folk and popular element was probably the most natural,
spontaneous, and aesthetically effective element in that curiously
heterogeneous literature. And although encouraged for political

k " nt"
reasons, this stress on the "national element" or the "folk eleme

i . il &
would no doubt have had a salutary effect on Azeri literature, if

had not been for the unavoidable exaggerations it entailed.
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The poetry produced in this period was, as a whole, "topical".
Those poets of genuine and individual character, who wrote on subjects
other than the political issues of the day, were isolated cases which

did not change the overall picture of the poetry of this period.22

By far the most permanent and predominant themes in the poetry
of this period were "love of the homeland", "the mother tongue", and
the historical and cultural past of Azerbaijan. The following are a

"23 ("The

random few among the wide variety of titles: "Shanli Vatén
Glorious Homeland"), "Végén Sevgisi"24 ("Love of the Homeland"),
"Sharafli Azerbaijan"25 ("Noble, Illustrious Azerbaijan"), "Ana

Topraghlm"26 ("My Mother Farth"), "Hamishalik Yasha Azerbaijan"27

n28 (

("Live for Ever, Azerbaijan'"), "Dilim Var, Yolum Var "I Have My

Own Tongue and My Own Way").

Next in frequency came exaltation of "democracy" and the local
"Democratic Party".29 Moreover, as political events unfolded, each
important issue presented an occasion for hosts of poems to
commenorate them, These ranged, as the titles of poems indicate, from
"Azerbaijan Milli Devlatinin iclgmiyﬁsi"ao ("The Proclamation of the
National Government of Azerbaijan"), to "Milli Majlisin ach1]1sh1"31
("The First Convening of the National Assembly"), to "Yashasin
fgda'ilérimiz",Bz or "Javan ordumuz",33 or "Qizil-bash orduya",34
poems written on the occasion of the offical formation of a National
Army. Relatively minor issues such as "Azerbaijan milli orkestrinin

achilish1 munasibatila' ("On the Occasion of the Establishment of a

National Orchestra"), "Danishir Tabriz" ("On the Occasion of the Debut
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of Radio Tabriz"), "Devlat Tiyatrosunun achilishi mﬁnEsibEtilE"BS ("On
the Occasion of the Government-Sponsored Theater in Tabriz') and many

others gave rise periodically to outpourings of such topical poems.

In addition to these local events, Soviet holidays or the
political and military events related to Soviet Russia during the War
provided additional occasions for a deluge of topical poems: "Mubarak

Oktiyahr"36 ("Blessed and Auspicious October"), "Oktiyabr nﬁghmﬁsi"37

138 (

("The October Song"), "Qizil orduya ithaf' "Dedicating to the Red

Army"), "Mayin biri" ("First of May"), etc. Needless to say,
"Krem]in",39 "Salute to Leningrad",AO "The Red Moskva",bl and praises

of Lenin or Stalin were among the usual subjects of such poems.

It seems impossible to describe the imagery in the poetry of this
period more aptly than with the phrase originated by A.J. Arberry:
"The Revolution of the Rose", 43 Indeed, very seldom did the poetry of
the period omit some reference to the "Immortal Rose" and other
related stock in trade of classical poetry.

The Azerbaijani, loving his homeland, was likened to the
nightingale separated by winter from his sweetheart, the rose, which
in turn symbolized either the homeland or the mother tongue. Having
regained his voice now, the nightingale rejoiced in singing sweet

songs of freedom and joy in the garden of the homeland, where no

= £ 44
autumn gust would ever wither its freshness.
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The freedom of the homeland after a long period of foreign
domination was expressed through the metaphor of the arrival of a

4
long-awaited dawn promising a radiant never-ending day‘s:
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Other variations, equally derived from nature, were the calm and

serenity after a storm or a persistent, creeping fog which enveloped

everything and sapped all energy and sensitivity.46
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In a similar context much was made of the delights of a springtide
after the ravages of winter. This last image, built on the tradition
of the bahariyeh (poems written in the praise of spring) in classical

literature, proved especially easy to elaborate upon.

The word azer, contained in the name Azerbai jan, which was
popularly and correctly etymologized as meaning fire, gave rise to an
infinite variety of expressions such as Otlar vatani ("The Land of

Fires"), Otli yurdum ('My Fiery Homeland"), hence indicating the




inherent tendency of the Azerbaijani to warm the friend but incinerate
the enomy.47 The analogy between the homeland on the one hand and the
mother or the beloved on the other, much drawn upon in early
twentieth-century literature, reached fantastic heights, especially in
the works of poets of the older generation with training in the
Persian classics. The lover of the homeland became a desperate Sheykh
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Yearning for the revolution turned the modern poet into Majnun,

o ; : : 49
another love figure in classical literature.
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The Azerbaijani National Assembly delivered people from captivity

as divine grace had Joseph of RanCan.>"
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An analogy was drawn between an Azerbaijani, proud of his self-
realization, and the tenth century mystic-martyr Mansur al-fallaj, who

said Ana al-Hagg51 (I am the Ultimate Reality, i.e., God).
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Influence from Persian classical literature was not confined to
the realm of themes and imagery. Many poems of Hafe2 and Sa®di served
as examples, with regard to rhyme, rhythm, and subject matters, for
the treatment of current political issues. The poem "Aghlama" by Yahya

Sheyda is modeled after the famous ghazal of Hafe? beginning
s5a pb bl (i) pz oVt S

Insofar as the subject matter is concerned, both poems entreat the
reader to persevere and to be patient in the hope of better days to
come, except that the radif (double rhyme) gham ma-khor (do not
despair) in the poem by Hafe? is changed to aghlama (do not weep) by

the modern poet.52
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The subject matter, the imagery, and again the double rhyme of

the poem "Qizil Ordunun Yola Salinmasi Haqqinda" by Helal Nageri

remind one of the famous ghazal by Sa®di beginning
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with the difference that whereas Sa®di was lamenting the departure of

the beloved, our modern poet found himself disconsolate at the Soviet

(-

Army leaving Azerbaijan.)3
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The "Traditional Poets'

The best sources for the poetry (and the prose, for that matter)
of the Pishavari Period are contemporary literary journals and
newspapers. The only anthology of selected works of the period was
compiled by Gholam Mammatlu of Soviet Azerbaijan, then residing in
Tabriz, >t i i 1 and literar
labriz.” Apart from the fact that Soviet political an y
policies were applied to the choice of poems, any factory worker who
versified the glories of the regime was included along with poets of

established talent and reputation.

The anthology gives selected works of, as well as brief
biographical data about, seventy-four poets. These are termed either
"traditional poets" (i.e., those who wrote poetry before the regime)
or poets "reared by the Poets' Association". Although not expressed
seems

in this explicit manner, the classification used by Mammatlu

convenient for the purpose of our discussion.
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Distinction between "traditional poets'" and those of the Movement
was not, no need to emphasize, in the realm of subject matter. Very
few poets, and then only very rarely, wrote on matters unrelated to
the social and political questions of the day. Following the tradition
meant merely using language which contained a higher percentage of
Persian words and a means of expression which still rested on the base
of classical Persian imagery and rhetorical devices. These features
were tolerated at the beginning since they supplied the necessary
substance on which to build a "revolutionary literature". Furthermore
the training and the experience of the "traditional poets" had to
serve as a model for the new poets who appeared in public view
overnight, But as the Movement progressed, the literary critics began
to ridicule traditional expression and aesthetics and to advocate a
more popular or "national" orientation in literature: the criticism
was not always as mild as the following verses of Azaroghli, perhaps
the most talented and accomplished poet of the period, might

indicate.55

To write gasidehs and ghazals and to seek inspiration from
the muses, angels and nymphs; to write poems to exalt

endless voids detached from the land and the people; to look
for art in the skies; to worship the goddess of beauty --
these are not the qualities of a true poet. The true poet

is a father of the people, and his resources and support are
the people.

From among the "traditional poets" we have chosen Mehdi Etemad
for a relatively full treatment, since he had enjoyed considerable
fame and popularity in Azerbaijan before the regime as poet and

educator. During the 1945-1946 period he presided over the Poets'
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Association from its beginning and, in the words of Rahim Vala'i, "He
did not refuse to put his established fame at the service of the

1+ 56

Movement'.

Born in 1900 in Tabriz, Mehdi Etemad received a substantial
education in the Persian and Arabic languages and literatures in
addition to some training in Islamic theology and philosophy. He must
have acquired a more than average familiarity with the works of modern
Turkish writers, to judge from the quotations from the poems of Namik

Kemal and Tevfik Fikret one finds in his works.57

His erudition in Persian and Arabic literatures has left decided
traces in his work as far as the imagery, rhetorical devices, and
references to these literatures are concerned. However, he wrote
exclusively in Turkic and his roots were primarily with the people and
the popular culture of Azerbaijan. Because of interest in Azeri folk
and popular lore and his intimate knowledge of the local customs and
mores, his work mirrors perhaps more accurately than that of any other

single poet Azeri communal life.

His works before the Pishavari Period are mainly interesting for

these qualities and for the artful usage of colloquial Turkic. Social

criticism in a deeper sense is only incidental in them, despite the

fact that they received much attention during the government of
1945-1946 for their supposed social consciousness.

Notable among his earlier literary works were "Galinlar

Bizagi", 38 which portrays in much color and interesting detail the
g1y P )

family 1life in Azerbaijan, and particularly the customs and ceremonies
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observed in marriage. "Ketab-e Samavariyyeh", which in later editions
came out with the title of "MonaZereh-ye Adabi" ("Literary Dialogue"),
consists of a debate between a tea addict and a samovar. The very idea
of the debate, its diction and imagery, remind one of Fuzuli's famous

magnavi. Bang va Badeh., And finally, very humorous, picturesque, and

instructive is his A'ineh-ye Akhlaq, a booklet of poems which portrays

a boisterous and animated oriental bazaar on chaharshanbeh suri, the

last Wednesday of the Persian year. He supplies, among other colorful
details, the jargon and the tricks of the various tradesmen. The

booklet is said to have been published twenty times in Tabriz.sg

During the government of 1945-1946 he was perhaps the most
productive among the many poets of the period, and the most bitter
and aggressive against the Central Government, the opponents of the
Communist Party, the rich, the landowner, and all those who were
lumped together under the epithet "mortajec" (reactionary). These he
abused without mercy. He exalted the various aspects of the new regime
and Soviet Russia without reserve. To be sure, there was much that
was genuine and sincere in his convictions and feelings, as shown by
his past life and work, and his interest in Azerbaijani language and
literature. But the balance of his work was more than flawed by his

extreme militancy during the Movement.

Etemad's poems offer one of the best examples of the incongruity
which we have already noted as characteristic of the poets of the
older generation. This did not prevent him, however, from being

included in the ranks of "people's poets", an epithet reserved for
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younger poets more consistent and "up-to-date" in their means of
expression. The fact that he was the head of the Poets' Association
shows that the traditional in his work was deemed amply offset by its

political and ideological correctness.60

Next in importance to Mehdi EStemad were TAld Fetrat (born 1890)
and Hoseyn Sahhaf (born 1906). Ali Fetrat had published, before the
regime, a long didactic masnavi by the name of Bum va Bolbol and a

divan of traditional ghazals and gasidehs, both published in Tabriz

in 1932 and 1937 respectively.61 His topical poems, written during the
Movement, were published by the Soviet-Iranian Cultural Society under

the title of Elim Azer (My People, Azeris), in 1945.

Hoseyn Sahhaf wrote mainly religious poems, facetiae, and
didactic verses before the regime.62 His translations from Persian
classics into Turkic during the Movement were perhaps his best

contribution to the belles lettres of the Pishavari period.

-C - & -
E*temad, Pegrat, and Sabhaf were among the founding fathers of
the Poets' Association and served as teachers and guides, at least in

technical matters of writing, for up-and-coming younger poets. In

order to show the general character of their works, we have

paraphrased below certain passages of a long poem entitled

E&erhﬁz’gn,GB written collectively in the name of the Poets'

Association and dedicated, as the subtitle indicates, to the National

Government of Azerbaijan. Conceived as a sort of poets' manifesto, the

poem was obviously intended to serve as a model for the poets reared

during the Movement. The poem is interesting as a typical and
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comprehensive example of the subject matter to be encouraged in this
period. In ninety lines, it is intended to present all-inclusively the

Kzerbayjan mubariza tarikhi ("the history of the national strife of

Azerbaijan"). Furthermore, since it was written by poets trained in
the tradition of Persian poetry, it is a good example of the welding
of classical Persian imagery to the issue of Azeri nationalism during

the war years:

Oh, Sacred and glorious land of Azerbaijan, the cause of
eternal pride for thy children. Thy soil is fragrant as musk
and ambergris, thy gravel lustrous as pearls. Thou hast been
the stronghold of jealous zeal from time immemorial and a
lofty nest for eagle and royal falcon. I would not exchange
thy blissful wine for the spring of Kowsar [a stream in
paradise]. One day thou bore a noble son to the world,
Zarathustra, who shone over all the world like the celestial
sun .... Thy sons established the eternally glorious empire
of Media. Should a hapless hunter intend to wound a lion of
thy lofty mountains he would finally expire in the claws of
our lions. There has been many a conqueror who has sought

to seize Azerbaijan, and that for good reason. Thy land has
always been coveted for its beauty and riches. Thou sawst
how Atropat brought Alexander to his knees, the man in awe
of whom the world trembled. Look at Javanshir, that lion-
hearted warrior who dispersed the blood-thirsty army of the
Arabs, then another son of thine, Babak, who appeared like

a dazzling sun from under the black clouds of foreign
domination and waved the banner of earliest rebellion
against them.

Then our poets, who are supposed to follow the line of social-
realism, relapse into such antiquated descriptions of a battlefield

as:

The dust rising from the hooves of the horses and the
general commotion of the battle reduced the seven-storied



earth to six while increasing the seven layers of the
firmament to eight. Many a sweet-singing poet, who
discovered treasures with their pens and strung precious
pearls in the kingdom of poetry, is resting in the embrace
of thy sacred soil. Whom should I mention by way of example?
a unique pearl such as Khagqani or the lofty star such as
Fuzuli, Thou leftst such a worthy souvenir as the Dede
Korkut to posterity from thy beloved language. Listen to
what babbling thy enemy has to resort to to explain the
origin of thy indigenous tongue ....

Then the poem goes through the contribution to Azeri letters of
Hasan-Oghli, Qazi Burhaneddin, Nasimi, etc. Speedily turning the pages
of history, our poets arrive at the sixteenth century:

The sons of Sheykh Safi rose from thy fiery bosom and caused
the very foundation of the Ottoman throne to tremble.
Koroghli in the eighteenth century coped valiantly with the
enemies of Azerbaijan, the Pashas from outside and Khans

from within.

Finally they are in the nineteenth century:

When fortune played such a trick on Azerbaijan that its
sacred body was cut into two and the river Araxes was as

a sword between the two parts, Oh Mother Azerbaijan, rest
assured that this is only a physical split whereas the heart
and the soul of thy sons remain united, One part is now
smiling at the world, and the other part is watching with
brotherly envy. Southern Azerbaijan, inflicted with pain,
humiliation, and poverty — this one sometimes looks at his
brother endowed with the stature of a cypress and is happy
for him, sometimes writhes with pain like a nightingale
separated from the rose. Forty eyars ago this Azerbai jan
bore heroes such as Sattar Khan who elicited the admiration
of a genius such as Lenin. Then it was the turn for
Khiyabani to shine for a time, only to die for love of his
land. He died but paved the road to freedom. We were the
Shah [king] on the chess board; then Reza Shah checkmated.
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Finally our Democratic Party gathered under its banner
the landlord, the merchant, the peasant and the worker and
invited the whole nation to fulfill its sacred mission,
declaring its demands: we want schools in our mother tongue;
we want factories to be established; we want to eliminate
the suppression of the worker by the reactionaries, and the
peasant by the landowner. Oh Vatan! look at the achievements
of thy blood brother up north. Every little village has
turned into a prosperous city. There are no prisons there,
nor are there cages. The axe of justice has uprooted the
roots of tyranny. Baku has assumed the aspect of a forest
with oil towers. The factories are constantly working.
Simple workers have turned into prize-winning heroes; there
are no signs of the bent plough; there are tractors,
schools, hospitals, and homes kept by mothers. Northern
Azerbaijan is witnessing the golden age of science and
industry. Azeris always have had to fight for their freedom.
Now it is our turn to fight!

Poets of the Movement

These, generally called "People's poets'" or "poets reared by the
Poets' Association", were the most numerous among the poets of the
period. The first thing which strikes one about them is their
extraordinary productivity. In addition to those who wrote enough to
publish their collected works during the short span of a little over
a year, others filled the pages of the literary magazines and
newspapers of the period with ephemeral poetry. This over-production
in itself is apt to cause the reader to doubt the quality of such
works. Moreover, the panorama of pervasive clichés, the titles
exalting Soviet Russia and at times even the insincere treatment of
topics relating to Azerbaijan itself are likely to discourage an

unpersistent reader from discovering the few real talents hidden in
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the profusion of mediocre work.

Among such capable poets one might mention Balash Azaroghli, CAli
Tudeh of Ardabil and Mohammad Biriya of Tabriz. Biriya was lynched by
a mob when the Pishavari regime collapsed. But Azaroghli and CA1i
Tudeh have since been living in Soviet Azerbaijan and seem to have
attained a considerable stature in the Soviet literary scene, to judge

by their unpublished works in literary journals and anthologies.

Kzaroghli was born in Ardabil in 1921.65 He did not leave his
native town until the Pishavari Period when he came to Tabriz to join
the Poets' Association. He represented the Association in the first
Literary Congress of Iran sponsored by the Tehran branch of the
Soviet-Iranian Cultural Society in 1945. This shows the high esteem
in which the local authqrities held Azaroghli as a poet of the
Movement. But we learn from a speech by Pishavari that this choice
was not altogether fortunate since, owing to his not knowing Persian
well, he was not able "to present the literary revolution created
during the regime as it deserved".66 Failure "to make the Congress
understand his interesting poems" would indeed indicate little
knowledge of Persian on the part of Azaroghli, and this seems unusual

when we consider his poetical achievements during the regime.

67

Mohammad Biriya, born in Tabriz in 1918, had been a minor

official in the Tabriz municipal administration. He became the

Minister of Education during the regime. The opening of Tabriz

University, the founding of new public schools, the replacement of

Persian textbooks by Turkic ones in all the schools, early measures
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for adult education, the establishment of public libraries, were all

accomplished under his administration during the short span of a
little over a year. He also won the contest for the poem which was

to serve as text for the national anthem of Azerbai jan.

Biriya's collected works came out periodically as brochures under

the titles of Hujum (Attack) and CUsyanlar (The Revolts). As these

titles show, his poems in general were of an extremely militant
nature. Nevertheless some critics consider him the best poet of the
Movement. Ja®far Solgﬁn—al—Qorrg'i, a man of conservative literary
taste and one, furthermore, definitely against the regime, says the
following about Biriya's works: "Some of his poems on the question of
the autonomy of Azerbaijan were exciting and beautiful ... and
fragments of his satire have become favorite quotations among the

people of Tabriz",%8

€A1i Tudeh (born in Ardabil, 1925)69 was different from Azaroghli
and Biriya in that he had a thorough training and background in
traditional literature. His ghazals dating from the years prior to the
regime, although written in Turkic, attest to his training in the
Persian classics as well as to his considerable poetical gifts.
However, during the regime he adhered strictly to the literary policy

of the time in both content and form.

Azaroghli, Biriya and Tudeh stand above the other poets of the
movement primarily because of their genuine talent. It is true that
a high percentage of words from the Baku dialect diminished their

appeal to those who were familiar only with the Tabriz speech. But
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reading these poets' works today, when they are no longer topical, and
Jjudging them merely from the viewpoint of their homogeneity and

consistency within the framework of Turkic linguistics, one finds that
they certainly have greater appeal than the works of the "traditional

poets" with their hybrid diction.

Biriya, Kzaroghli, and Tudeh wrote partly in syllabic meter and
used simple, effective popular imagery. They gave, furthermore, moving
and at times beautiful expression to the prevalent themes, such as
"love of motherland", "love of mother tongue", and the "cultural and
historical past of the Azeri people". For instance, the following poem
by Tudeh entitled "And Ichirik"’® ("We Swear') combines a stirring
epic quality with a tender, unpretentious popular lyricism.
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We swear by the splendor of the homeland and by its precious

earth, 2 i
By the shrine of Khata'i and by the hearth of Sattar Khan:

As long as we have breath in our lungs and blood in our

veins,
i . liant
The enemy will not dare to set foot in this haven of va

- 165 -




warriors.
We fear not death, fire, nor fear itself,

For we have often enough thrown ourselves into the embrace
of consuming fires.

Many a son of this land has died with the word Vatan upon
his lips. |

Many a hero has inscribed his name with blood on the pages
of history.

Thy ever-green gardens and thy golden-haired wheat fields
shall no longer fall to the lot of hungry wolves.

No stranger shall again quench his thirst with thy cool
waters.

Thy lion-hearted children are loyal guards to thy shaded
brooks.

Another good example is the poem by Biriya entitled "Vatan Giitdi"’?!

("Thus Smiled the Homeland"), a graceful and moving paean of spring
and No-ruz (the Persian New Year). The way in which the theme of
Azerbai jan autonomy has been interwoven with the central theme, shows
the poet's imaginative and sensitive handling of an otherwise

stereotyped topic.
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Even with subjects unpalatable to most people, such as those
related to foreign politics and ideologies, these poets were able to
achieve a Bartail poetical impact, unlike many others in whose works
elaborate and grandiloquent epithets failed to conceal their
underlying insincerity.

The poem "Galin, Dostlar Galin"’? ("Come, Friends, Gather") was

written by Azaroghli when the Tudeh Party in Tabriz was supposed to
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merge with its successor, the Democratic Party. The poet appeals to
the landlord, the businessman, the tiller of the soil, the employer,
the worker, the reluctant onlooker, the hesitant, the believer, the
agnostic, to gather and help the cause of the homeland. The poem is
not a great one; it would not survive translation and it would not
have much appeal except in that special situation. But it certainly
is powerful and capable of serving the purpose for which it was

intended.

Azaroghli wrote another poem of twenty-five pages about his
impressions of a trip to Soviet Azerbaijan and around it wove related
issues and feelings of the day. The poem, entitled "Baku sﬁfgri".73
is written in an eleven-foot syllabic meter. It is both flowing and

graceful, and contains several passages capable of stirring the most

cool-headed reader.

The following poem, entitled "Kimdan 0gr5ndin?"7A ("Who Taught
You This?") by the same poet, may serve as an example of the many

effective lyrical poems written in the Azeri folk tradition during the

Movement.
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The Novel and the Short Story

i c :
With the exception of the works of Taliboff and Zeyn al- Abedin
of Maragheh, written at the turn of the century, the literature of

Azerbaijan is characterized by a definite weakness in prose. While the

L= c
Azerbaijanis cite important poets such as Iraj, Shahriyar, Mo"jez, and

Sarraf, they have produced no one in prose comparable to Sadeq Hedayat
and Bozorg ©Alavi, nor even any novelists or short story writers to
compare with less important Persian writers.

During 1945-1946, however, the situation seems to have changed,

to judge from a quite sizable production of novels, short stories, and

sketches, published first as feuilletons in the periodicals and some

published later as separate works.

There is no need to emphasize that this sudden appearance of

WPStern~tvpe prose was not an act of spontaneous creativity, but

rather the result of government sponsorship. Towards the beginning of

the Movement the authorities seemed content with mere literary

SR asily for
production in Turkic: if versifying now began to come more € y

. i erar
Azerbaijanis, it was wiser not to weaken this by diverting 1lit ¥y

; stress
activity to a less familiar channel. But as time went on, the

he first
on prose increased. The creation of the Poets' Association, the
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step in the direction of government sponsorship of belles lettres,
took place quite early in the Movement, whereas the Writers'
Association did not materialize until the Movement was already drawing

to its end.75

That poetry had the benefit of a long-established tradition seems
the only explanation for the fact that there was a number of capable
poets, even among those trained for "socialist-realistic" expression.
But in prose, although the quantity compares favorably with poetry,
the quality is poor as to indicate a complete absence of spontaneity.
If one differentiates between genres of prose in regard to quality,
the literary sketches and shorter stories are far more effective than
the longer stories and novels. Here, too, one is tempted to conclude
that these impressionistic prose pieces are closer to the temperament
of people accustomed to poetry, and that in literary tableaux,
especially, the requirements of planning, theme development, and the

building up of an effective climax are not called for.

As far as artistic approach and development are concerned, one
finds in the prose of this period a constant wavering between the
realistic and the fantastic. On the one hand there are works which
are merely simple chronicles of facts or matter-of-fact narrations of
personal experiences, both kinds lacking an artistic and imaginative
plot and the suspense of an effective climax. On the other hand there
are works which display a strong propensity for the fantastic. The
plot of such stories usually begins with a condemnation of the

previous regime, portrayed as raging with political persecutions,
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intrigues, atrocities, and corruption. The dénouement is usually
reached when the formation of the Tudeh Party or the establishment of
the new government in Azerbaijan intervenes in much the same way that
the supernatural forces did in the old-fashioned tales in favor of
Justice and truth, and every crisis, whether individual or social, is

miraculously overcome.

The content of the prose in this period is of the same topical
nature as that of the poetry. One may make the distinction, perhaps,
that in poetry topics of an epic nature, such as love of homeland or
the mother tongue, formed the basic content, whereas in prose,
following the principle that "the true picture of society is to be
found in stories", the themes concerning peasants' and workers' lives

are among the most frequent themes.

The following two novels seem to be the only ones which were re-
published as independent works in this period: Anamin Dedik15r176
(Things My Mother Used to Say) by Fathi Khoshganabi, and Volgan
(Volcano) by “Ali-Qoli Katebi. The title and the underlying conception

of the first work seem to have been inspired by the famous drama

Anamin Kitabi (My Mother's Book) by Jalil Mammat-Qoli-Zadeh, although

the work by Khoshganabi does not have a plot in the normal sense of
the word. An illiterate, fanatically religious, and superstitious old
woman is made into the symbol of the past, more specifically a
representative of the supporters of the old regime. Having lived all
her 1ife in a small village, she finds herself in Tabriz when the new

government 18 in power. With a curiosity and observation which do not
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match her other attributes, she misses no detail of "history in the
making". This work of two hundred pages consists of her impressions,
opinions, and finally her comments on topics ranging from the garments
and moral laxity of city women to the internal reforms and the foreign
policy of the government, thus ironically bringing into relief the

accomplishments of the new regime.

Were it not for this militant political orientation, the work
would certainly have been a humorous and picturesque depiction of a
certain character type. The language, utilizing local expressions and
proverbs, would also have been one of the commendable aspects of the
work, had it not been overcharged with folkisms for the same political
reasons. The old lady seems unable to utter a straightforward
sentence; the entire narrative gives the impression of a puzzle or an
exercise the object of which is to utilize as many expressions and

proverbs as possible.

The second work published independently is Volgan (Volcano) by
€A11-Qoli Katebi.’’ The revenge the young hero, Volqan, takes on an
Indian soldier (taken as representative of the British forces in Iran)
for an unspecified insult seems to be the main theme around which are
woven other unrelated episodes without even a semblance of organic
unity. First we are shown street scenes with poverty-stricken, half-
naked children in the midst of winter, next we find ourselves in a
factory where we gain a glimpse of the workers' wretched plight, and
finally we read about secret workers' organizations feverishly active

on the eve of the establishment of the new regime, As in most prose
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works of the period, any effort on the part of the writer to ensure
the dramatic effect of his plot produces just the opposite. Had his
intention been to ridicule the cause, he could hardly have been less
successful. The most grotesque episode in the story is the unfortunate
lot of a sarmayeh-dar (capitalist) driven to insanity by love of
money. Without any preparation for this psychological crisis, the

novel ends with the capitalist's lonely death in a mental institution.

From the extremely wide range of stories and sketches appearing
as feuilletons in periodicals, "Hayat Ghu$§§si"78 ("The Cares of
Life") by M. Armaghan is one of the best of its kind. It shows
definite traces of western influence, coupled with sensitivity and
technical skill on the part of the writer. The hero is a painter. As
the story begins we see him walking in the streets and bazaars of
Tabriz on a hot early afternoon with the hope of selling a painting.
The painting depicts a young woman with deep blue eyes fixed on the
remote horizon and expressing a profound, gripping sadness. Is it
because of this haunting sadness that people are unable to appreciate
it? Do they find themselves uneasy or unconsciously afraid even to
look at it? Only two days earlier a rich merchant had expressed this
sentiment in the following words: "It would be quite depressing to
decorate your walls with such a painting". But is this the fault of
the artist who has faithfully and skillfully recaptured the real life
of real people around him? Is this not the true criterion of art? Or
does the impoverished appearance of the painter have something to do

with 1t?
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The scenes are marked by keen observation and vivid description.
In front of a big business firm a fat rug merchant is sipping tea.

He pulls out his handkerchief and wipes the sweat off his red face.

A young man with dark glasses sitting next to him takes the picture
from the painter and, with an exaggerated ingratiating politeness,
holds it in front of the rich man. After an attentive look from eyes
deep-sunk in fat, his eyebrows knit together, the merchant says:
"Can't you find something else to paint? We see plenty of such faces
around every day ...." Only a woman in a horse-driven carriage pauses
long enough to exclaim "What a beautiful picture!" But before the
sentence can register on the mind of the painter, he hears the
driver's whip crack on the back of the horses and the carriage is
gone. Who was that woman? Her words sounded as consoling as the
approving remarks of a kind mother. He returns home to find an
otherwordly shadow settled on the face of his young, beautiful wife.

She is dying of malnutrition and lack of medical care.

The description of the house and his encounter with his wife is
very beautiful. In apology for returning home empty-handed, he
explains: "My dear little CZyisheh, I am only creating the people I
gee, The faces of the people I know do not wear a smile. From the
faces of the people I know, the smile has departed as if for ever.

I paint life. I am simply unable to draw a veil over its truth. And

they, the rich ones, want only smiling happy faces".

This is one of the few truly artistic sketches the author has

come across. If the sketch is quite transparent as far as the
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ideological message behind it goes, it nevertheless has vivid
characters and settings, a convincing dintegrity of plot and solution,
and just the appropriate degree of detail.

In "Liyaqa tli Tohfa"’? ("A Worthy Present") by Beglar Ha'ili,

one of the most productive story writers in the periodicals of the
time, a tenuous love story is made into an instrument for glorifying
the local Democractic Party and the new regime. The hero, CKref, is

a young worker and a member of the Party. The heroine, Farideh, is

a young girl from an old, established, and wealthy family in Tabriz.
Her late father is portrayed as having been one of the followers of
Sattar Khan and as having supported the Constitutional Movement as
both a political leader and a fighter. The villain of the story, a
young army officer of the previous regime, pesters the beautiful young
girl. When he finally attacks her — under circumstances awkwardly and
implausibly handled in the story —- CAref saves her honor. This,
coupled with the fact that CAref is a militant member of the Party,
creates in the heart of the heroine a fiery love for him, in spite

of, or because of, the additional fact (emphasized in the story) that
he is a poor, uneducated worker. But because of his personality and
the strength of his convictions, Chref rapidly becomes a Party boss
and the head of the Police. The single imaginative episode of the
story is the one in which the mother of the young girl presents the
hero with a sword inherited from her great patriotic husband and
cherished for years as her most precious possession. The present is

made, not only because CAref had saved the honor of her daughter, but
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also because she realizes that this young man holds the same ideals
and works towards the same goals as her husband in his days. It is

from this episode that the story takes its name.

The political message of the story is all too evident, but even
as such it would have been more effective had the writer not tried
so tirelessly to hammer in all his political points. The hero seems
ready to expound his ideological views at the least provocation, not
in conversational terms but in a form very similar to political
newspaper articles, marked by the same fervor, the same clichés and
terminology. At one point, the reader has to listen, along with
Farideh and her mother, to a thirty-seven-line speech delivered by the
young Party member at the town square. At other times there are not
even these seemingly real occasions for outpourings of political and
ideological views. The hours spent by the lovers are always occupied
by lengthy descriptions of the corruption and failures of the previous
regime or by the elaborate expounding of the accomplishments of the

present one.

The comment made on this story by Ganj—CAli Sababi, the literary
critic of the newspaper Kzerbangn, well illustrates the literary

policy followed during the regime:

The role of the leadership of the Party in bringing about
the events of the 21st of Azar [Dec. 12, 1945, when the

National Assembly was inaugurated in Tabriz] and the real
impact of the participation of the people themselves have
not been treated as fully as they deserved to be .... The
characters in the story are all positive ones (except for
the officer of the reactionary period), but these obrazes
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(types) do not adequately portray truly active and militant
people. To portray positive types (such as the mothers of
Farideh and ®Aref) in such passive roles is tantamount to
belittling the active position of women in our movement and
to veiling their self-sacrificing heroism. We would have
liked to see Farideh not merely as a love-sick woman,
dragging along behind CXref, but as a courageous and active
partner who fights shoulder to shoulder with him. This would
have been more real and realistic [sic] .... The author has
not created a sufficiently wide range of negative obrazes
and this deprives the story of an occasion for the portrayal
of an intense conflict and its resulting clash and struggle.
The officer of the old regime is the only negative obraz and
he demonstrates no sign of mubarizlik (aggressiveness of
cause). In my88udgment this is an unforgivable shortcoming

of the story.

Newspapers and Literary Reviews

The overwhelming number of periodicals published in Tabriz alone
(not to mention those published in other towns) makes one wonder what
aim this over-abundance was supposed to serve. No dissenting voice,
no refreshing point of view ever appeared in these papers and reviews.

What is more, little distinction was made between topics to be covered

by daily official newspapers (such as the organ of the local Tudeh

Party or the journal of the Azerbaijan National Assembly) and by

literary reviews. Politics and literature were SO intermingled that

the same political articles and the same poems, short stories, and

articles on literary history and criticism appeared again and again

in all the various periodicals of the time.
For these reasons it seems unnecessary to give a detailed

- : A i 3 ly to
discussion of most of these papers; in most cases one needs only
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point out individual features. Nor is a mention of the expiration
dates of these papers necessary, since they were all the same -~ the

collapse of the regime.

The earliest and one of the most important of the papers dating
from before the establishment of the regime was the paper Azerbayjan
(first series). It began publication on November 1, 1941, shortly
after the entry of Allied forces into Iran. This paper, which set for
itself no goal other than the "criticism of the Pahlavi regime'", was
published by the Azerbaijan Society, a convenient front to disguise
the forces which were to launch the Communist government in 1945. Its
editor was Mirza CAli Shabostari, who later became the chairman of the
National Assembly of Azerbaijan as well as the first editor of the
second series of the same paper, which by this time was overtly the

organ of the "Democratic Party".

The differences between this paper and the ones which appeared
after the establishment of the regime are significant. Although
primarily in Turkic, the earlier series of Kzerbﬁxjﬁn still published
occasional articles in Persian; most articles and poems of radical
content were still published wth pseudonyms; and finally the language
was as yet the pure Tabriz idiom and the spelling and orthography of

the words, Persian.

The influences of the paper Molla Naser ed-Din and of the paper

Kzerbﬁyjan (the one published during 1906-1907) on this latter paper

are striking. Many colorful pseudonyms such as Quldur, Qalandar, Hush-

Suz, Bajadan Bakhan, etc., are the same as those in the papers of the
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Constitutional Period. Some of the poems of “Ali Akbar Saber, which

originally appeared in the paper Molla Naser ed-Din, were imitated

here with insignificant variations. The poem entitled "Olsun, Na Ishim
Var" ("Let It Be So; See If I Care"), appearing in No. 20 of this
paper, for example, is a close imitation of the poem by Saber with

the famous refrain Millat neja taraj olur, olsun, na ishim var®! ("Let

the nation be plundered; it is none of my concern'"), except that
whereas $aber deplored the fate of the "nation", his imitator in the

Pishavari Period bewails the lot of the poor and the hungry.

Many of the caricatures from Molla Naser ed-Din appear faithfully

in this paper. No. 31 of this series, for example, reproduced both
the drawing and the caption of the famous caricature by Jalil Mammat—

Qoli"Zadeh in Molla Naser ed-Din. The caricature depicts a teacher in

an old-fashioned classroom, brandishing in his hand an over-sized
human tongue. The caption underneath puts the following words in the

mouths of the children sitting in front of him:

Honestly, Mirza (teacher), we have a tongue of our own.
Please let us learn that a little bit too". "No'", answers
the teacher, "that is no good; I must push this tongue down

your throats".

Azerbayjan (second series) began publication on September 5s
1945, as the official organ of the "Demokrat Firqasi". Initially the
editor was, as in the first series, Mirza €A1i Shabostari. However,
during its life of fifteen months the paper had many editors —- men
such as Fsma il Shams, Fathi Khoshganabi —- apart from long intervals

when it was put out by the "editorial staff".
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Those who were familiar with the distinctive style of Jafar

Pishavari, the head of both the "Democratic Party" and the Government,
knew well that he reserved for himself the real supervision of the
paper. In an article entitled "Azerbayjan Muvaffaqiyyatlarimizin

Ryinasidir" ([the paper] "Azerbayjan Is the Miror of Our Success"),

Pishavari wrote on the occasion of its first anniversary82:

«+o If I were asked which task I valued the most among the
many accomplished during my leadership of the Movement, I
would single out without hesitation the articles I wrote for
the paper Azerbayjan. Azerbayjan has been the most effective
weapon in the struggle of our people; as the leader of the
party I have profited from it more than anyone else. During
the most difficult, fateful and crucial hours of our
Movement ... I myself wrote the editorials of this paper.

I even took it upon myself to supervise the final editing
and the printing of the entire paper. I am proud of it and

I admit that Kzerbayjan is my weakest and most sensitive
spot. T have 15vingly written its articles and lovingly read
them, When I became premier, some considered it

objectionable for me to write newspaper articles. Not being
able to tear myself away from Azerbayjan, I continue to
write articles anonymously or under other people's names

coee

Azad Millat (The Free Nation) was the official paper of the

National Assembly of Azerbaijan. It was published every other day from
February 24 to December 9, 1946. Contrary to what the title might
indicate the content of the paper was not confined to parliamentary
debates or other official news. It shared, rather, the heterogeneous
quality of all the periodicals of the time, and it may be considered

as good a source for the literature of the period as journals and

reviews claiming literary specialization. One interesting aspect of



this paper is a series of articles which appeared under the title
"Azerbayjan Milli Tarikhi Sghasindﬁ Bir Qadam" ("Contribution to the
National History of Azerbaijan“).83 These articles, which deal with
the detailed biographies of the parliament members, contain useful
information about the activities of some of these men during the
Constitutional Period and the Khiyabani Movement of 1920. They shed
considerable light, furthermore, on the previous socialist activities

and careers of other members of the National Assembly.

Eﬁé?i{lég.MEjlisi was a monthly publication put out by the
Association of Poets. It began publication in August 1945. To give an
idea of the type of material covered by this journal, here are the
contents of the second issue (September 1945): the national anthem of
the Soviet Socialist Republic of Azerbaijan; a full-page picture of
NeZami of Ganja followed by a few of his lyrics translated from
Persian by Ja®far Khandan and SAli Vahed, both of Soviet Azerbaijan;
poems by Sa'eb and Qausi-Tabrizi in the column "Classical Poets of
Tabriz'"; an article on the historical development of the Azerbaijani
language by Mohammad CAbbasi of Iranian Azerbaijan; a poem by Samad
Vurgun of Soviet Azerbaijan; poems by "contemporary poets of Southern
Azerbaijan" in twelve pages; an illustrated article on the

contemporary painters of Southern Azerbaijan, by K. KaZem-zadeh, etc.

Gunash (The Sun) a bimonthly journal, was the publication of the

Yazichilar Jam“iyati (The Writers' Association). It began publication

in July 1946 (quite late during the Movement), apparently in

recognition of the fact that a more developed stage had been reached
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in prose writing and that there was now a need for a writers' society

independent of the poets' association.

Shafaq (The Dusk) was the monthly publication of the Tabriz
branch of the Soviet-Iranian Cultural Society. It began publication
in August 1945. We have already spoken in this chapter of the
significance of this literary review, which is considered as having

been the best of the period.




NOTES TO CHAPTER V

Qoliyev, R., "Tabrizin ShaCirlar Majlisi", Sha‘irlar Majlisi,
nos. 3-4 (Oct.-Nov. 1945), 385-393.

Babak, a native of Medieval Arran, was the chief of the Khorrami
sect and led a revolt against the “Abbasid Caliph al-Muctagim in
the ninth century.

Javan-Shir, also from Arran, fought on the side of the last
Sassanid king, and through his bravery delayed the Arab conquest
of the Iranian capital.

KBroghli, born in northern Khorasan at the end of the sixteenth
century, is the national hero of the Turkoman tribes in Iran,
having been identified with the hero of the famous popular
romance Karoghli.

See the poem "Azerbayjan" written collectively in the name of the
Poets' Association and published in Sha®irlar Majlisi, nos. 3-4
(Oct.-Nov. 1945), 3-16; partial translation of the poem appears

on pp. .

Quoted from Azerbayjan (published in Arabic script in Baku), II
(Jahi. 6, 19463, 16~17, This periodical review should not be
confused with the daily paper of the same name that was published
in Tabriz during the same years, 1945-1946.

Khalilov provides specific examples of the treatment of the
question of Iranian Azerbaijan by various Soviet Azeri poets and
writers during the war and of the importance of the question in
wartime Soviet Azeri literature; see A.N. Azerb. SSR, Kzerbﬁgjan
Kdabiyati Tarikhi, III, 240 ff. 5

According to R. Qoliyev, a Soviet Azeri writer himself, the
following Soviet Azeri men of letters were resident in Tabriz
during the war and contributed to the local periodicals: JaCfar
Khandan, Jafar Jacfarov, Ghilman Musayev, ﬂﬁseyin Sharifov,
Anvar Mﬁmmﬁt—thnli, Gholam Mammatlu, and others; see Qoliyev,
"Tabrizin Sha irlar Majlisi", op. cit., 42-43.

Khalilov, Azerbayjan Adabiyati Tarikhi, 245.

5 CAhbgsov, M., "Suleyman Rustamin Janub She®rlari", Izvestiya

(AN. Azerb. SSR, Soc. Sc. series), no. 2 (1961), 69-78. As the
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11.

12.

13,

14

15,
16.

17,

18.

L

20.

21.

title of the article shows, these poems are placed in a separate
category: poems written in the South or for the South.

This remark was made by G. Mammatlu of Soviet Azerbaijan about
Habib Saher; see his article, "Iran Azerbayjaninin Mo“ager
Sha®irlari", Sha®irlar Majlisi, nos. 3-4 (Oct.-Nov. 1945), 410.

Introduction written by J. Khandan to Y. Sheyda's collected
poems, Otlar Vatani, Tabriz, V§§5n Yolunda Gazetasi, 1946.
"Madani Rabitd JamCiyatinin bir T1lik Fa“aliyati", Shafaq, no. 5
(Dec. 1945).

According to M. Nakhjevani, he had discovered these ghazals in

the Khoda-Bakhsh library in Patna, India, in an early manuscript
by Monshi-ye Esfahani dating possibly from the poet's lifetime.

Heyran Khanim, Sechilmish Kggrlﬁri, Tabriz, 1945.

Bakhtiyar-Nameh, a book of tales written originally in Pahlavi
and translated into Persian in the early Islamic era, had been
translated into Turkic verse about the middle of the eighteenth
century by Fada'i [of Shirvan?]. It was during the Pishavari
period that it was edited and published for the first time by
Gholam Mammatlu from a manuscript copy preserved at the library
of Mohammad Nakhjevani.

"Deymi" as an adjective is basically applied to crops which
depend for cultivation on rainfall rather than on regular and
systematic irrigation.

Pishavari, J., "Ruznamamizin Dili", Azerbayjan, no. 1 (Sept. 5,
1945). =

Kzari, R., "Na Vaqta Kimi?" ("Till When?"), Azerbayijan, no. 249
(July 14, 1946).

"Showra-yi “Ali-yi Ma‘arifda Tagvib olunan Lughatlar",
Azerbayjan, no. 96 (Jan. 9, 1946).

Saher, H. "0z Dilimiz", ngrbgzjan, vol, 1, nos. 115-~120." As far
as is known to the present writer, no one has made an effort to
prove the point by tracing the historical development of the
Tabriz literary idiom. For this, one would not have to go very
far back in time; a Tabriz newspaper published in Turkic around

the turn of the century or a poem written in that era, contains
a higher percentage of Turkic words than their equivalents around
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the middle of the century.

2, Habib Saher was perhaps the only poet falling specifically into

this category. It is partly for this reason that he will be

discussed among the poets of the post-war period.

23. Poem by M.-A. Mahmudi, '_s_h_acl_xjgr_ Majlisi, nos. 3-4 (Oct.-Nov.
1945), 320.

24. Poem by Sa®di-Zaman, ibid., 326.

25. Poem by Y. Sheyda, Lfg[lm, no. 17 (Mehr 9, 1945).

26. Poem by Cl\.l_l. Javan, ibid., no. 118 (Feb. 5, 1946).

27. Poem by N, Tabrizi, ibid., no. 12 (Mehr 3, 1945).

28. Poem by F. Nuri, ibid., no. 50 (Nov. 9, 1945).

29. See, e.g., the poem "Parla Demokrat I",irqé'si" by S. Yﬁzbgndi,

40,
41,

42,

ﬁ_{_“r_lﬁj_ﬁl;n_, no. 77 (Dec. 12, 1945); "Ey Shanli Firaq" by S,
trat, ibid., no. 269 (Aug. 8, 1946); "Azerbayjan Firagqsina
Tabrik" by C/\.l_[. Javan, ibid., no. 21 (Mehr 15, 1945).

Poem by Mahzun, Azerbayijan, no. 79 (Dec. 14, 1945).

Poem by H. Sahhaf, ._S'I_u;_cir],é-r Majlisi, nos. 3-4 (Oct.-Nov. 1945),

195,
Poem by S. Amini, Azerbayjan, no. 129 (Feb. 18, 1946).

Poem by M. Nik-Nam, ibid., no. 161 (Mar. 31, 1946).

. Poem by “A. Fetrat, ibid., no. 160 (Mar. 29, 1946).

Poem by M. E°temad, ibid., no. 161 (Mar. 31, 1946).

Poem by ©A. Fetrat, Sha“irlar Majlisi, nos. 3-4 (Oct.-Nov. 1945),
25,

Poem by M. Biriya, Azerbayijan, no. 48 (Nov. 7, 1945).

Borchlu, ibid., no. 186 (Apr. 30, 1946).

>

Poem
Poem by ©A. Saberi, illic_l_x‘]_ar‘ Majlisi, nos. 3-4 (Oct.-Nov. 1945),
294,

Poem by M. Biriya, ibid., 48.

Poem by M. Biriya, ibid., 49.

Poems extolling the Red Army were voluminous enough to be
collected in a special publication by the Soviet-Iranian Cultural




43,

44,

45,

46.

47,

48,

49,
50.

51,

Society; see Zafar Nﬁghmgléri ("The Songs of Victory'"), Tabriz,
Soviyet Ittifaqila Madani Rabita Sakhlayan Iran Jam®iyatinin
nashriyati, 1945; for the special position Stalin occupied in the
literature of the period, see J. Khandan, "Stalin Janubi
Azerbayjan She®rinda", Sha irlar Majlisi, nos. 3-4 (Oct.-Nov.
1945), 18-22.

The phrase was used by A.J. Arberry in an article dealing with

a book of verses by Tehran Tudeh poets of the same period; see
"Revolution of the Rose", Asiatic Review, 42 (Jan. 1946), 99-104.

Poem entitled "Végén" by M. Chavoshi, Oizil Sahifalar (Tabriz,
1946), 74.

Poem entitled "Achildi Sahar" by M. “Ali-Akbar-Zadeh, Azerbayjan,
no. 80 (Dec. 18, 1945).

Poem entitled "Tazeh Qanun" by Mahzun, Azerbayjan, no. 96 (Jan.
9, 1946).

From the poem entitled "Mustabidlara" ("To the Reactionaries') by
F. Nuri, Azerbayjan, Nov. 20, 1945.

Quoted from the poem entitled "EStemadin Maslakinda Oldu Vardi

Dondu Yok", by M. EStemad, Azerbayjan, Apr. 11, 1946.

Poem entitled "Yaz Mani", by S. Amini, Azerbayijan, Apr. 16, 1946,
Poem entitled "Majlis-i Milli", by Mahzun, Azerbayjan, Dec. 14,
1945. =

Poem entitled "Sonmaz Qudratimiz" ("Our Inextinguishable Might"),
by M. Ectemad, Azerbayjan, Mar. 21, 1946.

52. Azerbayjan, Nov. 21, 1945.

53,
54.

554
56.

S

Ibid., Apr. 30, 1946.

This comprised the two issues of the journal, Sha‘irlar Majlisi,
nos. 3-4 (Oct.-Nov. 1945).
Azerbayian, Aug. 25, 1946.

Prospectus written by R. Vala'i, a Party executive, for M.
ECtemad's Shanli Azerbayijan (Tabriz, 1945), 2.

For example, his long poem "Qorkhulu Tehran" ("Perilous Tehran'"),
which received much acclaim during the Movement, is modelled
after the famous "Millet Jarkisi" ("The Song of a Nation") by
Tevfik Fikret. Not only does EStemad imitate Fikrat's rhyme,
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61

rhythm, and style, but he inserts several verses by the Turkish
poet.

The work is inspired not only in name, but also in content by
€Ali-Akbar Saber's poem "Analar Bazagi"; cf. Hop-Hop-Nameh, 188.

. G. Mammatlu, "Iran Azerbayjaninin Mo®ager Sha®irlari", Sha irlar

63.
64,

66.

67
68

69,

70,

71
72

.

Majlisi, nos. 3-4 (Oct.-Nov. 1945), 405.

Most of the poems ECtemad wrote during the Pishavari period were
published together with selections from some of his earlier works
under the title of Shanli Azerbayjan (Glorious Azerbaiijan),
Tabriz, 1946. i

Fuller data about the poet may be found in G. Mammatlu, "Iran
Azerbayjaninin M0C5§er Sha®irlari", opiieies; 7404,

2. Ibid., 411-412,

Sha®irlar Majlisi, nos. 3-4 (Oct.-Nov. 1945), 3-17.

Poems as well as articles on literary criticism by Azaroghli and
Tudeh appear, for example, in Azerbayjan (Azerb. SSR YIAZh), nos.
2, 75 8 (Veb., July, Aug. 1966)_pp. 70-72, 63-67, 67-69; also

in Hayat Taranalari (an anthology of Azeri poetry), Baku, 1961.
In an article entitled "Janubi Azerbay jan Mocg§er Yazichailari",
Azerbayian (Azerb. SSR YIAZh), no. 7 (July 1956), 104-119, J.
Khandan appraises the literary achievements of at least fifteen
other poets and writers from Iranian Azerbaijan who left for
Soviet Azerbaijan at the end of the war.,

5. For fuller data on the poet, see Sha‘irlar nglisi, nos. 3-4

(Oct.-Nov. 1945), 407 ff.

"Madaniyat Evinda Iran Sha‘irlar va Yazichilar Kongrasinin

Haqqinda Konferans", Azerbayjan, Aug. 27, 1946.
Shairlar Majlisi, 405 ff.
Ja“far Soltan al-Qorra'i, al-Mahafil. Unpublished anthology of

Azerbai jani poets.

For fuller biographical data see §ﬁ§?i£lé§ Majlisi, 416.
Eégihéliéﬂ’ Apr. 4, 1946.

Shafaq, no. 3 (Mar. 1946), 34.

Azerbayian, vol. 3, no. 11.
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74,
75,

b,

77,
78.

79.

80.

8l.
82,

83.

Sha®irlar Majlisi, nos. 3-4 (Oct.-Nov. 1945), 79-104.
Azerbayjan, Sept. 17, 1946.

The journals of the Poets' Association and the Writers'
Association began publication in August 1945 and July 1946
respectively.

According to a notice of publication in Azerbayjan, no. 179,
Anamin Dediklari was published as a separate work in 1946; the
author has seen it as a series of feuilletons in the paper
Azerbayjan beginning with no. 208 (May 26, 1946).

Katebi, “A.-Q., Volgan, Tabriz, 1945.

Armaghan, M., "Hayat Ghuggasi", Azerbayian, nos. 55-57 (Nov.
15-18, 1945).

Ha'ili, B., "Liyagatli Tohfa", Azerbayjan, nos. 233-257 (June
24-July 24, 1946).

Sabahi, G.-°A., "Liyagatli bir Tohfa Haqqindaki Mulahizalarim",
KferbEZjEn, no. 271 (Aug. 11, 1946).

Saber, Hop-Hop-Nameh, 12.

Pishavari, J., "Azerbayjan Muvaffaqiyyatlarimizin Ayinasidir",
Azerbayjan, no. 1 (September 6, 1946).

"Azerbayjan Milli Tarikhi Sahasinda Bir Qadam", Azad Millat, no.
3 (Esfand 9, 1324), et passim.




CHAPTER VI

AZERI LANGUAGE AND LITERATURE AFTER 1946

Turkic linguistic and literary activity in the post-war years was
resumed in Tehran rather than in Azerbai jan., By the early nineteen
fifties most men active in letters during the Pishavari period had
gradually made their way to Tehran, where there was less danger of
identification with the cause of the Pishavari regime. What is more,
the same early fifties corresponded to the rule of Premier Mogaddeq,
when relative relaxation towards the communists was the by-product of
the government's general internal and foreign policy. This activity
was especially concentrated in the years 1951-1953 and was carried out
by organized bodies that called themselves by names such as
"Azerbayjan Dostlari Jam®iyati" (The Association of the Friends of
Azerbaijan), or "Azerbayjan Yazichilar Hey'ati" (The Association of

Azerbaijani Writers), and a few similar ones.l

Sayyed Hasan Qorashiyan, who had held an important position
during the Pishavari period, began publishing in 1951 in Tehran a
bimonthly literary periodical, Adabi KEErlgr. The author has seen
No. 1, dated Shahrivar, 1330 (August-September 1951). In spite of the
fact that many poems appear under pseudonyms or initials, it is not
difficult to identify their writers. These are often writers of the
Pishavari Period. For example, there is a famous poem by Mehdi EStemad

entitled "“Ajiba Dowran" ("Strange Times") reproduced in this issue
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under the pseudonym "Kargar Khadimi" ("Servant to the Workers'
Cause"). There are other poems by CAshlq Hoseyn Javan, CAli Fetrat and
Mohammad Bager Nik-Nam which had originally appeared in the Tabriz
periodicals of 1945-1946, There is also one short story signed by G.
Sabahi, who most probably is Ganj-Ali Sabahi, the literary critic of
the paper Kzerbayjén. Titles of the poems such as "Azar E1i", "Gozal
Tabriz" ("Beautiful Tabriz"), "Jang va $01b"2 (War and Peace),
"Birlashin" ("Unite"), the latter a poem addressed to workers, confirm
the supposition that this periodical was put out by the remnants of

the Pishavari Regime.

As far as the author knows, no paper in Turkic has been published
in Azerbaijan itself since 1946, but during the premiership of
Mosaddeq three bilingual papers were published in Tehran. These were

a weekly by the name of Azerbayjan-e Ghayur (Zealous Azerbaijan)

edited by Javad Karimi, another weekly by the name of Bashariyat
(Humanity) edited by Sayyed Hasan Qorashiyan, and finally a paper by

the name of Bashir-e Ayandeh (Harbinger of Good Tidings for the

Future) under the editorship of Diyanat. These papers were attached
to one or the other of the Friends of Azerbaijan Societies, and all
were published in the years 1951-1953. None of these papers enjoyed
a long life; rather, one served as a substitute for another when its

predecessor was banned by the government.

Besides the literary periodical and the newspapers already
mentioned, we have scattered publications from the Mosaddeq Period

also affiliated to the Azerbayjan Dostlari JamCiyati or the Azerbayian
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Yazichilar Hey'ati. Among these one may mention the following:

Kferbﬁyjan Taranalari (Azerbaijani Popular Poems) by Mehdi EStemad,

published in Tehran in 1330 by the paper Bashariyat. This is a
compilation of popular poems and songs mostly created during the
1945-1946 regime., There was also a series of collections of Turkic
proverbs, folk poems and folk tales which appeared irregularly under
the title Atalar Sozlari. Of this series we have seen only No. 1,

published in Tehran by the Kzerbay jan Dostlari Jémciyﬁti (1951-1953).

The overt and intensive activity in Azeri letters, which was
associated with the semi-political Azeri groupings in Tehran, came to
an end with the fall of the Mogaddeq government, but the status of
the Azeri language and literature never quite reverted to what it had
been before the war. The Azeri classics and the works of the twentieth
century enjoyed repeated publication, although in Azerbaijan itself
there was no reference to works produced during the Pishavari period,
and the new works produced in the province were completely free of

political sentiments,

Whereas the literature of the Pishavari Period laid claim to the
status of a self-sustained "national" literature with a social content
and definite artistic aims, the greater bulk of the literature
produced in the post-war period has receded to the level of folk and
popular expression and thus falls into the category of the now-
permissible designation mahalli (local). Even the works with
legitimate claim to the status of "art" or "formal" literature hide

themselves behind this label, in order not to meet with serious
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discouragement. For similar reasons, most writers in Turkic prefer

publishing under pseudonyms, and most Turkic works appear with Persian

titles.

Owing partly to the results of the wartime experience, and also
to the continued interest in both Turkish and Soviet-Azeri literary
publications, there is a tendency for the local written Azeri to move
away from its pre-war stagnant local quality. Even the works of those
writers who are positively free from pro-Turkish or pro-Soviet
sentiments are permeated with non-local vocabulary, syntax, and
phraseology. This tendency to "formalization" or "standardization" on
the part of the local Azeri is obvious both in the works of individual
writers and in the published grammatical studies which aim at an

acceptance of the trend by the public at large.

Studies in Language and Grammar

The earliest post-war Azeri grammar was written in Tehran by S.M.

Jad (Salamollah Javid). It is titled Azerbayjan Dilina Makhsus Sarf

Xé_ﬂéngg and is a booklet of about a hundred pages, containing
selected grammatical problems, definitions of, and terminology for
gsome literary concepts and techniques, and, finally, illustrative
material from Azeri folk and classical literature. Except for a short

introduction in Persian, the work is written in Turkic, a mixture of

local and Baku Azeri. In another work, Azerbayjan Dil Bilgisindan Yazi
Qécidﬁlé'ri,4 the same author touches upon the orthographical problems

of Azeri as written in the Arabic alphabet.

- 192 -



Dastur-e Zaban-e Konuni-ye Azerbayjan (A Grammar of the Present-

day Language of Azerbaijan) by CAbd al-CAli KarangS lays no claim to

comprehensiveness, as the author himself acknowledges in the preface.
What is more, the grammatical points raised in the work are not always
basic to the structure of the language. A title such as "A Comparative
Study on Selected Grammatical Points in the Azeri and Persian
Languages" would perhaps have been more representative of the work's
content, The text of Karang's grammar is in Persian, although its
extensive illustrative material is exclusively Azeri poetry. Thus the
author has given us a tastefully selected anthology of Azeri classical
and folk poetry, at the expense, however, of the work's original

intent,

More recent than the two above-mentioned works, and by far more

: : C 3 g Y
comprehensive and scholarly is Mohammad-~Ali Farzaneh's Mabani-ye

Language of Azerbaijan). Written in Persian, the work begins with a

useful introductory chapter on Turkic languages as a whole. It then
proceeds, in chapters two and three, to a discussion of the phonetics
and morphology of Azeri. However, the "Azeri" discussed in not exactly
the language of Iranian Azerbaijan. If the above-mentioned work by
Karang was based on Persian grammar, Farzaneh's treatment is much
colored by his familiarity with both Turkish and Baku Azeri. Owing to
influences from Persian -- a development perpetuated by the inadequacy
of the Arabic alphabet in vowel representation —- vowel harmony is

; : T
observed only partially and irregularly in Iranian Azeri. This is true
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even in words where no foreign affixes interfere with the principle
of vowel agreement. In Iranian Azeri, furthermore, reciprocal,
necessitative, and reflexive verbs are not formed with the same
regularity as they are in the majority of Turkic languages; nominal
case endings and verbal suffixes do not always agree with those in

Soviet Azeri, let alone with Istanbul Turkish.7

Considering these factors, one may conclude that Farzaneh's work
achieves its merit not as a much needed study of the language of the
province, but rather as the first linguistically oriented Turkic

grammar published in Iran.

Studies in Folklore

We have already mentioned the folkloric studies which appeared
in the early 1950's (p. ). Among more recent works in the field
the most comprehensive is Bazatllar,8 a large compilation of native
Azeri folk quatrains, by the above-mentioned Mobammad—CAli Farzaneh,
The compilation is distinguished from earlier such works in that it
touches upon the historical development of this verse form and also
in the author's effort at classifying the quatrains according to their
subject matter. However, order used in the arrangement of the text is
the traditional one, by rhyme words, common to Arabic-Persian poetical
compilations.

The most extensive post-war compilation of Azeri sayings and

)

proverbs is Amsal va Hekam dar Lahijeh-ye Mahalli-ye Kzerbayian by

CAli-Agghar Mojtehedi. Dealing primarily with Azeri proverbs and
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sayings, the work also offers Persian and Istanbul-Turkish equivalents
and variations. A published Ph.D. thesis from the Faculty of Letters,
Tabriz University,10 on the other hand, aims at tracing all Azeri

sayings and expressions to a common Iranian origin.

In other categories of folkloric material, mention should be made

of Nomuneha-ye Folklor-e Azerbayjan (Specimen from Azeri Folklore) by

Salamollah Javid (Tehran, Chap-e Ettehad, 1965); Turkja Taranalar
(Azeri Folk Poems) in two volumes by Hoseyn Majid-Zada (Tehran,

Atropat Kitabevi, 1963): Afsaheha-ye Azerbayjan (Azeri Tales) by Samad

Behrang and Behruz Dehqani (Tabriz, Shams, 1964); and Matalha va

Christanha (Azeri Witticism and Riddles) by the same two authors

(Tabriz, Shams, 1966).

In creative prose, i.e., novels and short stories, post-war Azeri
has little to offer beyond a few historical novels. Comparing
favorably with the early Persian historical novels, these nevertheless
fall into the category of semi-popular glorification of historical

Azerbaijan. Out of the four such novels CAli Tabrizi is said to have

written, Shah Esma il, Vurgun Azerbayjan, Babak, and Atropat, we have

been able to examine only the first.

Eﬂéﬁ_ﬁgmifil}l is more modern and elaborate than the popular
biographies, so numerous in Azerbaijan, of the founder of the Safavid
dynasty. The plot of the novel adheres more or less to the historical
events, although in some instances the author gives free reign to his
highly personal interpretations. The narrative is well-written in the

popular idiom of Tabriz, except for the parts dealing with the
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questions of nationality, language, and pseudo-Marxist ideology, where

the prevalent clichés of the Pishavari regime are liberally used.

Heydar Babaya Salam, Shahriyar's Major Turkic Work

As in earlier periods, the significant achievement in Azeri
literature of the post-war years has been in poetry. Turkic language
and literary traditions gained enough prestige during the war to
attract the nationally renowned poet, Mohammad-Hoseyn Shahriyar, to

write in Turkic and in a form and spirit very different from his

Persian works. ngdér Babaya Salam, Shahriyar's first booklet of
Turkic poems, was acclaimed by some Azeris as representing the height
of his artistic career.12 The work has had two translations into
Persian13 and has been published both in Turkeyl4 and in Soviet

Azerbaijan.15

Heydar Babaya Salam (Homage to Heydar Baba) is inspired by a

mountain by the same name in the proximity of the village where

16 i {
The mountain, however, assumed its

Shahriyar spent his childhood.
renown and fanciful connotations for Azerbaijanis only after the

publication of the poem.

Homage to ?eydﬁr Baba is a syllabic poem of seventy-six strophes,
each strophe being composed of five verses. The stress pattern in the
eleven-syllable meter is on the whole 4 + 4 + 3, although in fewer
cases the division of the metric feet follows a 5 + 6 pattern. As the

poet himself says:
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"17; the poem

"I have a tale to recount in the manner of the Ashiqgs
is written in the tradition of local poet-singers, whose memory

Shahriyar kept from his early childhood and to whom he repeatedly

alluded in his earlier Persian works.
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Addressing the mountain sometimes as a playmate and at times as
an immortal sentinel watching the days and seasons pass and man's
destiny unfold, he reminisces about his childhood. He recaptures with
an almost magical vivacity his childhood games and songs, and the
social and religious customs of the early 1900's, especially
ceremonies observed on the occasions of marriage, death, pilgrimage,

and the Persian New Year.

A more effective technique in depicting pastoral scenes is
undoubtedly one of the distinctions of this poem compared to his
earlier Persian works. There are no signs of the interminable
wandering and meditative quality of his earlier poems here. In fact

it would seem impossible to render with more intensity, for example,
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a landscape in a snowstorm characteristic of the "black winters" of
this province. In a mere five-line stanza, Shahriyar transforms a
scene of common occurrence into a vivid, almost visual depiction of

the furious clash of natural elements.

However, there is much more beyond the mere effective and concise
description of pastoral scenes and local customs and mores. Many
Azerbaijanis agreed that the major charm of the poem lay in that the
poem is written in colloquial Azeri,19 and that the local idioms and
expressions give a far more vivid and spontaneous impact to the
feelings and ideas already used by the poet. Because the poem was
written in Turkic the very words seemed to be endowed with an

onomatopoetic quality. For instance, the opening stanza of the poem,
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Heydér Baba, the times when the thunders roar,

When torrents and rolling streams bellow forth,
When the young of the village watch thee in marvel,
Accept the tribute of my homage to thy splendor
and that of they people

And, pray, remember me too

quite apart from the technical effect produced by the interplay of

repeated sibilants and velars, impresses a native reader with the same




mixture of awe and fear a child experiences in the face of natural

forces.

After having written several volumes of poems in Persian,
Shahriyar chose Turkic to express his childhood memories in a detailed
and systematic manner, and in a form and spirit very different from
his earlier works. Shahriyar had been educated in Tehran and had lived
there for thirty-five years. His return to Tabriz, where he published
his Turkic works, was another manifestation of the "emotional
upheaval" of which he himself talks in the preface to the poem,20 and
according to his friends a return to Shi®ism after his pantheistic and

mystical wanderings. Again according to his friends, from that time
on he has rarely written anything but Shiite religious poems.

This attempted return to the security of his youth and all that
characterized it are most movingly reflected thoughout ?ezdér Baba
Eéigyg. The most poignant passages are those in which the poet
expresses his disillusionment with the fervent aspirations he seems
to have entertained for a better society, one profiting from the

example of the West:

anipm oVl Fo sl (0

How deluded we were by the false promises of civilization.

He talks nostalgically of the meaningfulness, solidarity,
integrity, and strength he ascribes to the earlier generations, of

which, he believes, the vitality of religious life was the mainspring.
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In his outcries for a return to the past, he invariably blames
fate and the fickleness of the human lot. This predisposition to
oriental fatalism, although expressed in conventional phrases such as
"tyranny of the Heavens'", "the inexorable wheel of doom", etc.,
nevertheless possesses a modern dimension. The way he expresses "the
corrosion of his hopes and expectations" seems to foreshadow the

existential anguish and despair of recent years.

The effect of this poem was so phenomenal that many Azerbaijanis
sought to explain the freshness of it in terms of influences from
Western literature and carelessly used the terms "dadaism",
"surrealism", "futurism", etc.22 Others believed that the charm of
this poem is such that Shahriyar must forever be known as the writer
of gexdgr ﬁggg.23 Muharrem Ergin of Turkey considered the publication
of the poem in Turkey as the most important literary event of the year
(1964) and the poem, itself, as the best poetical work produced in
any Turkic language in the years after World War II.24 Ahmed Ateg,
who published the Azeri text together with its Turkish "translation",
described the work as not only a "beloved masterpiece for all the
Turks of the world", but also a work of universal merit in its own

28
genre.

In the view of the present writer the extraordinary success of
the poem must be attributed to the fortunate combination of a fully-
matured talent in Persian poetry with the long-neglected Azeri folk
tradition. This becomes clear when we compare two strophes, one each,

by Shahriyar and a virtually unknown folk poet, Tikma-Dashli Khasta
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Qa51m,26 whom, or whose poetry, Shahriyar must have heard in his

7 and Khasta Qasim have used the

childhood village. Both Shahriygr2
same eleven-syllable meter, the same rhyme scheme, and a subject

matter which could not be more alike in expression,
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Ever since its publication Heydar Babaya Salam has given rise to

numerous imitations by Azeris in Azerbaijan and other parts of Iran.

In fact, Ikinji Heydar Babaya Séilam,28 a sequel to Heydar Baba by
Shahriyar himself, may be considered as a response to the Azeri
public's cries of "encore". In any case, it hardly shares the first

volume's intense and virtually boundless inspiration.

Poetry Inspired by Heydar Baba

"Heydar Baba Maktabi"2? ("The School of Heydar Baba") is commonly
used nowadays to describe the sizeable volume of poetry produced by
Shahriyar's followers. They all use, as Shahriyar has, the eleven-
syllable meter with a 4 + 4 + 3 stress pattern. Some draw for content

' ' e 3 i the
on the communal lives of various localities, others capitalize on
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historical past of Azerbaijan as a whole: its heroes, national
virtues, literary accomplishments, etc. A most successful work in this
category is "ManZum Mgktub"30 ("A Letter in Verse") by Habib Saher.
While extolling geydﬁr Baba as an aesthetic achievement, Saher
amicably reproaches Shahriyar for the romantic approach of his poem.
By revealing what this romanticized past meant, particularly in terms
of the lives of the villagers, he questions Shahriyar's unreserved
deference to tradition, the glorification of religion, and the assumed
security of a semi-feudal and patriarchal society. Another excellent
example is "CAziz Shahriyara Salam" ("Homage to the Beloved
Shahriyar") by Hoseyn-Qoli KEtebi.31 who signs his Turkic works with

the pseudonmy Joshghun.

Katebi began writing in Azeri during the war. The articles and
poems he contributed to Shafaq (the leading literary journal of the
period) still bear the marks of early experimentation with the
language. His "Homage to the Beloved Shahriyar'", on the other hand,
well reflects the spontaneous attitude towards Azeri on the part of
post-war writers and of their increased skill in using it. "Homage to
the Beloved Shahriyar" is especially noteworthy for its intense

lyricism and refreshingly new imagery.

Katebi's poem was published with several other dedicative poems

in a volume entitled Yadi az Heydar Baba ("Remembering Heydar

Baba").32 A recent article by Osman Sertkaya of Turkey, "Heydar
Baba'ya sellm siirinin Turkiye'deki akislari" ("Echoes in Turkey of

the Poem 'Salute to Heydar Baba'") introduces poetry written under
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Shahriyar's inspiration in Turkey and among the Turks of nothern Iraq.
The same article also offers a sizeable bibliography of works written
on ggydér Baba by Turkish writers beginning with 1956 (Heydar Baba was

first published in Tabriz in 1954).33

B.Q. Sahand
Also based on Azeri folk poetry is an excellent adaptation by
B.Q. Sahand (Bahlud Qarachorli), of the ancient Azeri folk epic, Dada

Qorqut. Sazimin SSzﬁ,aA published in 1966 in Tabriz, forms the first

volume of a projected verse adaptation. If one may judge by this first
work, Sahand may prove one of the leading Azeri poets of the present
century. He writes in elegant diction close to the Baku idiom and
uses, in keeping with the spirit of the original epic, refreshingly
natural and vigorous imagery. It is particularly in the prologues to
the tales, where he distills, as it were, the essence of the ancient
epic, that he best succeeds in raising to the level of true poetic
deliberation the simple charm and popular wisdom of the original

tales.

As regards form, Sahand's experimentations in the context of
local works written in syllabic meter are daring. The eight-syllable
strophic structure used in the body of the work departs from the
traditional in that it is formed of strophes of an unequal number of

verses and of verses of an unequal number of syllables. And as the

caesuras fall regularly after the fourth syllable, the poet is enabled

to alternate and, at times, mix the verses of four and eight
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syllables, and thus achieve an asymmetrical effect which is unusual

in local traditions of syllabic verse.

Habib Saher

Saher is a gifted poet of the older generation, However it is
in this respect alone that he belongs with the poets of the nineteen
forties. His Persian works were first published during the war, and
it was then, too, that he began writing in Turkic., But Saher's poetry
in either languages is very different from the typical wartime
production. He seems to have welcomed the Azerbaijan episode merely
for the opportunity it afforded him to write in Turkic. In every other
respect Saher has remained a romantic and has managed to evade, by
sheer force of talent perhaps, the strict literary policy of the war

years.

Born in Tabriz in 1903, Saher attended both high school and the
French Catholic school in Tabriz. It was during these years that he
learned French, Turkish, and Russian. He received his college
education in Istanbul, where he lived for seven years and graduated
from the Faculty of Geography, at Istanbul University. Since his
return to Iran in 1934 he has worked for the Ministry of Education

as a teacher of geography in various towns of Azerbaijan.35

Saher was a student of Mirza Taqi-Khan Rafcat. one of the first
pioneers to introduce modern European literature to Iran (p. 72).
However, Saher's most productive years came after his return from

Turkey, where he came under the influence — or, as he put it himself,
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fascination -~ of modern Turkish writers such as Tevfik Fikret, Ahmet

Hagim, Celdl Sahir, Yahya Kemal, etc.

Some of Saher's translations of Turkish poets specify the name
of the authors36; others bear the notation "adaptations from Turkish
literature".37 A large number of translations from French poets and
writers, fewer from Russian ones,38 demonstrate his familiarity with
European literature. He has capably translated dozens of poems by

Baudelaire and Ronsard, and has adapted into verse episodes from the

prose of Anatole France.39

The following is a list of Saher's collected Persian works:
Afsaneh-ye Shab (1941), Sayeh-ha (1942), Shaqaveq (1943), all
published in Tabriz; Khusheh-ha (1955), and Agé%ig (1958), both
published in Qazvin. The following two booklets are in Turkic: Lirik
Ethglégéo (the date and place of publication are not given, but there
is evidence in the book indicating that it was published after 1955)
and Kéxﬁhéﬂ (Tehran, Chap-e Alborz, 1964), A volume of selected works
including both Persian and Turkic appeared in 1964 (Tehran, Chap-e

Alborz).

As a lyrical poet writing in a Western romantic style, Saher has
no equal among the poets from Azerbaijan. Imagery from classical
Persian literature is reduced in Saher to the bare minimum imaginable
for someone born and reared in that land. However, in spirit he has
remained not merely a Persian, but an Oriental at large. What is
especially remarkable about Saher is the fact that his references to

the common features of the culture and literature of Middle Fastern

- 205 -




e e e o o e Al e

D e

countries are used not through force of habit, nor without full
consciousness of their cultural and aesthetic significance. Rather, he
uses these references and associations as someone who has gained
perspective by being distant and who has rediscovered them after
acquiring a thorough knowledge of other literatures.

41

In his adaptations of some of the tales from the Golestan, he

has skillfully revived the particular genius of Sa®di. In the poems

w42 and "Kharabat"*> he pays homage to the genius

""Be Morgh-e Shabkhiz
of Hafe#, utilizing the terminology of mystic love and the
conventional ghazal with a fresh approach and as someone who has
unexpectedly rediscovered the beauties of these bygone worlds. Middle
Eastern love figures such as Leyli and Majnun,AA Yusof and Zoleykhﬁ,45
are recalled by Saher in the reveries of a modern man, stirred as it

were by contemplation of primitive and dream-inducing drawings in an

old miniature, The fables of Kalileh va Demneh,l'6 adapted into verse,

conduct the reader through the world of wisdom and satire expressed
in the language of animals so characteristic of Middle Eastern

literature.

No doubt in this evocation of the past, especially of the ancient
civilizations of Egypt, India, and China, as well as in the treatment
of biblical stories and Greek mythology, he is inspired by similar
literary movements in European literature during the nineteenth and
twentieth centuries. Nevertheless he deserves credit for having given
a refreshing variety to the panorama of modern Persian literature:

except for Persian history itself and the Middle East —- in its
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Islamic context primarily —- modern Persian literature is not noted

for drawing much poetical material from other lands and other ages.

A painter as well as a poet, Saher depicts nature with a strong
appeal to the senses of color and sound. Such poems range from purely
imaginative descriptions of exotic lands and scenes to a series
dedicated to the intimate landscape of his native Azerbaijan. The
poems "Sahand Dagh1"47 ("Mount Sahand"), "Surkhab Daghlarl"48 ("The
Mountains of Surkhab"), "Dar Kanar-e le11~Ozan"49 ("On the Shores of
the Quz11-0zan"), "Zanjan Yolunda"SO ("On the Road to Zanjan"), and
many others combine his skill in depicting local scenery with an

intensity of emotion approaching "blood-and-soil mystique".

Saher's love poems such as "Behesht-e AsEgir"Sl ("The Paradise
of Myths"), "Adam va Hava"52 ("Adam and Eve"), "Havas-e Nakhostin"53
("First Passion"), and many others remind one of Baudelaire in their
intense sensuality and taste for the exotic. The following poem may
serve as an example of Saher's treatment of love and nature, as well
as of his fascination with ancient lands and civilizations. The poem
entitled "Esgi Sevgilim"SA ("My Beloved of Long Ago") was inspired,

as he himself expresses it, by contemplation of a picture of a statue

of an ancient [gyptian queen.
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In the words of Saher himself, "What I wanted I could not find
in my Persian poems until the freedom of expression in my mother

tongue allowed me to write in Turkic and sometimes in the idiom and




originality by his Persian works. Some of his Turkic poems which
express the same thoughts and feelings as certain of his Persian works
have a powerful quality due to their immediacy, naturalness of
imagery, and genuine pathos, whereas the same themes sound rather
ordinary in Persian. One may also mention the salutary effect of the
Turkish language on his diction. Turkish words give a striking quality
to Saher's works owing to their rarity, perhaps. In fact Saher is the
only Azerbaijani poet of the twentieth century who has written in an
elegant modern idiom as distinct from either the traditional poetical
idiom (as in the works of sarrﬁf and Hidaji) or the colloquial quality

of most Turkic works written in this century.

In the poems Saher wrote during 1945-1946 the diction is much
modified in accord with the government's emphasis on the local
language. In these poems, Saher drew inspiration from the local folk
literature. During those two years Saher wrote many charming and

effective mahnis and bayatis, and in many of his formal poems too he

used syllabic meter where, as he says himself, his models were the

works of Samad Vurghun of Soviet Azerbaijan.

Saher was the only poet of the Pishavari period who resisted the
Communist literary dictates of the time. Even when he was persuaded
to deal with socio-political issues, he never went beyond expressing
his genuine love for his land, language, and culture. The poem "Qafqaz
Yollar1nda"56 ("On the Road to the Caucasus") is a typical example of
nvited

Saher's evasion of politics. Saher was among the many poets i

to visit Soviet Azerbaijan. Upon their return almost all of these
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poets expressed the impressions of their visits in lengthy poems,
glorifying the material, cultural, and political progress of the
Soviet Republic. Saher's title and his few opening lines suggest a
similar approach, but soon he withdraws within his own world and the

poem becomes merely a poetical meditation stirred by scenes of nature.

Anyone acquainted with Saher's works and familiar with the
literary policy of the Pishavari years might have expected that the
day would come when the government would demand a more militant social
consciousness from Saher. And indeed, towards the end of the regime,
the literary critic of the newspaper Kferbﬁzjan attacked him most
severely in an article entitled "Asrarli ShECirimiz"57 ("Our

Mysterious Poet"):

Azeri literature is a literature nourishing a profound love
and respect for the homeland. Furthermore pessimism is alien
to it. Avoiding our present free life, Saher throws himself
into the bosom of nature. He writes poems without a message
from which our youth cannot profit. We sense in his poems

a feeling of avoiding life and standing apart from the
people. The "delicate" soul of the poet seems discontent
with today's bubbling, democratic and free life .... Living
among people but incapable of finding a worthy companion,
the poet reveals his heart to birds, meadows, oak trees, and
what not .... Why does our mysterious poet want to fly like
a pigeon away from his free land into the remote horizons?
What is this nostalgia? ... Mr. Saher is not an
inexperienced newcomer to the world of letters. He knows all
the principles of good art. True, he is most capable in
depicting nature, but he should be equally capable in
adopting a new direction for his creative talent .... Any
literary work should be a source of inspiration for healthy
thinking and the spirit of flight.
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Certainly Saher was not a militant socialist writer, but in fact
he did much for the cause of the Turkic language and literature. In
his series of articles entitled "Azerbayjanin gﬁhici gozalliklari"
("The Natural Beauties of Azerbaijan"), "Azerbayjanin ;gbici
zanginliklari" ("The Natural Riches of Azerbaijan") and similar
worksS8 he wrote primarily as a geographer. But these articles were
at the same time poetically conceived, and written in such an
effective language and so imbued with love of the land and people that
they advanced the cause of the homeland more than the contribution of

those who wrote more aggressively.

In a series of articles on the Azeri language entitled "Uz
dilimiz">? ("Our Own Tongue"), Saher showed that although certain
Turkic words had been replaced in the Tabriz dialect by Persian
equivalents, nevertheless these identical words (or at least their
cognates) existed in isolated forms in Azeri proverbs and expressions,
as well as in the idioms of other towns in Azerbaijan and among the
tribes. Although the span of one and a half years could not possibly
afford him enough time to deal thoroughly with this topic, the choice
of this particular field showed his devotion to the cause of
furthering the language and culture of Azerbaijan without the

necessity of involving himself in foreign politics.

In the preceding pages an effort was made to introduce only the
leading poets of the post-war years. There are many more poets by far

who follow the traditional ghazal or its pseudo-modern romantic
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version, and still others who apply the diction, style, and humor
identified with ©Ali-Akbar $Eber60 to a type of moral and social
criticism which should, by now, seem unnecessary and obsolete. There
is finally a third group which produces a staggering volume of now?eh
(Shi'ite religious lamentations), for the innate disposition of Azeri
letters to treat religious topics, concealed during the Pishavari

period, has reemerged in full force.
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NOTES TO CHAPTER VI

The names, The Association of Azerbai janis, or the Association
of the Friends of Azerbaijan, and a few others, had been used
since the beginning of the war in both Tabriz and Tehran by
groups of differing political sympathies. These designations
served as convenient fronts for a wide range of nationalists,
leftist liberals, and communists, as well as for groupings of
entirely opposite affiliations, whose major aim was to counteract
the activities of the former groups. It is sufficient to point
out here that the works of more or less literary character
produced during 1951-1953 in Tehran were put out by participants
in the Pishavari government who were now active under various
aliases.

Tam ‘iyat-e Farafdaran—e §olh (Society for Advocation of Peace)
was another group composed of pro-Soviet elements active during
1951-1953.,

S.M. Jad [Salamollah Javid], Azerbayjan Dilina Makhsus Sarf va
Nahv [Tehran, 195-].

Idem., Kzerbgyjﬁn Dil Bilgisindan Yazi Qécidglgri [Tehran, 195-].

Karang, cA., Dastur—e Zaban-e Konuni-ye Azerbayjan Tabriz,
Mohammadi F]mlyeh 1961.

Farzaneh, M, CA., Mabani-ye Dastur-e Zaban-e Azerbay1an, Tabriz,

Entesharat-e Shams, 1965,

Ibid., 25, 87, 90, 95, 64 £f.

Farzaneh, M. “A., Bayatilar, Tabriz, Shams, 1965.

- Mojtehedi, “A.A., op. cit.

Arzhangi, H., Ta birat va hstelahat va Amsal—e Moshtarak-e Farsi
va A7erbay]an1, Tabriz, 1058

Tabrizi, cA., Shah Esma‘ il, Tehran, Atropat Kitabevi [1?5-}. in
two volumes. An appraisal of this work may be seen iB ?ukru
Elgin, "Tebrizde bir Tirk Halk Romancisi", Tirk Kulturu, Dec.

1963, 70-~72,
Introduction written by M. Rowshan-Zamir to Heydar Babaya Salam,
2nd ed. (Tabriz, Haqiqat, 1953), 12.
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14,

15,

16

17
18.
19,
20.
20
22,
23
24,

26,

27,
28.

29.
30.

One Persian translation was made by P. Jahan-Shahi, a second by
N. Hadi. Shahriyar selected forty strophes from the first,
thirty-six from the second, and published them in his Divan, III,
137-159.

Ateg, A., Sehriylr ve Haydar-Baba'ya Seldm, Ankara, Turk
Kulturunu Aragtlrma Enstitusu, 1964.

As far as is known to the present writer, the work has been
published in Baku at least twice: first separately and later
together with selected Persian works by the poet (translated into
Azeri); see Kzaroghli, B., "Heydar Baba Sha®irinin Tohfasi",
KEerbEZjEn (Azerb, SSR YIAAZh), Jan. 1967, 202-205.

Accounts of the poet's life and his earlier Persian works appear
in Chapter IV, pp. 127-133.

Shahriyar, Heyddr Babaya Salam, 36.

Shahriyar, Divan, IV, 36, 38.

Rowshan-Zamir, op. cit., 7.

Introduction by the poet to ggzgég Baba, 22.

ggxgég Baba, 31,

Introduction by A, Karang to ggzgéz_ﬁggg, 19.

Rowshan~Zamir, op. cit., 12.

Frgin, M., "SehriyAr'a Seldnm", Tiirk Kulturu, no. 29, 3 (March
1965), 293.

Ateg, op. cit., 15.

The poem by Khasta Qasim is cited from Salman Mﬁmtaz, E1
ShaCirlari (vol. XII of Azerbayian Adabiyati series; Baku, Azar
Nashr, 1927), 197.

Heydar Baba, 30.

This was published together with Heydar Babaya Salam in a volume
entitled Yadi az Heydar Baba, Tabriz, Chap-e Tehran, 1964.

See Fathi, N., "Shahriyara TaCsim", ibid., 60.
Saher, H., Lirik She‘rlar, 98-107.

Joshghun, "Cpziz Shahriyara Salam", Yadi az Heydar Baba, 73-92.



32.

33.

34

36.
37.
38.
39,
40.

41

42.
43,
44

45,
46.

48,

See note 28 above. An appraisal of this volume may be found in
M. Ergin, "Haydar Baba $iirinin Yankilari", and "Azeri $iirinin
Yeni Urnekleri", both articles in Turk Kulturu, nos. 31, 32
(1965), respectively, 479 ff., 540 ff.

Sertkaya, 0.F., "Heydar Baba'ya Selém $iirinin Turkiye'deki
Akislari", Turk Kulturu, VII, 83 (Aug. 1969), 836-84l.
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