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Abstract

At the time of its publication, Nima Yushij's “Qognus” (The

Phoenix) emerged as a radical departure from the mems and
conventions of classical Persian poetry. Nima (18260)
employed phoenix symbolism in this poem to presetiis zeal for a
literary renaissance. Likewise, George Darley (179%846), the
Irish Romantic poet who found himself lonely and islated at the
mitigating time borders of Romanticism and Victorianism,

articulated himself through a poem entitled “The Ploenix”.

“Qognus” is comparable to Darley’s “The Phoenix” in terms of
theme, symbolization, and context. Darley, living 0 the ending
edges of Romanticism and Nima, on the course of kag classical
poetry behind in favor of New Persian Poetry, bothmove against
the literary and social currents of their time. Todemonstrate this
tendency, they employ the symbol of the phoenix, ¢hmythological
bird of rebirth and resurrection, and represent not only their own

position as poets in the society, but also their dee for a revival of
literary and social attitudes. As Jungian view on echetypes and
human psyche suggests, the two poets’ vision of tiphoenix has
an archetypal and psychological significance in thain a rather

similar way, the image serves as a reflection of &se poets’ mental
and spiritual conditions.
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Introduction
Romanticism rose in the late eighteenth centuryopiras a reaction against
classical conventions and norms, in a similar vidima Yushij in the twentieth
century Iran, tried his hand at new poetry whicblated classical Persian
poetry’'s norms and meters. Nima, who began &graian romantic later
reacting to Persian classical poetry’s norms anteregand George Darley, a
late British romantic influencing and criticizingné contemporary state of
English poetry and drama, make use of the mythefahoenix in two of their
poems having the bird phoenix as title, to symlaotizemselves as poets who
move against the social and literary current, ankpresent their views on the
necessity of a resurrection in social and liteexgna.

When two poets living in different eras and comirgm totally different
cultural backgrounds make use of the phoenix inmagsymbolize the same
thing, the archetypal significance of this mythatad bird is highlighted, and
in a two-way relationship, this archetypal meantag cast light on the reason
behind the poets’ choice of such symbolization. réfee, this study will
introduce the phoenix as an archetype and mythcdbdiird to clarify the
reason why Darley and Nima have employed the plaemagery specifically
to convey their intended meaning. Later, the imafehe phoenix will be
investigated separately in Nima’s “Qogny¥he Phoenix) and Darley’s “The
Phoenix”. Taking a brief glance at Jung’'s view bt trelationship between
archetypes and human’s psyche, the researcheiittdatgs the points made by
Jung in order to emphasize the affinities betwdmentivo poets’ situation and
mentality which lead them towards employing a sieanyth in a rather
similar way.

The Phoenix as an Archetypal Bird in Mythology

In the Spirit in Man, Art, and Literatur€l966), Jung puts emphasis on
the impact of archetypes on human beings, assethtag by using
archetypes, the artist transforms our destiny theodestiny of mankind,
drives us toward a refuge from danger, and helpgou%outlive the
longest night” (82). Jung’s definition of the creat process is also
worthy of attention as he relates this processrtbetypes. He believes
that the creative process “consists in the uncomscictivation of an
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archetypal image” and in “shaping this image irtte finished work”
(82). The artist, as Jung continues, in fact, ‘states” the archetypal
image into the language of the present as he e&®it. This is when
we can “find our way back to the deepest springl§et (82). The social
significance of art is that it “is constantly at kaeducating the spirit of
the age, conjuring up the forms in which the ageast lacking” (82).
The artist yearns to delve deep into the primordiabhge in the
unconscious “to compensate the inadequacy and idedress of
present” (83). The artist, in the words of JungiZes on this image, and
in raising it from deepest unconsciousness he brinmto relation with
conscious values, thereby transforming it untdah be accepted by the
minds of his contemporaries according to their peA(&3).

In Birds: Divine Messengersan attempt to highlight the archetypal
significance of birds, Wansbury argues that mytgwlal stories, representing
the underlying forces of the archetypal behavipedterns, help us understand
the ancient psychological patterns. Birds have lapgeared in mythological
stories, and there is often an archetype attacbetthd message they bring.
Birds can help us understand the “personal archéfygtterns and archetypal
forces that are working through us” (33-34).Wangbpiroposes that birds in
mythology, as natives of both the ground and tmeae the symbol of the
separation of the earth and the sky, and alsoeotithion of the god in the sky
and the god in the earth to create humans. Usuh#yelement of air represents
the mind, and our mental ability is reflected ihial’s ability to fly through the
air. Birds also symbolize knowledge and wisdom frtime realms above,
pervading our conscious minds to be used in oesl{85). Birds represent our
spiritual aspirations and also a kind of transcendeor a shift to new levels of
awareness (Wansbury 37).

The phoenix is one of the most well-known mythobadji birds. The
Romans used the phoenix on their coins as a sigineaf invincibility and the
continual power of the Roman Empire. In Chineseholgigy, “the phoenix
represented the cardinal position of the south, dleenent of fire and was
associated with the yin principle of the Empre3sie phoenix is the symbol of
immortality and resurrection. It indicates the inmabty of the soul and reveals
that energy cannot be destroyed and that life mamesontinuous cycles
(Wansbury 46).
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In Persian mythology the phoenix sometimes appeaarsSimorgh and
Huma (the mythological bird similar to the phoenik} explained irMerriam-
Webster's Encyclopedia of World Religiptia Islamic mythology the phoenix
was identified with the dngz’ (Persian: simorgh), a huge, mysterious bird
(probably a heron) that was created by God with palifections but had
thereafter become a plague and was killed” (“PHOENS55). In Avesta (the
holy Zoroastrian scripture), Simurgh appears asirmdedial falcon who lives
on “the Tree of all Seeds and Healing” from whidhealible and medicinal
plants are produced” (Ziai 234). In later literamgystic, and heroic sources,
Simurgh is described as a fabulous bird who livethe Alburz Mountains or
behind the mysterious mountains of Qaf (as in Resile Shahnameh). The
least all these mythological birds have in comnm®their magical powers and
their association with the supernatural, divindy eternity.

The Greek writer, Herodotus, {8Century B.C) gives the first detailed
description of the phoenix. He claims that in H&two Heliopolis, he has been
told about a marvelous red-gold bird known as aephqQ which was believed
to visit Heliopolis every 500 years as it carridek tashes of its parents to
procreate the next phoenix (Pinch 118). It is Uguhbught that he referred to
the Egyptian Benu in his description. Egyptiansoesged this bird with the
creator sun god, immortality, and revival. In shael size it resembles the
eagle, and it is part red, part gold. In later sileed authors, its home is usually
thought to be situated in Arabia, and sometimesndia. One of the most
prominent characteristics of the phoenix in clegsiescriptions is its song that
is performed on the point of death. Tacitics 55-c. 120 CE) is the first
classical author to mention that the phoenix i®agzanied by a crowd of other
birds. There is also a close connection betweeiumperand the phoenix which
is strengthened by the association of the phoenik vrabia, the land of
perfumes. Later with the rise of Christianity, fhleoenix becomes the symbol
of rebirth and resurrection (Blake 9-12).

Jung considers rebirth and resurrection as an y@hevhich has various
forms and psychological aspects. Rebirth is amangagodial affirmations of
mankind and is related to transformation experisrmmnsisting of two groups:
that of the transcendence of life (where the imlimli understands the
continuation of life through transformation andeesal, giving rise to a hope of
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immortality), and that of one’s own transformati@ung 1968, 116-117). The
metaphorical experiences of death and rebirth lsaveed the poets to express
their inner psychic states as archetypes thathemgelves the projections of
psychic phenomena. Jung explains that the poet twh to mythological
figures in order to give suitable expression toeéxperience”, and the source of
the artist’s creativeness is a primordial expemewbich is given form through
the related mythological imagery (1966, 96). Jurgidves that évery
creative person is a duality or a synthesis of reahittory qualities. On
the one side he is a human being with a persofealvihile on the other
he is an impersonal creative process”; as a hunangbhe can be
explained in personal terms, but “he can be undedsas an artist only
in terms of his creative achievement (Jung 196@,).10 indicates the
importance of attending to how a poem’s artistieation relates to its
creator’s personal life and becomes the expressfiis creator’'s dreams
and aspirations.

The Symbol of the Phoenix in Nima Youshij’'s “Qognu$

Nima was a poet who struggled to advance new Persietry and moved
away from classical traditions. In his poetry, kélacts his opposition to what
he judges to be, as Talattof states, “the lethamgiare of the Persian literary
discourse of the nineteenth century” (69). Talattemonstrates that Nima, in
describing his struggle, portrays his situation @edsonal condition as “one
filled with suffering in darkness and gloom”, massfed in many of his poems
like “Qoqnus”, which is an allusion to this sufiegi, and a metaphor for him to
portray himself. The source of this suffering comfesm the obstacles
continually placed in his way as he tries to expilamself through poetry (69).

“Qognus” is considered the beginning of Nima’s set@eriod of non-
traditional poetic career where he had begun degafitom classical poetry by
introducing “Afsaneh” [The Legend]. This was whémough his innovations
in rhyme, rhythm, and perspective, he tried hiscthanNimaic or new Persian
poetry. “Qoqgnus” marks a really radical departinoen classical conventions,
compared to “Afsaneh” which slightly deviated frahe usual classical pattern
(Javadi 868; Sarshar 2004, 109).

The poem opens as the phoenix is sitting lonelyadoranch of a tree
where a group of birds have occupied other brandnegs imagination, the
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phoenix is trying to weave the threads of sounds @ed of dark clouds over
the mountains. Far away in the distance, peoplgassing and a red flame is
flickering in a peasant’s house. The phoenix fi@msards a flame in a barren
land, thinking how dark and agonizing its life seeas it is spent eating and
sleeping like that of other birds. Now staring &e tflames of fire and
murmuring a bitter song filled with pain, the phoetinrows itself into the fire,
and the poem ends as its offspring rises out @fskes.

In the course of the poem, the phoenix choosesrarbdéand where the
“stubborn sun has rived the rocksto annihilate itself. Considered as
archetypes, the desert connotes hopelessnestyapanidity and death, and the
sun represents creative energy and consciousnéghisAcould depict Nima’'s
hopeless condition and his aspiration to bring alobange and renewal. The
phoenix, representing Nima, shows dissatisfactiath ihe current social
conditions and the widely accepted way of life: “lfeels that his life, / if
ending like that of other birds, / in sleeping aaling, / would be nothing but
an unbearable agohy In “ldeology and Self-Portrayal in the Poetry fma
Yushij”, Talattof notes that in his poetry, Nimaes to establish a dichotomy
between the old and new approaches to poetic atgpir “This dichotomy
very often transcends poetic form and includes tipres of lifestyle and social
orientation” (88-9). The phoenix’s resurrection azwming to life anew can
also represent in a symbolic way Nima’s worldviesgarding human nature.
As Sarshar asserts, to Nima, human nature is mditti2 nor does it end in a
union with God; rather it is a dialectic phenomertbat finds meaning in its
circularity and repetitiveness (2004, 118).

Nima depicts himself as a poet who does not waliweaa life like others’
and yearns to set upon doing something differennéie his life worthy of
living. Nima’s role is not only to keep a keen eyethe environment and write
about it, but also to try to establish a new litgnamovement. Thus, he portrays
himself as a phoenix who, in suffering, “cries auilaintive song®.

The phoenix’s dissatisfaction, thus, can be reghrde one pointed
towards the poetic conventions and literary tresidslima’s time. The change
Nima is trying to advocate is so profound that mesp a phoenix-like
transformation and renaissance. It is not only @ange in form and shape, but
as Karimi-Hakkak notes in “Poetic Signs, Criticaaies”, it is a challenge of
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“the reading public’s notion of poetry” (37), and attempt to provide support
for notions such as “the necessity of assimilatirggsocial context into literary
texts, the relationship between poetic structures social ones, or the idea of
good poets somehow representing their time andatafly it in their poetry”
(35). Such innovations, having been introduceddrsiBn poetry before Nima
started his career, were elemental and systemartleps from the conventions
of poetic tradition. They attempted to “offer wayst of established habits of
assigning meaning to poetic entities” (37), aneédrito move against “the
stylized conventions of the tradition” (36).

Karimi-Hakkak further explains that the innovatipeets of a generation
before Nima had tried to propound the view thattigotext is related to the
social structure and is expressive of the evolutbrsociety, believing that
poetic conventions are not timeless and cannotobémued regardless of the
changes in the social arena. They, however, beli¢hat although literature
and society could influence one another, they wiséinct entities. Nima’'s
unique contribution to the process of modernityPersian poetry is his “view
of the literary text as an aspect of the socialugemediated through language”
(37-38) as he shows a keen awareness of his saov@lonment himself. He
believes that artists are conditioned by their efati concerns and try to
represent their times and culture as they “instilthe textual entity the power
to move readers from the act of reading a particebet to a perception of the
time and culture that has given rise to it"(43).

Talattof also notes that in his attempt to pronmdetic modernity, Nima
resonated with the literary movements of the perlde sees the language as
the carrier of culture and dedicates himself teasing it from the old styles
and artificial rhetoric. He contributes to Perssinmovement through self
portrayal in his poetry (92). The phoenix in “Qoghtakes the role of the artist
who eventually overcomes the old decaying thoughtsvor of future virtues.

Nima spent a lot of time alone, struggling to depethe substance of his
poetry. His style did not exist in his country amd language, and he spent a
whole life time under the pressure of the clasdicatien. This is the suffering
that constitutes a major theme in his works (Tafé@6-6). He felt lonely and
suffered from opposition throughout his career gftaf 93). The poet-bird’s
loneliness is beautifully pictured as “Qognus” ogen

The Phoenix, a bird of sweet voice, to the worlshp&nown,
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A vagabond of the cold-blowing breeze,
Sits alone,
On the trees,
Surrounded by birds on stems that adjoin

In his interpretation of the poem, Sarshar propdkasthe mythological
method of the phoenix’s procreation is the leastfusing image, as this is a
bird whose annihilation is indispensable to thehbof its offspring. Through
the images, the reader recognizes the idea oftgaivand reconstruction from
the ruins of a precursory destruction, the varretiof this theme of resurrection
being the phoenix’s building a monument out of #u® of sound and the
peasant’s rekindling fire. In the same way, Nimadsonstructing the meter
from the dismantled units of an existing form iasdical Persian meters, which
brings to mind salvation or reconstruction from thens of a precursory
destruction, and thus the matrix of resurrecticar¢Bar 2000: 187-8).

In his later article “From Allegory to Symbol”, Sdmar notes that Nima
moves away from classical conventions even in Bis of the phoenix as a
symbol rather than a classical allegorical imageighificant indication of the
rise of modernity in the West is the romantics’oraation of symbol at the
expense of allegory, which plays an important partthe dissolution of
classical conventions. This shifting away fractassical allegorical image
making towards a symbolic one is what Nima doewder to dissolve classical
Persian poetic conventions (Sarshar 2004:99).

The phoenix’s contemplation about the vanity ofthiie and the dreams
of other birds urges him to end his dissatisfacldey and implement a new
beginning. Nima’s mentality, feelings, and aspoa$s find manifestation
through the symbol of the phoenix. Karimi-Hakkaks haointed out that in
Nima’s opinion, the social situation influences tletist's feelings and
emotions which are involved in the creation of @tpotext, and “changes in
individual feelings and tendencies” are “both caéiedied and constrained by
social structures” (44). Thus, Nima acknowledge®lationship between the
individual psyche and the poetic text, just as tdw and society are related
(44). It is interesting to note that Jung, in wigtiabout the relationship between
analytical psychology and poetry, introduces theacpce of art as a
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psychological activity and believes that psycholagyd poetry are closely
related. Jung argues that the creative processsissnin the unconscious
activation of an archetypal image, and in elabogaand shaping this image
into the finished work” (1966, 82). “Qognus”, thus,the manifestation of its
creator’s psyche.

Bird Symbolism in George Darley’s “The Phoenix”
Darley is among the lesser Romantic figures, buth@ words of Harold
Bloom, he “wrote poems that are genuine and firatesses in what was only
beginning to be a period style”. He came close itwdrnating again the
poetical character whose rebirth [William] Collihed celebrated and Blake,
Wordsworth, Coleridge and their younger predecassad exemplified” (438).

Nepenthe(1835) is Darley's major poem, written in the duesnance
tradition of Shelley's “Alastor” and Keats's “Endigm” (Bloom 457). Two
cantos ofNepenthehad been published in a very small issue wheneRarl
claimed that there was to be a third canto comigirtiis “modicum of the
humanities; as the first and second shew the ersenf Aspiration and
Dejection with their evil effects, so the third was shew the medium,
contentment with our human lot, and its effect, fhapss” (Darley qtd in
Brisman 131-132; Bradshaw 15)

In the Facts on File Companion to British Poetry, 1@bntury Flesch
asserts thathe Phoenixn its fullest form comprises Darley’s 1750-linegno
Nepenthein which the narrator describes his visions afiing into a reverie
on a hot summer day (302). Darley is carried ofatburning desert where he
witnesses the phoenix’s death and rebirth by Bledm 457):

O Blest unfabled Incense Tree,

That burns in glorious Araby,

With red scent chalicing the air,

Till earth-life grow Elysian there! (Lines 1-4)

As these lines suggest, at the rebirth of the plade desert changes to
Elysian oasis, an event which later encouragesptiet to search for the
nepenthe or elixir of life and poetry. His quest fbe nepenthe implies that,
being no longer content with the sensuous world]dydries to seek a more
transcendental good (Bloom 457).
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Harold Bloom has observed that Darley “is very tedhe popular
archetype of a Romantic poet in his deliberatecteje of a harsh actuality and
his desperate adherence to more ideal realms thaperience”
(PoemHunter.com). In his writing, Darley exhibits ianpulse to create a new
truth and a new beauty. Like his contemporariesit&and Shelley, he seeks to
escape the horrors of present by an invocatiomefeemingly more innocent
and happier times in history. This is similar tomd's attitude towards
contemporary urban life and his yearning for ameto childhood, nature and
happier times. In one of his poems (“The Pale Tal&lima writes, “Life in the
city wears me o6t and “City is no place to livé” or “Alas for the days of
childhood / when | saw none of these sorrofvs.”
In his introduction toThe Works of Beaumont arfeletcher, Darley
clarifies the spirit reflected iNepenthe
Every true poet has a song in his mind, the noteghah, little as
they precede his thought--so little as to seem lsimeous with
them--do precede, suggest and inspire many of tmesdify, and
beautify them (xxxviii).

Darley’s art, as Wunderlich argues, “resides inoa-literal metaphorical
approach to art...always firmly based on the truttdtdnchions of factual
accuracy that elevate his philosophical idealh#olofty, beauteous permanent
and enduring realm” (145). His principles are frantiquity and the old
masters whom he embraced because they servedhmgsetf-art core that
viewed good art as a positive cultural force to hiimanity and civilization
(Wunderlich 145).

Darley was a principled idealist who, in the woadsNunderlich, tried to
“bring back the value of soulful idealitya present world of materialism
and tangibility” (147). He is a failed speaker,aldd socialite who tried to
draw forth traces of beauty from paint and word®e bpposed popular
ignorance in his prose writings, he was a victinpablic distorted taste, and
also his disability, stammering, devastated hisat@tanding (Wunderlich 148-
9).

As Wunderlich quotes from Abbott, Darley “was a maho regarded
literature and art as other men regard religiond therefore, “was revolted by
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the pretentious and slipshod” (150). He was pderty unfortunate, solitary,
introspective, and felt deeply a lack of succegsh e general public, and took
shy refuge in anonymity in much of his public wdtlevanthal 2).

Bradshaw discusses that Darley was ahead of hés tman indeterminate
way, “in which the seed of Victorian style which hepresents is brought
forward to meet a backward-looking post-war stadd#rtaste” (7). Bradshaw
goes on to assert thidepenthas the narration of the dreamer-poet’s search for
“a universal panacea’ and “his fluctuating fortunas he is swept through
exotic land- and sky- scapes on waves of intoXacét{15).

The phoenix Darley portrays in his poem, accordmd@risman, is the
symbol of freedom “from anxiety by the dispensatiaccording to which
weakness and diminutiveness are but signs of thvbom” because the
phoenix is always close to birth and rebirth, asd‘ielationship to the sun is
that of happy weakness to benignant strength” 4Steadfast she gazed upon
his fire / Still her destroyer and her sire” (13B)e depicts the death of the
phoenix among the “mountainless green wildes/ afbda”. The phoenix lives
in a world where all is clear to her and nothingden, “here ends she her
unechoing song” because there is no other phoemeply to her. This song is
an echo of Darley’'s own song. As he is absorbed afiservation, he gains
access to the beautiful vision of the phoenix gaanthe sun (Flesch 302).

In his anthologyThe Spirit of ManBridges makes a note upon “The
Phoenix”, stating that the image of the sun is bletan the poem as the
phoenix is “sprung of the sun and is killed by twn”, and he notes that the
phoenix is melancholy as well as glad (cited in@ol353). When Darley
looks up to see the phoenix he sees the sun nmdriorthe phoenix’s eyes, in
Darley’s words, the phoenix was “Glassing the g&at in her eye”, and

Stedfast she gazed upon his fire,

Still her destroyer and her sire!

As if to his her soul of flame

Had flown already whence it came. (Lines 25-29)

Here, the sun as a source of creative energy essfhie phoenix to bring about
its death which will lead to its rebirth and resation.

Darley’s description of the phoenix’s song at tiheetof death is also
notable compared to that of Nima:



42 Persian Literary Studies Journal (PLSJ)
Here ends she her unechoing song!
With amber tears and oderous sighs
Mourn'd by the desert where she dies! (Lines 14-16)

Like Nima’s phoenix who “cries out a plaintive séri¢yhose meaning
knows no passing bird” Darley’s phoenix has an “unechoing” song and
“amber tears” and “oderous sighs”, and is “mourbgdhe desert where she
dies”. Both Nima’'s and Darley’'s phoenixes are pietbas melancholy. In
Nima’s poem the phoenix’s bitter song is followedits drunkenness from its
inner pains. It is interesting that the phoeniDiarley’s poem has at the final
moments a joyful death wail and triumphant tone:

The while with shrill triumphant tone
Sounding aloud, aloft, alone,
Ceaseless her joyful deathwail she
Sang to departing Araby! ( Lines 46-49)

Darley, in his attempt to escape the horrors o$gmg pictures a phoenix
on the edge of annihilating itself with the hopebefng resurrected in a better
time and situation. A drop of the phoenix’s blooduld provide Darley with
the motivation to seek the elixir of poetry. Here tesembles Nima in his
presentation of the phoenix as being dissatisfigtl the peculiarities of life
and one who tries to prevent its life from goingrain.

Taking a glance at his personal life, Darley wasduse, not only because
of his physical deficiencies, but also as a resuhis moving away from some
dominant literary conventions of his time toward ttenets of Victorian
literature. To show his dissatisfaction with thereat literary course, he yearns
for a rebirth of literature as symbolized in hisepo“The Phoenix”. Moreover,
he is not content with his position in the societya poet who is not perceived
by his contemporaries; thus, in some ways, he relesnhimself to the phoenix
that turns its face from the society and burndfiteebe born anew.
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Nima and Darley’s Use of the Phoenix as Archetypd&eflection of Their
Own Psyche
According to Jung, a myth comes alive after itaslaimed and verified by the
human psyche. A myth takes on new life and meanumgn the mind,
sometimes desperately, attempts to respond adéguatpressures from the
world and the collective unconscious (Walker 95¢Tghoenix, itself, is the
“universal symbol of birth, rebirth and resurreatiorising from his own
ashes”, which suggests dying to one’s own and eknfsamystical journey of
descent, involving courage, commitment and trusbmeself when there is
uncertainty around and within (Duckett 90).

In the case of Nima and Darley, the myth of the guio becomes
meaningfully explainable when we take a look airteecial life, their career as
poets, and their individual views on human, natam] art. Considering the
associations made to the phoenix in mythology ahd tircumstances
surrounding the poets’ lives and career, a meanirgfrrespondence between
the archetypal phoenix and the poets will be oleskry

It is interesting to see that archetypal imagesndoénherent in the
human psyche, are invoked and cited by individudle live in different times
and locations to express almost the same emotihpsychic circumstances.
Nima and Darley are two poets who are unpleaseld thé current social and
literary trends and yearn to turn their faces agjfaotd traditions while they find
themselves lonely on the course of change andftnanation. They, therefore,
make use of a mythological bird as an emblem ofuege for rebirth and
resurrection.

Conclusion
Birds are associated with the power of mind, anel phoenix specifically
serves as a sign of invincibility and the contimatof soul and life,
resembling the poets in that their imagination giwem the power to
transcend beyond the ordinary earthly involvemants perceive truths through
visions and poetic inspirations. The phoenix isifd hat, though suffering,
refuses to conform to the existing unpleasant omstances and annihilates
itself for the sake of a sublime purpose, givingeav life to its yearned for
dreams. In the same way, the poets devote thensselvieir poetry and take
the role of a reformer, a rebel, a critic, an in@ov, or even a warrior.
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Meanwhile, they might go through suffering and @digon from society and
finally, they might annihilate themselves in fawitheir ideals.

Both Darley and Nima, being in some ways spiritad literary recluses,
were poets who sought to move against the curitenay trends of their times.
In so doing, they would inevitably go through suffig and isolation from the
society, while they tried to establish (in the cak&lima) or to contribute to (in
the case of Darley) a new literary course, so timratold follies and limitations
fade away in favor of a more acceptable literargtedaand attitude. The
mythological bird of rebirth and resurrection, thieoenix, properly serves the
intention of these two poets. Biographical evidendeo, show the two poets’
affinities with the archetypal implication behintlet myth of the phoenix.
Myths can be interpreted as if they were a dreamroer psyche of a dreamer
according to Jungian theory, and both poets’ ush®imyth of the phoenix is
in similar ways the reflection of their inner psgciNima and Darley employ
the archetypal phoenix in a free expression ofrtleeeative fantasy, and
connect their psychic states with external eventkraalities of their social and
individual life.

Notes
Translations of Nima’s poems appearing throughbetdrticle are mine. They
have been translated from the official website ofm&l Yushij at
www.nimayoushij.com.
Tarkidehaftab-e semej ru-ye sanggh (“Qognus”, line 27).
’Hes mikonad ke zendegi-ye u chehmorgtin-e digar ar be sayad/ dar
khab-o khord/ ranji bovad kazn natadnand am bord (“Qoqgnus”, lines 28-
36).
% bangi batirad az tah-e del suak-o talkh (“Qognus”, line 45).
“Ghoghnus, morgh-e khosthikh avaze-ye jalan/ avareh mandeh az vazesh-e
badha-ye sard/ bar gtkh-e kheyzain/ benshaste ast fard./ bar gerd-e u be har
sar-e shkhi parandegn (“Qoqgnus”, lines 1-5).
® Ghesse-ye Rang Parideh
® Zendegi dar shahr farsayad mara (“The Pale Tk 277).
" Nist hargez shahr jaye zendegi (“The Pale Taieg 288).
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8 Ey darigh roozegare kudaki/ ke nemididam az in gham-ha ¢8kie Pale
Tale”, lines 457-458).

° bangi baérad az tah-e del suzk-o talkh/ ke ma’'niash nadad har morgh-e
rahgozar (“Qoqgnus”, lines 45-46).
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