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Persian avant-garde poetry stands as a cultural phenomenon
characterized by its dual pursuit of aesthetic revolution and
defiance against prevailing sociopolitical and cultural norms.
Central to understanding this movement is the recognition of
its roots in the pioneering yet often overlooked works of the
1320s/1940s to the 1330s/1950s, spearheaded by Tundar Kiya
and Hiishang Irant. Their artistic endeavors not only challenged
established literary conventions but also advocated for radical
transformations in poetic expression and aesthetics, aiming to
pave the way for new realms of creativity. Their legacy remains
a cornerstone for subsequent generations of avant-garde poets
in the 1340s/1960s and the 1350s/1970s, embodying a heritage
defined by relentless innovation and the unyielding quest for
artistic liberation.

While Ahmad Riza Ahmadi’s poetry collection, Tarh (Sketch,
1341/1962) marks a significant starting point for Mawj-i naw
(The new wave), its identity as an avant-garde movement so-
lidified through periodicals such as Jung-i turfah (Novel col-
lection, 1343/1964) and Juzva-yi shi‘r (Poetry booklet, 1345—
6/1966-7). Isma‘1l Nurt ‘Ala’s delineation of the evolution of
Mawj-i naw reveals distinct branches, particularly Shi‘r-i digar
(Other Poetry) and Shi‘r-i haym (Espacementalisme, Volume
Poetry), each embracing experimentalism and avant-garde
sensibilities.1 The publication of the journal Shi‘r-i digar in
1347/1968 signaled a departure from traditional norms, with



poets like Bizhan Ilahi, Bahram Ardibilt, and Parviz Islam’pir
leading the charge of innovative poetic forms. The essence of
Other Poetry persisted through Mawj-i nab (Pure Wave) poet-
ry, spanning the period from pre-1358/1979 to the aftermath of
the Iran—Iraq War. Despite facing skepticism amidst turbulent
political climates, poets such as Maniichihr Atashi, Sayyid ‘Al
Salih1, Hurmuz ‘Ali'ptr, and Hiishang Chalangi maintained rel-
evance within the literary landscape.

In the late 1980s, high-modern and avant-garde Persian poetry
found a prominent place in the public sphere, owing to the pro-
liferation of periodicals dedicated to arts and literature. Journals
like Adinah, Takapii, Gardin, and Dunya-yi sukhan, followed
by Kar'namabh in the 1370s/1990s and early 1380s/2000s, paved
the way for a new generation of poets whose work diverged
significantly from the established traditions of modern Per-
sian poetry in the 1340s/1960s and 1350s/1970s. Moreover,
throughout the 1370s/1990s and 1380s/2000s, the literary com-
munity became increasingly active in translating and discussing
the ideas of contemporary philosophers like Jacques Derrida,
Roland Barthes, Jean Frangois Lyotard, and Jean Baudrillard.
Notably, books serving as comprehensive guides to literary
theory, such as Sakhtar va ta’vil-i matn (Structure and herme-
neutics of the text) by Babak Ahmadi and Literary Theory: An
Introduction by Terry Eagleton, gained significant popularity in
this period, establishing themselves as essential resources for
self-study and scholarly exploration.” The publication of these
influential theoretical works, coupled with the emergence of
literary circles and workshops open to revisionary approaches
toward modernist poetry, contributed to an unprecedented surge
in the publication of poetry collections, theoretical books, and
articles during this period. This trend peaked between the years
1376/1997 and 1384/2005, commonly referred to as dahah-’i
haftad (The seventies) in Persian literary criticism. This period
stood out from its predecessors due to the vibrant literary scene
it fostered and the passionate discussions it engendered about
concepts such as postmodernism, revolution in poetic language,
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syntactic deviations, and the imperative of transcending the ca-
nonical faces of modern Persian poetry such as Nima Yshij,
Ahmad Shamli, and Mahdi Akhavan Salis.

This article aims to explore the metaphor of literary paternity
prevalent in the 1370s/1990s and 1380s/2000s by analyzing the
transformative struggle experienced by the new generation of
poets during this period. It delves into what appears as anxiety
by women writers in establishing themselves as authors within
a literary canon that is dominated by patriarchal norms and male
authors. The article further investigates the process of remem-
bering the poetic foremother, Furtigh Farrukh'zad, by women
poets of the 1370s/1990s and 1980s/2000s, whose work offers
an alternative path in poetic practice. After providing a brief
overview of the main characteristics of what can be termed
“Foroughic” poetry, this article delves into the career of Ati-
fah Chahar'mahaliyan and explores how she maintains her au-
tonomy as an avant-garde female poet while building upon the
foundations of modern Persian poetry with insights drawn from
Furiigh. Additionally, the article examines the works of another
influential poet of this era, Pigah Ahmadi, who demonstrates
a significant departure from her predecessors as she seems to
grapple with both the anxiety of influence and the anxiety of
authorship within the male-dominated literary landscape that
shaped the modernist sector of women’s poetry. Throughout the
discussion, the experimental approaches of these poets in the
formal aspects of their poetry, particularly the utilization of For-
oughic rhythmic systems and syntactic deviations, will be scru-
tinized through close readings of select stanzas by each poet.



Figure 1: Frome left: Portrait of Furiigh Farrukh'zad, Atifah Chahar'mahaliyan, and Pigah Ahmadi

The metaphor of literary paternity in the 1370s/1990s and
1380s/2000s

A significant hallmark of poetry during the 1370s/1990s and
1380s/2000s was the concerted effort to deconstruct the meta-
phor of literary paternity that was deeply embedded in Persian
literary history. This era witnessed a multitude of critiques di-
rected at the modernist poetic fathers whose works had long
been regarded as the unquestionable canon within Persian poet-
ry. One can trace the origins of this approach to Riza Barahani’s
essay, “Chira man digar sha‘ir-i NTma'1 nistam” (Why [ am not
a Nimaic poet anymore). In this essay, Barahani articulates the
imperative need for a critical examination of the works of mod-
ernist poetic fathers, particularly Nima and Shamli. The essay
endeavors to bring to light the inherent contradictions present
in the poetry and theories of Nima Yiishij and arguably his most
influential proponent, Ahmad Shamla.’> Barahani contends that
these inherent contradictions could organically propel Persian
poetry into a phase necessitating a “surpassing” of the poetry
crafted by these influential poetic forebears: Nima, known for
introducing a form of free verse, and Shamli, recognized for
perfecting a variation of blank verse in Persian poetry.

He posits that an apparent contradiction emerges in Ntma’s the-
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ories and poetry, where he alternately prioritizes either meaning
or form. He contends that NTma views formal elements merely
as tools for crafting poetry, detached from its essence. Essen-
tially, Barahant suggests that Nima, and to some extent Sham-
1§, perceive poetic form and content as entirely distinct entities
despite advocating in their theoretical works for their harmoni-
ous integration in a “natural order” during poetic composition.
Barahant articulates, “In the poetry of both great poets, Nima
and Shaml, a blend of the Enlightenment era and the Romantic
movement becomes evident, which are the two uber-narratives
behind European modernism and global modernism. Central to
this is the notion of separating the thinker from the world of the
thought’s subject matter, which stems from Cartesian thought
and its dualism.” Additionally, Barahani observes that Nima’s
Cartesian perspective, which separates the world into subject
and object, serves as a framework through which he articulates
his inner turmoil and challenges.’

After establishing these contradictions, Barahant seeks to ar-
ticulate his own creative output to a new generation of poets.
In essence, he delves into the intricate relationships between
himself as a poet and his forerunners, suggesting that poets
grapple profoundly with the impact of past literary figures in
their creative pursuits. This argument aligns with the Bloomian
theory of the anxiety of influence, where major poets confront
the challenge of navigating the powerful influence of their pre-
decessors, especially those designated as the strong precursors.
Nima and Shamli, having left an indelible mark on Persian lit-
erary history, represent such influential figures. Barahant per-
ceives a necessity to liberate himself from the pervasive influ-
ence of these poets, prompting him to critically reassess their
theories and adopt a revisionary approach toward their works,
thereby theorizing his own poetry. His “revisionary” approach
signifies a dynamic process wherein poets actively interact with
the Persian literary tradition, reinterpreting and reshaping the
works that precede them. This transformative process emerges
as integral to the creation of new and original poetry.



Barahant staunchly believed that the primary means of resisting
the hegemony of poetic fathers over emerging poets lies in dis-
mantling the patriarchy of syntax. Consequently, he placed sig-
nificant emphasis on this concept in his theories of “zabaniyat”
(language poetics), delving into unexplored aspects of Persian
syntax and grammatical qualities that had been neglected by
his predecessors. In expressing this idea, he articulates, “There
are hidden places in the Persian language where grammar and
syntax did not dare to go; even Persian poetry did not dare to
venture [into those realms].”® These concealed linguistic spaces
represent areas where new poets faced vulnerabilities, hesitat-
ing to experiment with their expressive systems due to the lack
of validation from their poetic predecessors. Barahant’s focus
on challenging established syntax and grammar becomes a stra-
tegic maneuver to liberate emerging poets from the constraints
imposed by the conventions of their literary forebears.

The same notion, albeit expressed in a less theoretical manner,
resonates in the words of the younger generation of poets during
the 1370s/1990s and 1380s/2000s. Their mission, as expressed
by influential poet Mihr'dad Fallah, was to bring the cosmic po-
etic fathers down to earth, aiming to make the poet accessible,
as he put it, “from the sky to the street.”” This endeavor marked
a revisionary movement, a deliberate effort to reshape the dy-
namics of the modern Persian literary canon. Bih'zad Khvajat,
another influential poet of this era, criticizes the excessive focus
on “Ntma and three or four other poets,” referring to giants like
Ahmad Shamlii, Mahdt Akhavan Salis, Suhrab Sipihri, etc. Kh-
vajat argues that this fixation neglects the pressing needs of the
contemporary moment, emphasizing that NTma’s demolition of
structures in his time is not a current necessity. In other words,
the contemporary poets of this era acknowledge the influence
of Nima and other prominent modernists from earlier genera-
tions, up to the extent where they challenge the entrenched con-
ventions of literary creation in their time. However, they reject
the adherence to the “Nimaic tradition” that prevailed from the
1340s/1960s to the 1370s/1990s. Khvajat contends that Nima
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served as a path, not a destination, and emphasizes the need to
move beyond merely walking in his footsteps.?

Despite this transformative struggle, the prevailing narrative
still viewed the poetic evolution through the lens of a father-son
conflict, with emerging poets striving to break free from canon-
ical figures and amplify their unique voices. Yet, amid this nar-
rative, the contributions of women poets often went unnoticed,
as they embarked on a distinct trajectory to deviate from their
immediate literary tradition. According to Sandra M. Gilbert
and Susan Gubar:

[The male poet] conceals his revolutionary energies only so that
he may more powerfully reveal them, and swerves or rebels so
that he may triumph by founding a new order, since his strug-
gle against his precursor is a “battle of strong equals.” For the
woman writer, however, concealment is not a military gesture
but a strategy born of fear and dis-iase. Similarly, a literary
“swerve” is not a motion by which the writer prepares for a
victorious accession to power but a necessary evasion.’

For these women poets, deviating from patriarchal literary stan-
dards was not sufficient; they embarked on a quest to find a
poetic foremother with whom they could engage in a mean-
ingful dialogue. This nuanced approach acknowledged the need
for a more inclusive and diverse literary lineage, acknowledg-
ing the significance of women’s voices in shaping the evolving
landscape of Persian poetry. In essence, the Bloomian model of
literary historiography, evident in the expressions of Barahant
and the younger generation of poets during that era, proves to
be deeply patriarchal. These poets not only portray their role
in literary history as sons engaged in a struggle against their
fathers but also metaphorically frame their poetic journey as a
means of grounding the cosmic and god/father figure predeces-
sors in earthly realms. Consequently, the women poets faced
a twofold challenge: redefining the struggle against the poetic
father as a revisionary approach rather than an Oedipal com-



plex and seeking a foremother whose work could serve as an
alternative path in poetic expression. The prevailing narrative,
steeped in patriarchal undertones, underscored the need for a
shift in perspective.

Gilbert and Gubar assert that implicit in the metaphor of lit-
erary paternity is the notion that each man, upon reaching the
creative maturity or “puberty” of his creative gift, possesses the
capacity, and perhaps even the obligation, to engage in a dis-
course with other men by creating alternative narratives. This
ability allows men to challenge existing fictions and generate
their own. However, the metaphor also reveals a stark gender
disparity in patriarchal societies. Women, lacking the symbolic
tools equivalent to the pen/penis that enable men to engage in
this discourse, have historically been marginalized to the status
of mere properties. They are depicted as characters and images
confined within male-authored texts, a condition imposed on
them solely by male expectations and designs.”

Remembering the Poetic Mother

Gilbert and Gubar introduced the term “the Anxiety of Au-
thorship” in response to what they perceived as a sexist and
male-dominant framework embodied by Bloom’s The Anxiety
of Influence. Bloom’s theory posits that poets grapple with anx-
iety concerning their literary predecessors, fearing the stifling
of their creative voice through excessive influence. This anxiety
emerges from the necessity to break free from earlier writers to
establish a distinctive voice. In contrast, Gilbert and Gubar as-
sert that women writers experience anxiety rooted in patriarchal
norms and a literary canon dominated by male authors, coining
the term “anxiety of authorship.” For women, this anxiety is
intertwined with issues of identity, voice, and the struggle to as-
sert perspectives within a historically male-centric literary land-
scape. Their theory offers an antithetical revision of Bloom’s
The Anxiety of Influence, providing insight into the dynamics
of female literary responses to male assertion and coercion.
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Gilbert and Gubar’s framework focuses on how women writers
overcome the anxiety of authorship, transcending patriarchal
prescriptions, and reclaiming the influence of lost foremothers.
In essence, this theory serves as a counterpoint, offering a nu-
anced understanding of the complexities inherent in female lit-
erary expression within a traditionally male-dominated literary
tradition.'?

It is a prevailing opinion that the Persian-language women poets
who paved the way in the 1370s/1990s and 1380s/2000s were
inevitably seeking inspiration from none other than Furiigh
Farrukh'zad. In one of the influential theoretical works from
the 1370s/1990s, Guzarah'ha-yi munfarid (Single statements,
2001), ‘Al1 Baba'chahi examines how these poets, particularly
those in the 1360s/1980s and 1370s/1990s, were inspired by
Furtigh’s conversational style and her exploration of anti-patri-
archal themes. Baba'chahi looks closely at the works of mod-
erate modernists like Nida Abkari, Nazanin Nizam Shahidi,
Giti Khvush'dil, and Zhila Musa ‘id to illustrate this influence.!
However, he struggles to understand the efforts of other women
poets, such as Giranaz Miusavi and Ruza Jamali, who sought
to challenge literary patriarchy through radical experimentation
with form. The works of these two poets that Baba'chaht has
studied align with the two we are exploring in this article, and
later in the discussion, I will demonstrate how they confront
and destabilize literary patriarchy by engaging in similar radical
experimentation with language and form.

One may argue that Furiigh’s poetry not only liberated her poems
from patriarchal themes and tones but also broke away from the
aesthetic norms and formal features advocated by the father of
Modern Persian Poetry, Nima Yiishij. Shams Langriudt asserts
that the second transformative wave in the thousand-year his-
tory of poetry emerged with Furiigh’s pioneering contributions,
following in the footsteps of Nima.'* Furigh acknowledged that
overhauling the prosodic system of Persian poetry, deemed the
most sacrosanct aspect of poetic tradition, equated to forging a
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my guide, but I was my own creator. I have always relied on my
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Mahmiid Nik’'bakht contends that Furiigh Farrukh'zad ’s con-
tributions to poetic forms, particularly evident in her last two
poetry collections, Tavalludi digar (Another birth, 1342/1963)
and Iman bi'avarim bih aghaz-i fasl-i sard (Let us believe in the
beginning of the cold season, 1353/1974), not only surpassed
Nima Yshij’s endeavors in transforming poetic forms, such as
the creation of a new rhythmic system and striving to make the
poetic language more akin to the nature of spoken language, but
also better captured the essence of the modern era by aligning
language and rhythm with contemporary sensibilities.'® Nik'-
bakht suggests that while Akhavan Salis utilized Nima’s proso-
dy as a mere decorative element, and Shamli, despite departing
from traditional prosody, retained an elitist tone through archa-
ic language, it was Furtigh who revolutionized modern Persian
poetry.'” He asserts that in the long poem “Let Us Believe in the
Beginning of the Cold Season,” Furiigh charted a new course by
substituting the archaic and elitist tones enforced by the forefa-
thers of modern poetry with a vernacular language and rhyth-
mic system. As Barahant highlights, this new direction is just
as significant as NTma’s movement, as it has established a “new
mindset and language” for Persian-speaking women. However,

10
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the innovation of Furligh’s poetry extends beyond its feminine
qualities to its broader emancipatory purpose, both in literature
and in society.'®

While Nima advocated for new poets to align the language
and tone of their poetry with the natural cadence of everyday
speech, it was Furiigh who decisively departed from the elit-
ist tone prevalent in modern Persian poetry. According to Siriis
Shamisa, Furligh’s poetic language in the aforementioned po-
etry books is distinguished by its musicality, gentleness, sin-
cerity, and fluidity, rendering it perhaps the closest approxima-
tion to the natural rhythm of everyday conversation. Shamisa
notes that Furtigh’s language derives its musical quality from
dialogue and narrative rather than strict adherence to prosody."
Additionally, Furtigh emphasizes the value of sincere expres-
sion in poetry over elitist linguistic conventions.?

Regarding the rhythmic system attributed to Furfigh, as elu-
cidated by Muhammad Riza Shafi'T Kadkani, the meters em-
ployed in Furtigh’s poetry, particularly in the later stages of her
poetic career, often commence with a commitment to qualita-
tive equality in approximately eighty percent of cases within the
initial foot. However, as the verse progresses beyond the first
hemistich, subsequent feet may diverge qualitatively into dif-
ferent meters or extensively incorporate metrical variations.?!
Simin Bihbahani explains that Furiigh’s poetry not only sur-
passes the expected qualitative equality of prosodic poems but
also disrupts the rhythm and order of prosodic feet. In simpler
terms, Furigh disregards the beat to accommodate the words
she wants to use in her poem.?? As she has asserted, “If a word
such as infijar (explosion) does not fit into the meter and creates
a disruption in rhythm, well, this disruption should be consid-
ered a knot in the thread of the meter.”?

In the poems analyzed in this article, I will explore the Forough-
ic poetic forms that expand upon and depart from the reinter-
pretation of Nimaic prosodic systems towards approximating



prosodic meters. I will also observe how the rhythm is disrupted
by breaking the rules of syntax and prioritizing experimenta-
tion with the fundamentals of language. These poems take a
different approach to the concept of poetic language and offer a
revisionary perspective on the relativity of Foroughic poetry. To
better understand this revisionary approach, I will analyze these
works within the context of the 1370s/1990s and 1380s/2000s
Persian poetry. Poets like Atifah Chahar'mahaliyan and Pigah
Ahmadi, drawing from their experiences with their poetic fore-
mother, navigate both the anxiety of authorship and the anxiety
of influence as they strive to find their voice and autonomy as
avant-garde poets within the male-dominated realm of modern
Persian poetry.

Figure 2: Frome left: Ahmad Shamla, NTma Yshij, and Suhrab Sipihri

Atifah Chahar’'mahaliyan: Autonomy and Poetic Innova-
tion

Although she found her voice among the plethora of poets in the
late 1370s/1990s and early 1980s/2000s, Atifah Chahar'mahali-
yan stands out as a remarkable and influential woman poet from
this dynamic period. Born in Khuzestan in 1360/1981, her lit-
erary journey began with the publication of her first poetry col-
lection, Ma'shiig-i kaghazi (Paper lover, 1378/1999). This was
followed by another collection titled Daram ba rushd-i shani-

12
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h’'ha-yi miyyit rah mi'ravam (I am walking along the growth of
the corpse’s shoulders, 1381/2002). Subsequently, she released
Baghalam kun Shibli (Hold me, Shibli, 1384/2005), Kitabt
kih nimt'’khvastam (The book I did not want, 1393/2014), and
Zartushtak-i Sistani: Sizdah salah: Zadah va marg (Little Sis-
tani Zoroaster, Thirteen years old: Birth and death, 1402/2023).
In addition to her literary contributions, Chahar'mahaliyan is
recognized for her activism in children’s rights. She served as
a board member of the Writers’ Association of Iran until her
arrest and imprisonment for her involvement in the “Women,
Life, Freedom” uprising.

Engaged in a continuous dialogue with her poetic foremother,
Furtigh Farrukh'zad, Chahar'mahaliyan’s literary journey un-
folds as a compelling counterpoint to the prevailing father-son
conflicts of the era. In a landscape dominated by male-cen-
tric narratives, Chahar'mahaliyan’s works, particularly in col-
lections like Daram ba rushd-i shanih’ha-yi miyyit rah mi'ra-
vam and Baghalam kun Shibli serve as poignant testaments
to her deliberate act of recovering and remembering Furtigh.
Chahar'mahaliyan’s poetic expressions extend beyond mere
references. She actively addresses Furtigh in several instances
within her poetry, establishing a profound connection with her
foremother. However, her engagement goes beyond homage, as
she embarks on a journey to pursue and perpetuate Furtigh’s
experimental spirit with poetic language and forms.

Indeed, Chahar'mahaliyan’s poetic dialogue with Furiigh is
overtly evident in the title of her poem “Darighah-"i Furtigh kih
‘raft’ fi‘'l-1 akhar-i G dar dahan-i avval-i man biid” [A requiem
for Furtigh, whose last verb, “went,” was in my first mouth]
from the collection Daram ba rushd-i shanih’ha-yi miyyit rah
mi'ravam. This title serves as a clear declaration, suggesting
that the poet perceives her own poetry as a seamless contin-
uation of Furtigh’s legacy. The poignant choice of the title not
only underscores a thematic connection but also symbolizes the
passing of the last experiments of the foremother, meaning her



works in Another birth and Let us believe..., into the initial ut-
terances of the young poet.

This apparent influence, however, should not be misconstrued
as a mere submission to a stronger predecessor. Instead, it sig-
nifies a deliberate intertextual dialogue that Chahar'mahaliyan
aims to establish with Furigh’s body of work. The presence of
Furtigh’s last verb in the young poet’s mouth becomes a symbol-
ic representation of the ongoing conversation between genera-
tions, where influence is not a one-way street but a dynamic in-
terplay of voices across time. Chahar'mahaliyan’s engagement
with Furligh’s legacy reflects a conscious effort to weave her
narrative into the rich fabric of Persian poetry while honoring
and building upon the contributions of her poetic foremother.
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With frightened eyes, don’t look at me, corpse
Tam
With your sidelessness on the asphalt
That in Zahir al-Dawlah

Furtigh’s finger had grown into a tree

I tell my mother: There couldn’t have been a better stroke

14



*Atifah Chahar'mahaliyan,
Daram ba rushd-i shani'ha-yi
miyyit rah miravam (Tehran:
Nigah-i Sabz, 1390/2001), 10.

»Chahar'mahaliyan, Daram,
55.

‘Women Poets Iranica

A Research Compendium

15

I'am
Walking along the growth of the corpse’s shoulders®

Chahar'mahaliyan actively invokes her poetic foremother, seek-
ing to incorporate Furligh’s distinctive perspective in the very
creation of her own poetry. This intentional act of addressing
Furtigh serves as a summoning, a deliberate invocation where
Chahar'mahaliyan calls upon the essence and point of view of
her foremother. In doing so, she endeavors to infuse her own
poetic expression with the unique lens and insights that Furtigh
brought to the literary landscape:
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No!
Pull it out from the white
And don’t let it be dotted anymore
Bring your eraser to me, Furtigh!
I want the Gulistan Hospital to be erased of people
Tiles and camphor

Poured from his tooth onto the cotton

Onto the IV fluids®
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Where is my “who am I’ when my shoulder blades are sore

And the hand which offered me the stripped chair

Damn sky, get lost!

The sky of that man

came in the rain

And the beauty of the dog

Barks in the shreds of my flesh

You

But you

Hey, Furiigh Farrukh'zad

What does it look like behind your eyelids now?%

Borrowing Furtgh’

s eraser symbolizes the act of bringing

Furtigh into the creative process. Chahar'mahaliyan tries to es-
tablish a profound intertextual collaboration, tapping into the
reservoir of Furligh’s experiences, emotions, and artistic sen-
sibilities through her eyes “behind her eyelids.” This act tran-

26Atifah Chahar'mahali-
yan, Baghalam kun, Shiblt
(Kerman: Aftab-i Kirman,
1384/2005), 14.
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scends a simple acknowledgment of influence; it represents a
dynamic and intentional incorporation of Furtigh’s poetic voice
into the fabric of Chahar'mahaliyan’s own work. In this way,
Chahar'mahaliyan tries to echo Furiigh’s perspective that res-
onates within the contemporary context, enriching and shaping
the evolving narrative of Persian poetry.

In addition to the pervasive influence of Furtigh as a poetic fore-
mother in Chahar'mahaliyan’s works, her poetry also vividly
articulates a confrontational relationship with a paternal figure.
This “father” figure emerges as a looming presence, serving
as both a source of threat and suppression within the thematic
landscape of Chahar'mahaliyan’s verses. The use of the term
“father” suggests a complex dynamic, one that involves author-
ity, control, and, at times, a stifling force that seeks to impose
constraints.
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These parentheses are for your belt, father ()

And with the permission of your front, it’s not in front of you.
Then

The corpse would fall from a great height

And death would take your kissing to the other world.”
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%Chahar'mahaliyan, Baghalam
e SS e (B8] kun, 22.
. . »Atifah Chahar'mahaliyan,
You are from the fear that intrudes upon my end, knowingly, Zartushtak-i STstant: Sizdah
sala; Zadah va marg (Oslo:

Aftab, 1402/2023), 135.
From aftermath-ly murky realms, you emerge, a post-occupan-

cy.
Screw your eyes, actually
I know at the end of this poem too
My father is beating me up again.?
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Father was perceived as a fascist integration
Women shouted prayers and this child
Has taken all of my time in solitary confinement

Drawing faint words on the wall.?’

The confrontational stance towards the paternal figure intro-
duces a layer of tension and resistance in Chahar'mahaliyan’s
poetry. The paternal presence becomes a symbolic representa-
tion of societal norms, authority structures, or perhaps a specific
individual against whom the poet asserts her voice and individ-
uality. The juxtaposition of the nurturing and influential mater-
nal presence with the confrontational paternal figure creates a

18
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nuanced exploration of power dynamics, gender roles, and the
poet’s quest for autonomy within the complex tapestry of her
poetic expression. Chahar'mahaliyan’s poetry thus unfolds as a
multifaceted narrative, intertwining personal and societal strug-
gles, shaped by the influences of both a nurturing foremother
and a challenging paternal force.
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When the ruler was raised
I held the palms of my hands underneath
The fetus looked in fog at the strawberries
The teacher under the shroud
The father within the teacher
And I?
Arrgghhh...
Underneath the white

On the tiles, I seem to have said

Hit me, hit, hit me.*



One could argue that this “father” figure serves as a metaphor lﬁiﬁzﬁ;ft’se%ﬁr;hc Mad-
for literary patriarchy within her poetry. In many instances, the T
father’s presence extends beyond a mere portrayal of a specific

individual in the real world, transcending into the archetype of

a progenitor, a procreator, and an aesthetic patriarch. As eluci-

dated by Gilbert and Gubar, the father/poetic father’s pen sym-

bolizes a generative power akin to his penis. Furthermore, this

power, inherent in both the pen and the penis, extends beyond

mere creation; it encompasses the authority to lay claim to a

posterity that the father himself has generated. Thus, the father

figure in Chahar'mahaliyan’s poetry embodies not only patri-

archal dominance but also the assertion of authority over the

literary lineage and the subsequent generations of writers.?!

This leads us to a pivotal characteristic of Chahar'mahaliyan’s
poetry: its resistance to categorization within a specific poetic
style of her time. While her work bears clear influences from
movements such as Shi‘r-i digar (Other Poetry) and Shi‘r-i
hajm (Espacementale Poetry) in the 1340s/1960s, as well as
Mawj-i nab (Pure Wave) in the 1360s/1980s, she refuses to
conform her poetry to any singular movement. It appears that
she harbors a fear of relinquishing her autonomy as a creator,
wary that aligning her work with patriarchal literary categoriza-
tions would grant precedence to the works of her poetic fathers,
both preceding and extending beyond her. In essence, the pres-
ence of the father figure in her poems symbolizes fierce power
struggles in which Chahar'mahaliyan engages in her quest for
self-creation. Thus, her poetry becomes not only a journey of
remembering her poetic foremother but also a relentless strug-
gle with the “anxiety of influence”.

In terms of poetic forms, Chahar'mahaliyan’s poetry, particular-
ly during the 1380s/2000s, engages in a dialogue with Forough-
ic forms. As previously mentioned, Furligh’s poetry is charac-
terized by its liberation from the constraints of Nimaic prosody,
opting instead for rhythmic patterns that approximate natural
speech rhythms. Furligh herself describes this rhythmic system

20
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as “a thread connecting words to each other, without being seen,
just holding them together.””? Similarly, Chahar'mahaliyan en-
deavors to experiment with this style, seeking to free her poetry
from the confines of Nimaic prosody while distancing herself
from the archaic language employed by poets such as Ahmad
Shamld and Mahdi Akhavan Salis. By embracing Furtigh’s ap-
proach to poetic forms, Chahar'mahaliyan aims to imbue her
poetry with a sense of fluidity and spontaneity, allowing the
words to flow naturally and unencumbered by rigid prosodic
structures.

Sy 0 SY 0 3
o bl 5 b 5l g
o pial Ole 2K b s
¢ (.,45 ol -
oz
oS S St SUlsd (55, 2
My cold is against the window screen
Empty from a few of you, but how much?
And let you out naked amidst my dress?
How much
Should T go and hang you on the sad radiators®
As evident from the previous analysis, the poet endeavors
to create a harmonious rhythmic system in her poetry by in-

tegrating the disruptions introduced by everyday words like

“panjarah-’i tirT” (window netting) and “shufazh” (radiator).



This approach aligns with Furtigh’s perspective, as she nota-
bly expressed that when a word does not seamlessly fit into the
established rhythm, in this case an approximation of fa‘ilatun
mafa‘ilun fa‘alun (-o—/o- v-/-) or khafif musaddas makhbiin,
and instead disrupts the flow, the poet should strive to construct
a rhythm derived from these very disruptions. Furiigh’s insight
underscores a deliberate and innovative technique employed by
poets, wherein they do not shy away from incorporating words
that may initially seem discordant within the established rhyth-
mic structure. Rather than avoiding such disruptions, the poet
embraces them as opportunities to craft a new rhythm, inject-
ing vitality and authenticity into the poetic composition. This
approach reflects a keen awareness of the expressive potential
inherent in the ordinary and the disruptive, allowing for a dy-
namic interplay between linguistic irregularities and the rhyth-
mic cadence of the poetry.

Another important characteristic of Chahar'mahaliyan’s poet-
ry is her use of “ecstatic utterances” as one of the main ways
of poetic expression. Ecstatic utterances in poetry refer to ex-
pressions of intense emotion, often marked by heightened lan-
guage, repetition, or rhythm, conveying an overwhelming sense
of spiritual, emotional, or creative transcendence. Shafi‘1 Kad-
kani, considers the use of “ecstatic language” in modern po-
etry as detrimental to the rationalist nature of Persian poetry
inherited from the classical canonical works, particularly those
created before the second half of the twelfth century. He labels
these poems as “shi‘r-i jadvalt” (multiplication table poetry)
and defines them as a form of verse in which the author met-
aphorically and figuratively attains coherence by the random
arrangement and combination of words, akin to the structure of
a multiplication table. He states that this process occurs without
any predetermined thoughts, feelings, or reflections about each
element. The beauty and poetic essence of these “multiplication
table” images often stem from the surprising occurrences that
arise within these arrangements, creating striking poetic repre-
sentations.*

*Muhammad Riza Shafi‘t
Kadkant, “Shi‘r-i jadvalt:
Asib'shinasi-i nasl-i Khi-
rad-guriz,” Tran’shinast 10, no.
39 (Fall 1377/1998): 479-90.
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For Chahar'mahaliyan, ecstatic utterances find their roots in
the dialogue between her poetry and the tradition of shath,
explained below, in Sufi literature. It can be observed that all
the poetic movements associated with Chahar'mahaliyan’s po-
etry—such as Other poetry, Espacementale poetry, and Pure
wave—engage in a discourse with the aesthetic aspects of mys-
ticism and Sufi literature. Bijan [1ahi, a prominent figure within
the Other Poetry poetic group, provides commentary on the in-
terplay between mysticism and Espacementale Poetry, reflect-
ing on the manifesto of this poetic movement. He suggests that
embracing a convention while simultaneously rejecting all con-
ventions embodies a mystical approach. 11ah1 emphasizes that
the essence of Espacementale Poetry is imbued with a mystical
spirit, attributing the movement itself to a form of mysticism
within poetry. He asserts, “Our movement is mysticism in po-
etry. We mysticize in poetry.” In other words, the avant-garde
poetic trends reflected in Chahar'mahaliyan’s poetry exhibit a
clear connection with the introduction of mystic elements as
fundamental aspects of their poetic experiments. In some cases,
these trends even theorize their poetic practice based on these
mystical elements.’® Chahar'mahaliyan herself underscores this
connection by naming her third and most celebrated poetry col-
lection Baghalam kun Shibli, invoking the name of Abii Bakr
al-Shibl1 (d. AH 334/ 946), a renowned Sufi of Iranian descent.
This deliberate choice serves as a testament to her continuous
dialogue with Sufi literature throughout the book, emphasizing
her engagement with the spiritual and mystical themes explored
by Sufi thinkers and poets.

In addition to the thematic influences from Sufi literature, one
may argue that the main formal aspect of these poems is the role
of ecstatic utterances or shath in the formation of imagery. Carl
W. Ernst defines shath as a technical term in Sufism meaning
ecstatic expression, “commonly used for mystical sayings that
are frequently outrageous in character. The root sh-t-h has the
literal meaning of movement, shaking, or agitation, and carries
the sense of overflowing or outpouring caused by agitation.” ¥’



In the following stanza, imagery is crafted through an arbitrary
convergence of senses, blending elements like smell and col-
or, while intricately weaving paradoxical concepts and objects
such as desert, dampness, departure, and dead-inds:
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Until from a purple face
Colors pass their transcendence
Your eyes were the smell of algae and love
Purple dampness
A purple desert
As long as my not going exists, with my feet in paint
The alley escapes from departure in the dead-ind sign.*®
Despite the mechanical understanding of Shafi‘T from the pro-
cess of creation of such poetic expressions, ecstatic utterances

in this stanza have been a way of adding multiple layers and
volume to an image. STmin Bihbahani, writing about the pro-

3¥Chahar'mahaliyan, Daram, 71
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cess of the creation of an image, explains the notion of layers
and volume in poetic images: “my use of the term “volume”
doesn’t actually refer to the geometric concept. I mean lines
of imagination that intersect with each other, emerging in the
mind’s eye.”® Theorizing imagery in Espacementale Poetry,
Yad Allah Rawya’T explains that despite the conventional way
of creating images through metaphors and similes that are com-
posed of a vehicle and tenor, this kind of poetry adds a third
layer to the image, which is the “movement.”® For instance,
in the previous stanza by Chahar'mahaliyan, instead of saying
your eyes are like green algae when they are wet and are like the
dessert when they are dry, she tries to change the two-dimen-
sional metaphors into three-dimensional images by adding the
layers such as scent and color as well as giving fluidity to the
components of parallel images.

Pigah Ahmadi: Anxiety and “Languageality”

Pigah Ahmadi, born in 1353/1974, emerged as a notable poet
in the 1370s/1990s, renowned for exploring ecstatic utteranc-
es within her poetry. She has published five poetry collections:
Rii-yi sul-i payant (On the ending sol, 1378/1999), Kadins (Ca-
dence, 1380/2001), In riiz’hayam galiist (These days of mine are
throat, 1383/2004), Sardam nabiid (I was not cold, 1389/2010),
and Shiddat (Intensity, 2017). She has also translated a collec-
tion of selected poems by Sylvia Plath titled Avaz-i ashiganah-
"1 dukhtar-i divanah (The love song of the mad girl, 1379/2000)
and Sad u yik hayk: Az guzashtah ta imriiz (Hundred and one
haikus: From the past to the present, 1386/2007). Additional-
ly, she compiled an anthology of Iranian women’s poetry titled
Shi‘r-i zan az aghaz ta imriiz (Women'’s poetry from the begin-
ning to today, 1384/2005).

Similar to Chahar'mahaliyan, the ecstatic utterances and refer-
ences to mysticism in Ahmadi’s poetry serve as a means to ex-
plore new realms within the Persian poetic language. Barahani,
in his controversial article, translated by Barahani himself as



ER]

“The Theory of Languageality,” seeks to link this type of poetic
experimentation to the foundation of Iranian mystical heritage
and advocates for a reevaluation of ‘irfan or Iranian mysticism
from the perspective of modern poetry. He explains that this
mystical approach to language occurs when poets, without
directly referencing mystical elements, explore the potentials
of the Persian language through experimentation with syntax,
wording, and sound.*!

Although Ahmadi, like many other poets of her generation, ini-
tially had an antagonistic approach towards Barahant’s theories
in the 1370s/1990s, particularly his theory of “languageality.”
However, her later and most important works are significantly
influenced by the theoretical discussions surrounding this top-
ic, particularly when it comes to her experiments with syntax.
Barahant discusses the poetry of the new generation, which em-
phasizes “not only the language but also the languageality of the
language.” This refers to poets whose poetry aims to transcend
mere wordplay and unlock the potential of language itself. He
argues that this type of poetry suspends interpretation, returning
language to its fundamental elements of formation and struc-
ture, recognizing that sentences devoid of conventional mean-
ing are still essential to the essence of language. Barahant sug-
gests that there exists a realm in language where it becomes free
from meaning to become beautiful”.** In an interview with Riza
Chaychi, another prominent poet of the 1370s/1990s, Ahmadi
says:

I believe that Barahani, with his intelligence, embarked on a
skillful manipulation of poetry that resulted in plurality. His
trend-setting led to the training of a group of poets who often
became entangled in intellectualism and abstract thoughts, cre-
ating an illusion of poetic insight, which claimed not to want
to reduce the ascendant power of language to the description
of existing reality. Although sensory sparks of creativity can
be felt in some of these poems, naturally, this is not all poetry
should be.*

4IRiza Barahani, “Nazari-
yah-'i zabaniyat dar shi'r,”
Kar'namah 46 and 47 (Azar—
Day 1383/December—January
2004-2005):15.

“Barahan, “Nazariyah-’i
zabaniyat,” 14.

“Riza Chaychi, Dami bara-yi

sayd-i parih abr (Tehran: Arvij,
1383/2004), 66.
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Indeed, one can interpret Ahmadi’s antithetical approach to
“The Theory of Languageality” as stemming from her anxiety
about being influenced by her poetic father. To assess the impact
of this theory on literature, Bloom has outlined six “revisionary
ratios,” some of which draw on Freud’s defense mechanisms.
These ratios illustrate the developmental stages of anxiety of
influence concerning how a poet or author misinterprets and
distorts the work of a literary precursor when composing a lit-
erary text. In Ahmadt’s case, her approach can be analyzed us-
ing the second revisionary ratio, Tessera, which Bloom defines
as “completion and antithesis.” This entails elaborating on a
precursor’s work while maintaining their terms and ideas but
imbuing them with a different meaning, suggesting that the pre-
decessor did not fully develop the argument in the first place.

Ahmadi also maintains a theoretical distance from her poetic
foremother, Furtigh. In her most notable work, the long poem
“Tahshiyah bar divar-i khanigi” (Reflections on the home wall),
published in the book In riiz’hayam galst, she engages in a
dialogue with Foroughic forms and rhythmic systems. Howev-
er, the language of this poem does not adhere to the simplicity
suggested by Furligh; instead, it shows inclinations towards the
languageality proposed by Barahani.
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A generation flows in my melancholy,
Beyond the mustache of the father, and it’s been nine months.
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the century forward “Pigah Ahmadt, Tn riz’hayam
’ galtist (Tehran, Salis,

1383/2004), 10-11.

Would not chant this slogan.* -
4Sa‘id Zuhrah'vand,

Jartyan'shinasi-i shi‘r-i da-
hah-"i haftad (Tehran: Ruzgar,

The first three lines of this stanza begin with an approxima- 139512016), 25661,

tion of the prosodic foot mustaf‘ilun (—u-). These lines feature
a qualitatively equal initial feet, but as the line progresses, the
remaining part diverge qualitatively into different meters or
lose their prosodic rhythm. This aligns with the Foroughic con-
ception of rhythm. According to Striis Shamisa, the Foroughic
rhythmic system is essentially a quasi-prosodic rhythm, where
the meters of the lines do not necessarily align perfectly, but
instead approximate various meters that create a harmonious
sound when the poem is read as a whole.

In terms of language, besides using uncommon, archaic words
like “sharib” (mustache), the poet deliberately disrupts her sen-
tences by interrupting the narrative in each line. Various narra-
tive elements in this stanza are abruptly halted and replaced by
a new narrative without elaboration. This form is achieved by
breaking the syntax, which goes against what would be in line
with Furiigh’s patterns. Instead, broken syntax was a prevalent
theme among poets of the 1370s/1990s and 1380s/2000s, re-
flecting the fractured and disturbed experiences of Iranian indi-
viduals in “the post-modern world.”

Theoretical texts and interviews from this period often reference
various forms of syntactic deviations. Sa‘id Zuhrah'vand, cate-
gorized discussions around syntactic deviations in the poetry of
this era into five types: 1) disturbances and disruptions of sen-
tences or disruptions of the logic of language; 2) arbitrary word
rearrangements within a sentence and disruptions of sentence
elements; 3) omitting verbs to create suspension, and omitting
the tense and the person; 4) using verbs, nouns, and adjectives
contrary to grammatical rules; and 5) creating artificial deriva-
tives.*> Syntactic deviations during this period were embraced
by various groups of poets, including Barahant and the young
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poets who participated in his workshops during the 1990s, ‘Al
Baba’chaht and the new generation of poets associating their
work with the modernist traditions of Persian poetry in southern
Iran, and the avant-garde poets known as the Seventies Poets.

Ahmadr’s approach to syntactic deviations in her work has
evolved throughout her career. In her first collection of poet-
ry, her experiments with syntax were limited to unconventional
arrangements of sentence components that did not disrupt the
prevailing regime of signification:
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The whole next sentence, I dream

For the next sentence, | wake up

At the station where it was snowing

On the same chair that was bent in the sea

Hold the window with your hand

I want to become more than a thousand pages*®

In this example, Ahmadi employs delays in stating the direct
object and prepositional object in the first two lines. By doing
s0, she manages to maintain the Foroughic rhythm of the lines
as well as approximate a rhyme arrangement for the stanza.
However, her approach toward syntactic deviation in her third

and most celebrated book, In riiz’hayam galiist, is notably more
radical.



4 Ahmadi, In riiz’hayam galist,

g 25 1s a0,

el 5 oo Olee 27003 by o CaslS 0

SR PRI POIERES
we39p0d ol S Cenlds ol

Kill me, Sayyid!

Down, it’s the throat that won’t go down between me and
my sister

How much soil, between the throat and my bangles come...
Down, it’s the sound that won’t go down...*

In these two very short stanzas, from a poem dedicated to the
2003 Bam earthquake, the poet disrupts her sentences by start-
ing anew and leaving them unfinished, capturing the fragment-
ed stream of thoughts one might experience during such a cat-
astrophic event. As Barahani suggests, syntactic deviation and
other forms of radical experimentation with the fundamentals of
language stem from internalizing a crisis that impacts the poet.
He writes, “I was broken into pieces, but I was not predisposed
to ruin, so I internalized and absorbed that breaking into pieces
within myself and my work.”48 In her latest poetry collection,
Shiddat, published in Paris after her immigration, Ahmadr at-
tains a profound state of internalization of the disaster. In the
following stanza, one observes her extending her experiments
with syntactic and grammatical deviations beyond the scope ex-
plored in her first three books:
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An arrow pointing to the future, to the off-tune, to the futurity !

An arrow pointing to the one who remains torn behind the dag-
ger

And shoots down at the street

An arrow pointing to your strike in our death
Imagine somewhere

You’ve been dragged on a vein

And the wind has stormed your generation.

In this piece, she uses thenoun, “ayandigi” (futurity), which is
an unconventional derivative from the noun “ayandah” (future).
She also uses the verb “tiifanidan” as a derivative of the noun
“tafan” (storm), contrary to conventional grammar. This type
of disturbed language is a performative choice by the poet to
express the uncertainty an intellectual in exile may experience
regarding “the future” and the turmoil caused by the upheavals
experienced by her and her generation of artists, many of whom
ended up living and writing outside Iran. That said, in Shiddat,
the poet takes a more moderate approach to syntax compared
to In rliz’hayam galiist. While still inclined to use ecstatic utter-
ances to experiment with the potential of the Persian language
and experimenting with artificial derivatives, she leans towards
shorter and grammatically sound sentences, echoing Ahmadi’s
style and reminiscent of Furtigh in tone. Yet, she endeavors to
delineate clear boundaries between her poetry’s representation
and how it diverges from the Foroughic tradition in the works
of other female poets.
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standpoint. Ahmadt suggests that Furtigh’s aesthetics are some-
what centered around men, as she had submitted her poetry to

the male-dominated language of Persian poetry.*

In other words, Ahmadi views Furiigh’s approach to experi-
menting with poetic language as conservative. Therefore, she
advocates for overcoming the boundaries set by Foroughic
poetry in terms of syntactic deviations. Ahmadi suggests that
Furtigh, despite opposing the status quo, does not actively fight
against it. Instead, she accepts the bleak and weary portrayal
that the male-dominated modern literature has presented.’!

One could argue that her opposition to Furtigh’s stance re-
garding the radical departure from patriarchal poetry is influ-
enced by Barahant’s suggestions to Persian poets of the post-
1370s/1990s. Barahani proposed:

It is necessary to alleviate fatigue by breaking the sentence, by
removing priority and hierarchy, and paternalism of the sen-
tence, by returning the sentence to its initial direction, by touch-
ing the word anew for the sake of poetry, and by placing the
essence of language in the foreground, among other things.>

To recall and remember her poetic foremother, Ahmadi attempts
to establish an intertextual relationship between her poetry and
that of Furiigh while maintaining a revisionary approach by rad-
icalizing her language through the use of ecstatic utterances and
syntactic deviations:
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Upon this naked assembly, I bestowed mercy and became zakat
[alms tax]

They had no rain or bread

I opened up these clouds’ doors and versified!
I stuck the burin in the alhagi,

Where borrowed hands have grown

I drew a line in a unique style.>

One can compare the image of hands growing like plants with
the following stanza by Furiigh:

(‘)&f el ol mlews
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I plant my hands in the garden
They’ll grow, I know, I know, I know

And the swallows in the hollows of my inked fingers



Will lay their eggs.>*
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What a memory that is blue within the tiles of Isfahan

They scold the long-suffering sisters, and the concubines sing
laments

Tonight, the preachers clean all my tableaus
Tomorrow, from reciting this life, they’ll reach the stone.>

Additionally, the imagery of blue tiles and the voice of mourn-
ing echoes the following stanza from Furiigh:

plrils ST s
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So finally the sun
At a single moment
Didn’t shine on both poles in despair
You emptied from the echo of blue tiles

And T am so full that they pray upon my voice...

In the first example, the imagery of “borrowed hands” that have
“grown” manifests the poetic legacy passed down from Furiigh,

$*Forugh Farrokhzad, To Parlo
Dai Confini Della Notte: Tutte
Le Poesie, ed. and trans. by
Domenico Ingenito (Milano:
Bompiani, 2023), 654.

55 Ahmadt, Tn riiz’hayam galiist,
12.

SFarrokhzad, lo Parlo Dai
Confini Della Notte, 676-78.
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which the speaker nurtures and hopes will flourish in the future.
The voice in this stanza asserts authorship by claiming to have
“opened the doors of the clouds,” attributing the growth of these
hands to the act of creating poetry. Furthermore, the speaker
emphasizes “drawing” a distinct “line” between her poetry and
that of her predecessors. In the second example, the recollec-
tion of “blue tiles” echoes imagery from Furfigh’s poetry, while
the expressions of mourning and lamentation by the sisters and
women continue Furtigh’s thematic voice.

By directly referencing Furtigh’s poetry and incorporating it
into her own work through broken and rebellious syntax, as well
as using self-referential language, Ahmadr attempts to create an
antithesis to her foremother’s poetry. Harold Bloom suggests,
young poets often fear their predecessors, viewing them like a
flood that can overwhelm and stifle their creative voice. While
every poet must engage with literary tradition, succumbing to
this influence risks turning them into mere readers, rather than
creators.”’

The foregoing analysis underscores the poets’ shared perception
of poetry as a site of rebellion against patriarchal poetry. In ad-
dition to the anti-patriarchal motifs evident in their poems, their
oeuvre serves a broader purpose: destabilizing linguistic norms
and engendering new forms of signification. Both poets deftly
navigate the complexities posed by their poetic antecedents and
endeavor to establish connections with their poetic foremother
in a manner distinct from their contemporaries. This distinctive
approach not only contributes to the development of what this
article attempted to formulate as Foroughic poetry but also di-
verges from the established tradition of modern women’s poetry
shaped by patriarchal theories and historiographical narratives
of Iranian modernists.



