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Abstract

This study explores how subjectivity has been represented in a selection of
Sorani Kurdish novels from Iragi and Iranian Kurdistan that were published in the first
decade of the twenty-first century. Due to the statelessness and suffering of the
Kurds caused by the political and cultural oppression, the first Sorani Kurdish novel
emerged as late as 1961 and yet only established itself towards the end of the
century. Within such an acute context, the novel became a tool in the hands of
Kurdish authors which they utilised to preserve and promote Kurdish identity, culture
and language. With the establishment of cultural centres and publishing houses in
diaspora during the 1980s, the establishment of a quasi-independent Kurdish region
in Iraq in 1991, and the Iranian government’s easing of publication in Kurdish by the
mid-1980, the Sorani Kurdish novelists seized the opportunity to redefine the
relationship between political commitment and aesthetics and to consider the

possibilities for an analysis of different forms of subjectivity.

All the twenty-first century Sorani Kurdish novels examined in this research have
discarded, to one degree or another, the realist mode of writing which dominated the
Sorani Kurdish novel until the early 1990s. That is, experimentation with new modes
of writing and narrative techniques are the common feature of the novels examined
here. By carrying out a close reading within a contextual framework and by drawing
on Mikhail M. Bakhtin’s theory of the novel, narratology, and theories of subjectivity,
this study intends to illustrate the newly emergent modes of wriring and discourses in
selected twenty-first century Sorani novels and their implications for the

representation of reality and subjectivity.

This study demonstrates that the Kurdish novelists from both Irag and Iran
all focus their attention on recent events, relevant to each region, and how they
changed the ways subjectivity could be imagined and depicted. The more modernist

and postmodernist in form and narration the selected novels are, the more
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fragmented and passive subjectivity is; and the society that is represented in these

novels appears to have separated from its high values and ideals.
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To transcribe Kurdish texts, | have used a modified version of Bedirxan’s Hawar
alphabet to suit the Sorani dialect. Except for the names Anglicized by the writers
themselves, | have transliterated the names of other Kurdish writers and scholars
and those appeared in the Kurdish texts. Romanization is done according to the

following list of transliteration.
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CHAPTER ONE

Introduction

This study explores subjectivity in a close reading of five Sorani Kurdish novels
from Iragi and Iranian Kurdistan that were published in the first decade of the twenty-
first century. | focus on the twenty-first century Kurdish novel because it was only
during the last years of the twentieth century that Kurdish writers became obsessed
with the aesthetic and formal aspects of the novel. Under the influence of the
Western novel, either directly or indirectly through translation, some Kurdish
novelists from both parts of Kurdistan recognized the significance of form in
presenting new subjectivities in an unstable and changing environment as well as in
forming the readers’ perception of themselves and of reality. Before progressing to
further details of previous works concerning the Kurdish novel, the criteria for
selecting the novels, the purpose of this study and the theoretical framework, | shall
briefly discuss the emergence and development of the Kurdish novel by focusing on

the Sorani novel produced in both Iranian and Iraqgi Kurdistan.

1.1. The Kurdish novel: from writing in Kurdish as a political act to aesthetic

political writing

Kurdish history has been notoriously disconnected and conflict-ridden since it
abounds with political failures, rebellions, and massacres, and a story that is still

unfolding in most parts of Kurdistan.! For centuries, Kurdistan was governed by the

! The Kurdish issue is only to some extent resolved in Iragi Kurdistan since the Kurds enjoy a semi-autonomous
regional government. However, they did not achieve this democratically through the dialogic process, but rather,
as a result of decades of severe war with Iragi central governments. In Turkey, over three decades of warfare
between the PKK and the Turkish government came to an end in 2012 and a vulnerable peace- negotiation has
been under way since then. After the civil war in Syria escalated, the Kurds took the opportunity to establish the
de facto independent Kurdish regions there. However, in the past few months, at the time of writing they have
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semi-autonomous principalities (Emirates), some of which, including the Marvanids
of Diyarbekir achieved total autonomy (McDowall 1992, p. 26). Kurdistan, as Amir
Hassanpour notes, “looked like a mosaic of principalities, tribes, towns, and cities.”
(2003, p. 109). As such, they were recognized by central governments, in exchange
for tribute payments or the provision of troops when needed. For the first time in
history, after the Treaty of Zohab in 1639 Kurdistan was divided between Ottoman
and Safavid, three-quarters of which remained under Ottoman’s suzerainty. By the
mid-nineteenth century, the centralization policies of the Ottoman and Safavid

empires had eventually brought an end to the life of the Kurdish principalities.

Yet again the Kurds faced further fragmentation politically, socially, and culturally
when they found themselves appropriated as minorities in some of the new modern
nation-states which replaced the Ottoman and Qajar empires after World War |.
Furthermore, the nation-states hosting the Kurds showed a great intolerance and
brutality towards Kurdish culture and language. Except for Iragi Kurdistan, education
and publication in the Kurdish language was not recognized by the hosting countries.
Yet, Turkey’s policies towards Kurdish identity and language were more relentless
than in the other countries where Kurds lived. The new leaders of modern Turkey
denied the existence of the Kurdish people, and consequently the Kurdish language,
altogether and labelled the Kurds as “mountain Turks”. (See Hassanpour 1992;
McDowall 2004). Hassanpour regards Turkey’s and Syria’s policies towards the
Kurdish language as “linguicide” or “linguistic genocide” (1992, p. 124). Although Iran
did not take such extreme measures against the Kurdish language, it did not
acknowledge the right of education in the Kurdish language and either banned its
publication or severely restricted it.

It does not then come as a surprise that within such severe circumstances,

Kurdish literature in all its forms suffered. Yet among literary genres, Kurdish fiction,

been defending themselves against the so-called Islamic State (also known as ISIS and ISIL). In Iran the Kurdish
up
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which was born only in the second decade of the twentieth century, found it
extremely difficult to establish itself. The scholars have attributed the late emergence
of the Kurdish novel and its further delay in establishing itself to socio-political and
economic barriers. Sabir Resid rightly points out that the undeveloped publishing
houses and journalism as well as the high rate of illiteracy among the Kurds,
especially in the first decades of the twentieth century, were the main barriers in the
way of the rise and development of the Kurdish novel (2007, p. 68). Looking for the
reasons for the late emergence of the Kurdish novel, Ibrahim Qadir Muh’emed
proposed that it was the political circumstances in Kurdistan which underlay the
undeveloped publishing houses and illiteracy. He argues that the political repression
in Kurdistan for the greater part of twentieth century made it extremely difficult for
novel writing since it takes time and concentration compared with other genres
(1990, pp. 15-16). Ata Nahaee however, argues that apart from the political
impediment, the rural structure of Iranian Kurdistan (this was also the case with other
parts of Kurdistan) and the lack of developed cities since fiction is an urban
phenomenon, were the main problems hampering the development of the Kurdish
novel in Iranian Kurdistan (cited in Ahmadzadeh 2003, p. 168).

The novel is a genre that requires considerable time and effort much more than
a short story or poetry; a stable life, and a financial source for the author which,
except for the Kurds living in the Soviet Union, did not exist in any part of Kurdistan
before the 1990s, is also necessary. The length of time before a novel is published,
(sometimes long after its author’s death) also contributed to the difficulties faced by
Kurdish authors who were experimenting with the novel form in the first eight
decades of the twentieth century. | shall now briefly outline the fortune of the first
Kurdish novels written in Iragi Kurdistan between 1920 and 1970, which from the
outset of the establishment of modern Iraq enjoyed a relative cultural freedom.
However, during the same period no Kurdish novel was published in Iran, Turkey,
and Syria due to the central governments’ suppression of any aspect of Kurdish

identity.
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Although there is disagreement among Kurdish scholars whether to classify it as
a novel or a short story (which | shall discuss later in this section), the first novel was
written in 1927 or 1928 by Eh’med Moxtar Caf (1899-1935) entitled Meseley Wijdan
[The Question of Conscience]. However, the novel was published as late as 1970,
forty two or forty three years after it was written and thirty five years after its author’s
death. Less than three decades later, Ibrahim Ahmed (1914 - 2000), a prominent
Iragi Kurdish politician and writer, wrote his first novel, entitled Jani Gel [The
Suffering of a Nation] in 1956. One year later, in 1957 he was arrested. His novel,
together with his notes were kept by his friend until 1967 (Ahmadzadeh 2003, p. 173)
and the novel was published in 1972, sixteen years after it was written. The novels,
Agiri Bin Ka [Fire beneath the Hay] by Se‘id Nakam and Réga [The Road] written by
Muh’emed Mewl(d (better known as Mem) also suffered the same fate as their
predecessors. They were both written prior to 1970 and came first and second,
respectively, in a literary competition held in Iraqgi Kurdistan in 1991(Resid 2007, p.
73). However, none of the authors could have their novels published until the 1990s:
Réga was published in 1992 and Agiri Bin Ka in 1999. This was because there were
great hurdles in the way of cultural activities, including literature, in Iraqgi Kurdistan—
the only part of Kurdistan where the central government had, at least, acknowledged
the cultural rights of its Kurdish population. However, the situation for a minority of
Kurds living in the former Soviet Union was by far better than that in other parts of
Kurdistan.? The rise of the first Kurdish novels here shows the significance of political

stability and financial support for any cultural activity and especially for the novel.

Terry Eagleton defines the novel as a genre characterized by its resistance to
“exact definition” which makes it difficult to say “when the form first arose” (2005, pp.
1-2). Apart from the lack of a single definition of the novel, the political and

geographical complexities of a divided Kurdistan make it yet more difficult to

>The precise number of Kurds living in the Soviet Union is not clear. However, as Vanly says, “Soviet
Kurds themselves give estimates that range from approximately 300,000 to a precise figure of
1,120,000 [in the early 1990s].” (1992, p. 163).
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determine the first Kurdish novel. As Hashem Ahmadzadeh points out, when talking
about the first Kurdish novel, we have to take into consideration the “divided nature
of the Kurdish speech community and the lack of any organic relationship between
its divided parts.” (2003, p. 169). He argues that the linguistic and political barriers,
has made it impossible to pinpoint the first Kurdish novel “in the framework of a
Kurdish national unity.” Instead, Ahmadzadeh suggests the possibility of the ‘first
Kurdish novels’ (ibid.). That said, | shall discuss the rise of the first Kurdish novel
regardless of its dialect or the region it comes from and then the emergence and
development of the novel in Iragi and Iranian Kurdistan which is the focus of this

study.

The state’s sponsoring of the ethnic minorities in the former Soviet Union
provided a great opportunity for the Kurdish writers who lived there. The Kurds
mainly lived in Armenia, Azerbaijan, and Turkmenia of the Soviet Union. However,

according to Ismet C. Vanly, Armenia was the only Soviet republic which,

[P]reserved and protected Kurdish cultural infrastructures after the persecutions under
Stalin. The Kurdish intelligentsia is mostly from Armenia, which is largely due to the
fact that the Armenian Kurds have been able to be educated in their own language at
primary and secondary level except in scientific subjects. The Writers' Union of
Armenia has a Kurdish section and there is a flourishing department of Kurdish studies
in the Oriental Studies Institute of the Armenian Academy of Sciences with a joint
Armenian-Kurdish faculty board. A large number of books including textbooks, literary
and scientific works as well as translations of foreign authors have been and continue
to be published in Kurdish. Kurds are represented politically on the Central Committee
of the Armenian Communist Party, in parliament and in the government while the
Armenian radio broadcasts news, music and other programmes in Kurdish. (1992, p.
164)

Under such favourable conditions Kurdish writers found the stability and the financial
support needed for experimenting with the novel which, as | have noted, is a time-
consuming and strenuous work. Erebé $Semo (1898-1978) from the former Soviet
Union (known as Arab Shamilov in the Soviet Union) wrote the first Kurdish novel in
1935 entitled Sivané Kurmanca [The Kurdish Shepherd] which was published in
Yerevan (Resid 2007; Ahmadzadeh 2003). This novel, along with his other two
novels, Kurdé Elegozé [The Kurds of Elegoz] (1958) and Berbang [The Dawn]
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(1958), together with the work of another Soviet writer Eliyé Evdirrehman entitled,
Xaté Xanim [Mrs Xate] (1958) were the earliest Kurdish novels to be published.?

Before these works, no Kurdish novels existed in other parts of Kurdistan.

There is, however, some dispute among Kurdish scholars over the first Kurdish
novel in Iragi Kurdistan. A great number of critics consider Caf’s, Meseley Wijdan as
the first Kurdish novel in Iraqi Kurdistan. Its generic features are issues of dispute
among the scholars as to whether it is a novel or not, but in any case, the fact that it
remained unpublished until 1970 makes it pointless to speculate over the possibility
of it being the first Iragi Kurdistan’s novel. Those critics who classify Meseley Wijdan
as a novel argue that the size of a work is not the only criterion in defining it as a
novel or a short story. Muh’emed, for example, contends that Meseley Wijdan is a
novel because it has the main elements to be found in this genre, that is, characters,
theme, plot development, and the protagonist’s transformation (1990, p. 6).
However, as Kawan Othman Arif rightly points out, these elements are not unique to
the novel; they could also be found in a short story or a novella (2009, p. 4).
Ahmadzadeh (2003, p. 172), Resid (2007, p. 66), and ‘Adill Germyani (1996, p. 27)
are also among those scholars who consider Caf’s work as a novel. On the other
hand, Ih’'san Foad in his introduction to the first edition of Meseley Wijdan places it
somewhere between a short story and the novel (2007, p. 70.) Among the critics who
share the same opinion one can name H’isén ‘Arif (1977, p. 30-35; 1987, p. 149),
‘Umer Berzinci (1978, p. 24), and Himdad H’isén (2007, p. 101). | do agree with the
latter’'s argument in considering Mesley Wijdan as a short story, since this work is
composed of only forty three medium sized pages which lack a unique feature that
distinguishes it from other short stories.

What is then, the first Iragi Kurdish novel? The first Kurdish novel in Iraqi
Kurdistan was about to be born after Muh’emed ‘Eli Kurdi published three

instalments of his novel, Nazdar ya Ki¢i Kurd le Ladé [Nazadar, or the Kurdish Girl in

® The information is taken from Ahmadzadeh (2003).
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the Village], in issues 7, 9, and 11 of a Kurdish journal entitled Runaki in 1936.
However, the novel was never completed because the journal closed down. Nor was
the complete version of the novel published later, unlike most of the earlier Kurdish
novels (Kawan 2009, p. 5; Ahmadzadeh 2003, p. 172). Ahmadzadeh, then,
considers Eh’'med’s Jani Gel (1972) to be the first Iragi Kurdish novel (2003, p. 173).
However, this contradicts an earlier statement which he wrote in a footnote, that
Meseley Wijdan meets the criterion of a novel. In another footnote he listed the
novels published in Irag by 1990. In the list, Asti Kurdistan [Kurdistan’s Peace] is
cited as the second novel published in Iraq after Reh’'im Qazi’'s Pésmerge which was
written by an Iranian Kurd (2003, p. 167). Then, according to his claims, either
Meseley Wijdan or Asti Kurdistan must be the first Iragi Kurdish novel. Since, as |
argued, Meseley Wijdan is a short story, | would regard Asti Kurdistan (1970) as the
first published Iraqi Kurdish novel (cf. Arif 2009, p. 5).

After En’'med’s Jani Gel in 1972, no Kurdish novel emerged until the 1980s. In
effect, the Kurdish novel in Iragi Kurdistan could only establish itself by the mid-
1980s when some significant works were produced,* and then flourished in the
1990s. 1991 became a turning point in the history of Iraqi Kurdistan. Three decades
of resistance against Iragi governments finally came to fruition and it became a

quasi-autonomous region within the borders of Irag.” Although the 1991 uprising led

* These novels are: Sar (1986) (first vol.) by H'usén ‘Arif; Kwéxa Séwé (1986) by ‘Ezizi Melay Res,
Hisam Berzinci’'s Kangay Bella (1988), Gheflr S. ‘Ebdulla’s Tiwanewe (1988), and Himdad H’isén’s
Mallawa Gulli Xem (1988). During the same period some other Kurdish novels were published
clandestinely, known as Edebyati sax (Mountain Literature). These novels are, Heres (first vol.) (1985)
by Muhemed Mukri. Tulle and Heres (second vol.) by the same author published in 1985 and 1987.
Kuct Sar (1989) by Heme Kerim Arif. Kéwi Mezin (1989) by Karwan Ebdullah (this information is taken
from Resid (2007, p. 12)).

® The Iraqi government occupied Kuwait in 1990. Before long a U.S-led coalition intervened and
launched severe aerial and ground attacks on the Iragi troops. In the meantime, the Iraqi Kurds took the
opportunity and freed some parts of the Kurdish areas in Iraq. However, as soon as Iraqi regime signed
a cease-fire with the allies, they relentlessly carried out violence and retook the freed Kurdish areas. It
led to the mass flight of 1500,000 to 2000,000 Kurdish civilians to Turkish and Iranian borders in the
bitter winter of Kurdistan and under Saddam’s bombardment. Many thousands died before crossing the
borders (McDowall 2004, p. 373). The images of such a massive atrocity in suppression of the Kurds
were reflected in the world media and impressed public opinion. UN Security Council members passed
Resolution 688 on 5 April in order to protect the Kurdish civilians. The Resolution 688 paved the ground
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to a relative autonomy and freedom for the Iraqi Kurds, the economy was not so
promising. Before long, the Iraqgi regime’s economic siege, which itself was under the
UN’s embargo, tightened the noose around the newly established Kurdistan
Regional Government, the KRG’s neck, as a result of which Iraqi Kurdistan faced a
“double embargo”.® Consequently the situation deteriorated as the economic
embargos on the region intensified the old rivalry between the two main parties,
namely, the Kurdistan Democratic Party (the PDK) and the Patriotic Union of

Kurdistan (the PUK), which finally led to a severe civil war from 1994 to 1998.

Despite the economic hardship and a devastating civil war, the Kurdish novel
made unprecedented progress in this decade both quantitatively and qualitatively
(Resid, 2007, p. 8; Ahmadzadeh 2003, p. 177; Arif 2009, p. 10). The division of Iraqi
Kurdistan between the two main parties and the severe conflict between them, as
Ahmadzadeh notes, not only failed to prevent Kurdish printing, but caused it to
thrive, since the rival parties promoted it “as a propaganda weapon against each
other.” (2003, p. 148). In Erbil alone, the capital of KRG which was controlled by the
PDK, some forty five Kurdish journals and newspapers were published. The situation
in the city of Sulaimani was even slightly better since it produced fifty Kurdish
journals, magazines, and periodicals (ibid.).The increasing number of cultural
centres and publishing houses in turn, facilitated publication of the Kurdish novel and
its development in Iraqi Kurdistan.

Discussing the first Iranian Kurdish novel is not a controversial and complicated
issue as in the Iragi Kurdistani case. The first Sorani Kurdish novel was written by
Reh’im Qazi who was an Iranian Kurd. However, he had to publish his novel entitled
Pésmerga [Guerrilla] in Baghdad in 1961 due to the political and cultural oppression
of Iranian Kurdistan by the central government. Moreover, during the time of the

Republic of Mahabad in 1946 Qazi was sent to the former Soviet Union to study,

for establishing a “no-fly zone” and “safe haven” by the United States, though reluctantly, under which
the Kurds remained safe from Saddam’s aerial bombardments (ibid.).

® For more information on the political and economic circumstances of Iraqi Kurdistan during the 1990s,
see (McDowall 2004, pp. 376-392;Yildiz 2004, p. 50).
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together with several others. Since the Republic of Mahabad fell in the same year,
he had to stay in the Soviet Union for the rest of his life; he died in 1991. Since the
creation of modern Iran in 1925 until the Iranian revolution in 1979 and the overthrow
of the Pahlavi dynasty, both Pahlavis undertook a denial and oppression policy
towards the Kurdish language and culture. | shall briefly discuss the cultural activity
in general, and novel-writing, specifically, in Iranian Kurdistan and the problems

faced under the Pahlavi and the Islamic Republic regimes.

Reza Khan seized power in a British-backed coup d’état against the government
of Qajar in 1921 and in 1925 declared himself the King of Persia (1925-41)
(Hassanpour 1992, p. 125). Before long, Reza Shah attempted to take full control of
the loosely integrated state. In order to centralize a multi-ethnic society, “among
other coercive measures,” as Hassanpour says, he implemented, “the exclusive use
of the Persian language in education, administration, and the mass media.” (1992, p.
126). Furthermore, he imposed the “elements of uniform dress on urban, agrarian
and pastoral peoples” (McDowall 2004, p. 225) and consequently banned “all
Kurdish cultural traditions, dress, literature, music and dance.” (Hassanpour 1992, p.
126). Reza Shah prohibited the use of the Kurdish language, first at school and then
in public in both spoken and written forms. People could be humiliated and tortured
on charges of simply speaking in Kurdish (McDowall 2004, p. 225; Hassanpour
1992, p. 126).

The Iranian Kurds’ situation slightly improved with the abdication of Reza Shah
in 1941. His successor, Mohammad Reza Shah (1941-79), undertook a less extreme
measure against the Kurdish language and culture, especially, “whenever the
government was weak or threatened.” (Hassanpour 1992, p. 130). His government
initiated and sponsored limited and controlled cultural activities, for example, the
“initiation and expansion of Kurdish broadcasting, limited publication in the Kurdish
language” which was mainly a response to the regional developments (ibid.). That
said, none of these activities, as Sheyholislami points out, enhanced “the status of
Kurdish [language]. It was still considered a “dialect” of Persian, was not taught in
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schools, and more importantly was not the medium of instruction in the formal school
system.” (2012, p. 28). Mohammad Reza Shah then, more or less followed his
father’s policies with respect to “Persianizaton” and the assimilation of minorities.
Participating along with other peoples of Iran in the events leading to the 1979

Iranian revolution, the Kurds hoped to achieve their political and cultural rights.

It soon became obvious that the new Islamic regime had not changed in terms of
its attitude towards, the “multilingual and multicultural nature of Iran.” (Hassanpour
1992, p. 131). They even refused to implement the limited cultural freedom stipulated

in Article 15 of the Constitution of the Islamic Republic of Iran:

[T]he official and common language and script of the people of Iran is Persian. Official
documents, correspondence and statements, as well as textbooks, shall be written in
this language and script, however, the use of local and ethnic languages in the press
and mass media is allowed. The teaching of ethnic literature in the school, together
with Persian language instruction, is also permitted. (Cited in Hassanpour 1992, p.
131)

“The teaching of ethnic literature in the school” never took place in Iranian
Kurdistan,” but remarkably, publication in Kurdish, both private and state sponsored
increased after the revolution. (Hassanpour 1992, p. 131; Sheyholislami 2012, p.
33). “The rather relaxed policy on the use of Kurdish in broadcast and print media,”
Hassanpour argues, “can be explained by the political situation prevailing in
Kurdistan and the region.” (1992, p. 131).

Sirwe [Morning Breeze], a state-backed monthly literary and cultural magazine,®
was the first publication in Kurdish to emerge after the 1979 revolution with the
prominent Kurdish poet, Muh’'med Emin $Séxolislami (better known as Hémin), (1921-

1986), as its editor. Between the early 1990s and the mid-2000s and especially

" After a last minute cancellation of a B.A. programme in the Kurdish Language and Literature at the
University of Kurdistan in Sine (Sanandaj) in the academic year of 2003-2004, the government of
Hassan Rohani announced that this module will be inaugurated in the academic year of 2015-2016 (for
more information, see

http://www.bbc.com/persian/iran/2015/07/150725 126 _iran_kurdish _language kurdistan university).
8 At first Sirwe was published quarterly; but after a few years it became a monthly magazine.
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during the government of the reformist president Khatami (1997-2005) as many as
twenty Kurdish periodicals were published (Sheyholislami 2012, p. 33).° However,
Sirwe was still the most significant literary and cultural journal that played a
remarkable role in encouraging Kurdish prose and literature in Iranian Kurdistan, and
for years it was the only venue for the Kurdish writers in Iran to publish their works
(also see Blau 2010, p. 27).'° With the end of Khatami’s presidency and
Ahmadinejad’s coming to power, the relative cultural relaxation gave way to a
relentless cultural oppression: most of the Kurdish periodicals, one after another
were shut down either due to “financial difficulties or political restrictions.” (ibid.)
Even Sirwe which was backed by the state was not immune to Ahmadinejad’s

oppressive policies and was closed down in 2010.*

As it was the only literary journal during the 1980s Sirwe paved the way for the
emergence of the first Kurdish novel in Iran and the second Iranian Kurdish novel
after Qazi’'s Pésmerge. Having started his literary career in Sirwe, Fatah Amiri wrote
his first novel entitled Hawarebere [Boisterous] in 1990. Since then, the Iranian
Kurdish novel has thrived, in both quantity and quality. According to Ahmadzadeh, by
2004 as many as twenty Iranian Kurdish novels were available, of which “seven were
published abroad, four in Iraqi Kurdistan and nine in Iranian Kurdistan.” (2005, p. 35).
The development of the Iranian Kurdish novel therefore is both due to the occasional
relative cultural relaxation after the 1979 revolution and, over and above, the

establishment of a quasi-independent Kurdistan in Iraq which has provided Kurdish

° One can name, among others, Awéne, Asti, Strwan, Rojhellat, Merdum, Aso, Zirébar, Didgah, Riskan,

Peyami Kurdistan, Mehabad (Mahabad), and Plsper (see Sheyholislami 2012, p. 33).
1% For example, Ata Nahaee and Fatah Amiri are two prominent Iranian Kurdish novelists who started
their literary careers by writing columns or short stories in Sirwe.
! Like Hassnapour (1992), Sheyholislami argues that the Islamic Republic’s relative support of Kurdish
publication in Iran, especially Sirwe, was not a genuine shift in the government’s attitude towards the
Kurdish language and culture. Rather, he holds that “the central government had its own propaganda
objective in supporting Sirwe [...] the government was desperate to reach Kurdish audiences after
several years of civil war in the region. The authorities probably hoped that having a controlled, well-
circulated Kurdish magazine would quench the thirst of Kurdish readers and writers for a literary venue,
so that they would not resort to clandestine publications and media run by Kurdish oppositional groups.”
(2012, p. 33).
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writers in Iran with an alternative means of publication when rejected by the Iranian
authorities. As Philip Kreynbroek argues, while the Kurmaniji dialect developed
entirely in diaspora (1992, p. 68), and Kurmaniji literature mainly flourished there (for
more information, see Ahmadzadeh 2003, p. 165; Galip 2012, p. 15; Scalbert Yicel
2011, p. 172), the Sorani dialect and Sorani literature have mainly developed in Iraqi
Kurdistan and in Iranian Kurdistan. Yet a good deal of Sorani works have been
published in diaspora. There were twenty two Sorani novels published in diaspora by
the early 2000s, seventeen of which were written by the Iraqi Kurds and the
remainder by the Iranian Kurds (ibid. p. 166).

The earlier Kurdish novelists, both from Iragi and Iranian Kurdistan, who wrote
novels during the severe conflicts between these governments and their Kurdish
population, opted to preserve and promote Kurdish identity, culture, and language.
Within such an acute context, then, their novels presented and validated a form of
conformist and one-dimensional subjectivity. The characters in these novels were at
one with their society and were guided by a predetermined and unquestionable duty
to willingly sacrifice their lives for their homeland, that is, Kurdistan. In other words,
these novels foregrounded conformity and eliminated any manifestation of
individuality and transgression of the social norms. With the improvement of the
socio-political circumstances in Iragi and, to a lesser extent, in Iranian Kurdistan by
the 1990s, there was a significant shift in the form and content of the Kurdish novels

produced in both parts of Kurdistan.

The dissatisfaction with the Kurdish government which had been established in
Iraq in 1991 led to a split in the hitherto unified subjectivity which was in congruence
with the society and defined by its place in it, as represented in the novels prior to
1991. The Iragi Kurdish novelists, therefore, found realism inadequate to represent a
newly emerged individual character which gained its subjectivity by opposing the
political system and the prevailing social norms. They experimented with the new
modes of writing of, predominantly, modernism and magical realism in order to
portray a form of subjectivity that was at odds with its society and to explore the
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possibility of a different subjectivity in an alternative world, respectively. The Kurdish
armed-struggle in Iranian Kurdistan unlike that in Iraqi Kurdistan did not secure any
form of autonomy or federalism, which was what the main Kurdish parties
demanded, to become disillusioned and disappointed in the case of its failure. Yet
the frustration and disappointment had prevailed Iranian Kurdistan by late 1980s due
to an unsuccessful revolution in 1979 along with a decade of fruitless severe war
with the new regime. Consequently a new generation of novelists appealed to
modernist and postmodernist modes of writing towards the end of 1990s in order to
portray a fragmented subjectivity in search of meaning and the lost values in a

“morally bankrupted” society.*?
1.2. Research Questions

| take a textual analysis to examine subjectivity in the contemporary Sorani
Kurdish novels. Whereas most of the scholarly works on identity in Kurdish studies
have focused on national identity, this study foregrounds individual identity. In effect,
it seeks to investigate how various discourses, for example, of nationalism, gender
and sexuality, on the one hand, and the socio-political circumstances, on the other,
affects subjectivity and accordingly the aesthetic modes and narrative techniques

through which it is represented.

The current research, then, opts to seek an answer to the following question:
What are the dominant modes of writing (realism, magical realism, modernism, and
post-modernism) in the selected novels and what are their implications for the
representation of subjectivity? How do the novels here present Kurdistan and
Kurdish nationalism and deal with the issue of political commitment and how does it

affect the subjectivity represented? How are women and men represented in these

'2 As in the case of any literary movement, the shift in literary orientation from realism and social realism
to modernism and post-modernism in Sorani Kurdish novel did not happen overnight. But this shift
occurred over time and in a process accelerated by the social circumstances and historical events.
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texts? What do these novels say about gender and sexual differences? And how do
the representations of male and female sexuality can reproduce the whole
patriarchal order?

By examining these novels which are all written in the first decade of the twenty-
first century, that is, after the failure of Kurdish uprising in Iranian Kurdistan in
securing autonomy for its Kurdish population and establishment of a de facto Kurdish
state in Irag, we get to know the new dilemmas, concerns, and political agendas both
reflected in and raised by literary texts. | will also be able to show that the literary
modes and narrative techniques utilized result from such rapid social changes which

directly affect the way subjectivity is represented.

1 3. Kurdish literary criticism: the lack of analytical and theoretical close
reading of Kurdish novels

Sorani Kurdish literary criticism has been mainly developed in Iraqi Kurdistan
and in diaspora. As discussed previously, in Iranian Kurdistan, Kurdish literature is
not yet taught at school; and Kurdish literature as a B.A. programme is to open at
Sanandaj University in the 2015-2016 academic year. Given the limited and
controlled Kurdish journals and publishing in Kurdish in Iran, a rather small number
of Iranian Kurds who are active in Kurdish literature usually have their works
published in Iragi Kurdistan in which a great number of Kurdish journals and
publishing houses are active. Diaspora (in mainly European Countries and especially
Sweden), although to a lesser extent in comparison to Kurmaniji literature, also
provided a great opportunity for the development of Sorani literature. The first PhD
thesis on Kurdish novels, both Kurmanji and Sorani in diaspora was submitted by
Ahmadzadeh to Stockholm University in 2003. Since then, he has published some
articles on Kurdish novels both in English and Kurdish. A decade later, in 2012,
Ozlem Galip was awarded a PhD in Kurdish Studies from the University of Exeter. In
a comparative analysis, she examines the representation of homeland and its

relationship with identity in the novelistic discourse of 100 Kurmaniji novels. Since her
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study is concerned solely with Kurmaniji novels, | will not examine it in this research.
In the next section | shall briefly outline the literary analysis of Sorani novels both in

the English and Kurdish languages.

The first Kurdish literary criticism in Iragi Kurdistan was an article that examined
Jani Gel in 1973.1% Between 1973 and 1989 all Kurdish literary analyses were in the
form of articles published in periodicals. Muh’emed’s M.A. entitled Romani Kurdi le
‘Eragda [The Kurdish Novel in Iraq] became the first Kurdish academic work to study
the Sorani novel (Regid 2004, p. 71). With the establishment of a de facto Kurdish
government in 1991 the number of M.A. and PhD graduates in Kurdish literature has
enjoyed an unprecedented increase. Consequently, apart from the Master and PhD
theses, in parallel with the rising number of literary activities in Iragi Kurdistan, a
great number of literary analyses of Kurdish literature, including the novel, also

developed.

With the exception of a few works, the Kurdish analyses of Kurdish novels failed
to meet the basic standards of an acceptable academic literary analysis.** Since
they were not grounded in a given theory, they were merely summaries of the plot,
characters, and the story of the novel. Over and above that, as Hendrén Eh’med
(better known as Hendrén) argues that, the literary analysis in Iragi Kurdistan after
1991 has been either an ungrounded praise or criticism of the critic’s favourite or

hated writers, respectively (2008, p. 83). He explains,™

There is an established trend in the Kurdish criticism: the critics apply the theories and
critical schools on a literary text without having a sufficient knowledge of them. They

3 This article, “On the Story of Jani Gel”, was written by Sebah’ Ghalib and published in the Hawkari
newspaper (cited in Resid 2004, p. 10).

Drawing on narratology theory, Sharam Qawami in a monograph examines one of Bachtyar Ali’s
novel entitled Sari Mosiqare Sipyekan. Grounded in theory, Qawami’s work, unlike most of the Kurdish
analyses, is a good example of close reading which is not trapped in simply summarizing the plot and
story of the novel. That said, the downside of this work is that it does not reference to the quoted
statements, directly or indirectly, and does not have a bibliography. Also, ‘Ebdulxaliq Ye‘qubfi, as we
shall see in chapter four, has conducted a revealing study, though in passing, of Ata Nahaee’s

Ballindekani Dem Ba.

5 All translations are mine unless stated otherwise.
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have either received these theories from a third or fourth hand or simply imitate the
Arabic or Persian critics, or they just cut some lines from the works of figures such as
Derrida, Roland Barthes, and Freud and sail into a literary text and stamp it out (2008,
p. 53).1°
In short, these works either lack any theoretical framework or they make only a
passing reference to some Western philosophers and literary critics without

engaging in their theories in order to analyze the Kurdish novels.

An example of this is Himdad H’isen’s work entitled Derwazeyék bo Rexney
Edebi Kurdi [An Introduction to the Kurdish Literary Criticism] (2007) which covers all
literary genera, namely, novel, drama, and poetry. After a brief discussion of the
types of characters in the novels he studies, for example, those that are, “flat” and
“ground”, the “primary” and the “secondary”, he then lists some characters’ names as
primary and some others as secondary. However, his reading of the novel does not
shed any new light on this text because it simply states the obvious. In the same
vein, Sabir Reshid (2007) in his work, Romani Kurdi: Xwéndinewe U Pirsyar (The
Kurdish Novel: Reading and Queries), examines some Kurdish novels and novellas.
Except for one novel by Ata Nahaee, all the novels selected are those of Iraqi
Kurdish novelists and the work simply describes the characters, plot, theme, time,
place, and the narrator in the novels concerned. As such, the work is a summary of
the story of the novel and a list of the characters which does not reveal anything new

for the reader.

To my knowledge, there are only two PhD theses and a couple of articles in
English on the Sorani novels; and Nation and Novel: a study of Persian and Kurdish
Narrative Discourse (2003) by Ahmadzadeh is the first. His study is divided into two

main parts: the first, which includes some two-thirds of his study, examines the rise

1% [E]sta le bwari rexnesazi Kurdida bwete mode ke rexnegir, bé ewey sarezayieki péwisti lew tiore w
rébaze rexneylanewe hebét, be hanke hankewe deqéki sirf, yan edebi w huneri dexate ber rehmeti
tiortyekewe, ke be lingawqQcT le desti séyem 0 ¢waremi werigirtGwe, yan be lasayikirdnewey rexney
nasergeléki Erebi w FarsT, yan be qirtandini gend déréki wek Drida, Rolan Bart, Froyd 0 ... le kitébéki
Farsi yan Erebiyewe ber debéte gyani deqékewe w le gallibi deda.
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of the Kurdish and Persian novel and its relationship with the creation of modern
nation-states in the region. Then, he traces the factors which have contributed to the
emergence and development of the Kurdish and Persian novel, for example:
modernity and “modernization”, Iranian and Kurdish nationalism, printing, journalism,
and translation of world literature into Persian and Kurdish languages. The second
part of his work deals with the formal features and the “formation and construction of

identities” in five Kurdish and five Persian novels (ibid. p. 23).

| shall not dwell on the first part of Ahmadzadeh’s work as it is beyond the scope
of this study. However, | shall briefly discuss the second part which is concerned with
a close reading of the novels and representation of identity in the Kurdish and
Persian novelistic worlds. He divides his analysis into the subcategories,
“characters”, “plot summary”, “point of view and style”, “time and place”, “the world of
the novel”, and “identity” and examines each element separately without building an
organic relationship between them. Tracing the construction of identity and
especially national identity in the selected Kurdish novels, Ahmadzadeh reviews
those dialogues, events, and conflicts which have affected the characters’ identities.
However, in so doing, he mainly repeats the story of the novel already mentioned in
the “plot summary” section, rather than conducting an analytic study in order to grasp

“‘identity” and its complexities.

Another PhD thesis on Kurdish novels was submitted to the University of
Sulaimani by Arif in 2009. His study is more analytical than other studies in the
Kurdish departments of Iraqi Kurdistan universities, both by PhD students and
lecturers. Yet, as in the Kurdish works, Arif's study lacks cohesiveness since it is
mechanically divided into various sections without a strong link between them.
Moreover, he has failed to incorporate the often-quoted Western literary critics’
statements into his argument. Like Ahmadzadeh, Arif follows the typical online
student study guides such as “CliffsNotes” and “Sparknotes” in approaching the

Kurdish novels: he examines the novels by dividing them into categories of, among
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others, plot, characterization, theme, setting, space, and time, in a disjointed

manner.

1.4. (Magical) realism, modernism and postmodernism: a clarification

Unlike poetry, Kurdish fiction, in all its forms, is a non-native literary form. In the
early part of the twentieth-century the Kurdish writers became familiar with short
story and later with novel through Russian, Turkish, Persian, and Arabic works - new
literary forms which, in turn, emerged and developed under the influence of Western
fiction in the last decades of the nineteenth century and through twentieth-century.
Kurdish novel, which is indirectly modelled on Western novel, though different at the
same time, has to be studied in relation to and in contrast with the Western tradition
of novel writing. The examined novels in this research take on a wide range of forms
and aesthetic modes: from realism to magical realism to modernism and
postmodernism. In this section | shall briefly discuss the stylistic and formal
characteristics of these modes of writing and their underlying politics in the Western
context, on the one hand, and the similarities and differences between them and
their adopted forms in Kurdish novels, on the other.

Realism was the defining characteristic of the novel since its inception in the
early eighteenth-century which differentiated it from the previous literary forms (Watt
1963, p. 10). This mode which dominated fiction until the beginning of the twentieth-
century is grounded in the premise that, lan watt argues, “truth can be discovered by
the individual through his senses” (ibid., p. 12). That is, for realism, “reality” and
“truth” does exist out there which could be discovered through one’s senses. Realist
ideology, as Bran Nicol points out, is not simply just an “aesthetic practice”: it is also
“a system of belief which revolves around the conviction that the work of art not only
is capable of replicating the “sensible” world ... but has a duty to do so” (2009, p.
18). The realist literature thus has opted to “objectively” reflect “reality” (to be a
mimesis of reality) and attempted to sustain the illusion that what it reflects is a “slice

of life” by way of utilizing especial techniques and strategies.
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In order to give the illusion to the reader that they are dealing with a reflection of
the real world, the realist novelists had to provide the seemingly “useless” and “futile”
details to create what Roland Barthes called “the reality effect” (1989, p. 142), an
effect underlying the realist narrative from the nineteenth century onwards.
Regarding language as a medium through which knowledge and “reality” could be
transmitted, realist novels utilize language in a way that is familiar for the reader and
thus masks its fictionality. As for stylistic characteristics and structure, the European
nineteenth century realist novels have enjoyed a linear, cause-and-effect narration
with a stigma at the basis of its plot and an conspicuous beginning, middle, and
closure. By the end of the novel, all the conflicts are resolved, the enigmas are
solved, and the characters fit back in the society. The supremacy of realist form
which had dominated narrative in the West for almost two centuries started to
vanish, though temporarily, in the first decade of the twentieth-century. A new
generation of writers such as Virginia Woolf, James Joyce, and D.H. Lawrence
challenged and abandoned realist mode of writing and experimented with the new

forms and techniques, which later became known as “modernism”.

Turn of the century saw dramatic changes in social relations and disillusionment
with the promising prosperity of modernity, to be secured through unprecedented
technological advancements. The writers like Marcel Proust, Wolf, and Joyce,
among others, found conventional methods of literary realism incapable of conveying
“the feel of modern life ongoing, the definitive quality of a person, or the changing
forms of human relationships” (Matz, p. 24). Its plot, techniques, and compositional
strategies could not “include the new experiences modernity offered up ... and could
not get at the feelings and landscapes modernity created” (ibid., p. 23). Literature
had to “modernize” itself, that is, Woolf writes, to depose “tyrant” of plot and narrative
conventions and abandon writing about “unimportant things”. Instead, she invites the
writers to “look within” where the “spirit of life” resides, to attempt to “come closer to
life” by examining “an ordinary mind on an ordinary day” which “receives a myriad

impressions — trivial, fantastic, evanescent, or engraved with the sharpness of the
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steel. From all sides they come, an incessant shower of innumerable atoms” (Woolf
1984, p. 160).

As the above argument shows, modernism and realism converge on the
presupposition that there exists a “reality” beyond fiction. Yet their definition of that
“reality” and their method to get at it is different. Jesse Matz lists some differences

between the two aesthetic modes in their attempt to represent “truth”:

Rather than try for objectivity, modern novels emphasized perspective. Rather than try
for some fully correct, neutral, finished version of a story, they limited their stories to
some haphazard, incomplete, mistaken, or limited point of view. They did so in order to
get at experiential truth. An objective narrator — apart from the action, fully informed —
might get the whole truth, but the truth could not feel real, because no real person ever
gets the whole truth. Much better to give the partial truth, because in real life truth is
always only partial. So the omniscient, panoramic, impersonal standpoint gave way to
the limited, focused, personal point of view. Objectivity gave way to focalization; the
flawed perspective became the hallmark of truth. (p. 51)

The modern literature might have assumed the existence of “truth” beyond fiction
but, unlike realist mode, it has never confined itself to reflecting that “truth”
objectively. In his article “Capitalism, Modernism, and Postmodernism”, Terry
Eagleton argues that the early twentieth century avant-garde modernism “spurned
the notion of artistic ‘representation’ for an art which would be less ‘reflection’ than
material intervention and organizing force” (1986, p. 133). Likewise, Matz notes that
modern novel’s concern is much more than the question of representation: they
“meant to face modernity with a sense that literary form could redeem it — that it
could make a supreme difference to the very life of human culture” (2004, p. 10).
However, before long, modernist novel lost its popularity and gave way to

“antimodernist” literature in 1930s and later to postmodern novel.

The nature of the relationship between modernism and postmodernism is a
matter of dispute: some critics argue that postmodernism is the continuation of
modernism while some others see a rupture between the two. Detailed discussion of
this subject is beyond the scope of this study, suffice it to say that the former position

states that modernism and postmodernism share “self-consciousness” or “reliance,
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however ironic, on tradition” (Hutcheon 2002, p. 27). The latter, however, points out
a “fundamental differences” in “socio-economic organization; in the aesthetic and
moral position of the artist; in the concept of knowledge and its relation to power; in
philosophical orientation; in the notion of where meaning inheres in art; in the relation
of message to addressee/addresser” (ibid.). Whether critics believe in a “model” of
rupture or continuity between modernism and postmodernism, they would

acknowledge some basic differences between the two.

Furthermore, there is a lack of consensus on what postmodernism is or when it
emerged. That said, there are certain features which most critics agree on that
differentiate postmodernism from other aesthetic modes. Eagleton’s definition of
postmodernism and postmodernity succinctly summarizes the fundamental

characteristics attributed to them by most critics:

The word Postmodernism generally refers to a form of contemporary culture, whereas
the term postmodernity alludes to a specific historical period. Postmodernity is a style
of thought which is suspicious of classical notions of truth, reason, identity and
objectivity, of the idea of universal progress or emancipation, of single frameworks,
grand narratives or ultimate grounds of explanation. Against these enlightenment
norms, it sees the world as contingent, ungrounded, diverse, unstable, indeterminate, a
set of disunified cultures or interpretations which breed a degree of scepticism about
the objectivity of truth, history and norms, the givenness of nature and the coherence of
identities. ... Postmodernism is a style of culture which reflects something of this
epochal change, in a depthless, decentred, ungrounded, self-reflexive, playful,
derivative, eclectic, pluralistic art which blurs the boundaries between 'high' and
'‘popular’ culture, as well as between art and everyday experience. (Eagleton 1996b, p.
vii).

Postmodernism emerged and prevailed in a historical period different from that which
gave rise to modernism: postmodernity is an era of late capitalism, consumerism and
culture industry in which “the service, finance and information industries triumph over
traditional manufacture” (Eagleton 1996b, p. vii). In short, Postmodernist aesthetics
discards modernism’s stress on, among other things, “formalism, rationality,
authenticity, depth, [and] originality” (Nicol 2009, p. 2), and instead favours, for
example, parodying the original, decentring the centre, self-reflexivity, eclecticism,

and plurality.
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A number of critics consider magical realism as a “strain” of postmodernism (for
example, McHale 1987; Hutcheon 2002 [1989]). This relation, Theo D’hae argues, is
a “hierarchical” one “whereby the latter comes to denote a particular strain of the
contemporary movement covered by the former” (1995, p. 194). As the word
“‘magical realism” denotes, this aesthetic mode is produced by commingling “magic”
with “reality”, in a way that the supernatural sounds “an ordinary matter, an everyday
occurrence — admitted, accepted, and integrated into the rationality and materiality of
literary realism (Zamora and Faris 1995, p. 3). Magical realism, then, might be
concerned with reality and its representation, yet it refutes the existence of a
universal or singular “reality” and the possibility of its representation objectively. This
eccentric policy is the underlying feature which differentiae it from literary realism,
also a defining feature in postmodernism. Another key feature which further supports
the idea that magical realism is a particular strain of postmodernism is its suitability
for “exploring — and transgressing - boundaries, whether the boundaries are

ontological, political, geographical, or generic” (ibid.).

Whereas in the West novel has developed over a span of four hundred years or
so and in a dialectical relationship with its immediate socio-political and economic
context, it is rather a new and adopted literary form in all parts of Kurdistan as well
as the neighbouring countries. Since the appearance of first Sorani Kurdish novel in
1961 up until early 1990s literary realism has been the dominant aesthetic mode of
Kurdish novel. What Stefan G. Meyer says about Arabic novel’'s development is,
more or less, applicable to Kurdish novel: “the Arabic novel has followed a pattern of
development that has echoed or paralleled the development of the Western novel ...
albeit with a historically different time frame and at a highly accelerated rate (2001, p.
5). That said, while Arabic (as well as Persian and Turkish) novel have enjoyed a
continual development in the past century and have experimented with aesthetic
modes of (magical)realism, modernism, and postmodernism in a broader span of
time, Kurdish novel has witnessed an intermittent development in a much shorter

period.
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We have to bear in mind that, given different historical, socio-political, and
economic backgrounds, experimenting with, for example, modernism and
postmodernism in Kurdish novel has yielded aesthetic modes different from its
Western counterpart. Instead of a universal and singular model of modernism or
postmodernism, as Meyer rightly notes, we may “speak of distinct literary
modernisms [and postmodernisms] that have each evolved with a different set of
characteristics, depending upon the nature of their historical antecedents” (2001, p.
1). Of the novels examined here, as | will show in detail in the chapters dealing with
each novel, Sari Mosiqare Sipiyekan appears to be a magical realist text for
including fantastic and extraordinary events; however, they have not been utilized in
a way to serve the ultimate purpose of magical realism, namely, transgressing
boundaries and challenging authorities. The next three novels in this study have
combined elements from two or more aesthetic modes: Temi Ser Xerend is, by and
large, a realist text in terms of form and stylistic characteristics and at the same time
bears similarities with mainstream modernist novels for dealing with alienation and
the demise of high values in the society. Ballindekani Dem Ba has successfully
utilized postmodernist techniques of, among other ones, self-reflexivity, plurality, and
uncertainty. Yet its predominant concern with the tragic consequences of Iranian
uprising leading to 1979 revolution has made it politically engaged, which gives it a
modernist tone. Siweyla, on the other hand, has drawn on modernist techniques of,
for example, “limited point of view”, “flawed perspective”, and “stream of
consciousness”, though it never reaches the pinnacle of Western literary modernism
as James Joyce and Woolf did. Unlike Ballindekani Dem Ba which has a great deal
in common with literary postmodernism, the only salient postmodernist feature in
Siweyla is the commingling of low and high culture. The last novel in this study is
Zindexew which largely abides by the conventions of literary realism.
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1.5. Theoretical framework

Being a textual and contextual analysis, this research mainly draws on two
groups of theories to shed light on subjectivity in the novelistic world of the selected
Kurdish novels: literary and feminist theories. In the light of writings of literary
theorists like Woolf, Watt, Eagleton, McHale, Hutcheon, and Zamora and Faris on
literary modes of realism, magical realism, modernism, and postmodernism, as |
discussed in the previous section, this thesis has opted to examine the formal
characteristics of the Kurdish novels under scrutiny here and their implications for

subjectivity.

The Russian Mikhail M. Bakhtin, is another key literary critic in this thesis. |
particularly employ his notions of “polyphony”, “heteroglossia”, and “dialogic” in order
to examine the narrative structure of the selected novels with respect to the
formation and representation of subjectivity. Bakhtin’s definition of novel would cast
light on the characteristic features of these terms: “[T]he novel can be defined as a
diversity of social speech types (sometimes even diversity of languages) and a
diversity of individual voices, artistically organized” (1981, p. 262). Social speech
types are “the internal stratification of any single national language into [among other
ones] social dialects, characteristic group behavior, professional jargons, [and]
generic language” (ibid., p. 262) which comprises heteroglossia. These speech types
could enter the novel with the help of “[a]uthorial speech, the speeches of narrators,
inserted genres, [and] the speech of characters” (ibid., p. 263). Thus, “[T]he novel
orchestrates all its themes, the totality of the world of objects and ideas depicted and
expressed in it, by means of the social diversity of speech type and by the different
individual voices that flourish under such conditions” (ibid.). It could be inferred from
the above quotes that heteroglossia refers to the stratification of an apparently
unified language, while polyphony, as its literal meaning, “many voicednes”,
implicates, is composed of the “individual voices”, that is, character’s voices in the
novel. Yet the mere presence of these voices does not make a novel dialogic. This

could only be achieved on condition that the characterial voices would be in the
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same plane with the authorial and narratorial voices with none taking precedence
over the others. To put it this way, what makes a novel polyphonic and dialogic,

according to Bakhtin, is the “freedom” and “independence” of its characters “in the
very structure of the novel, vis-a-vis the author-or, more accurately, their freedom

vis-a-vis the usual externalizing and finalizing authorial definitions” (1984, p.13).

The independence and freedom of the characters, however, does not mean that
they act beyond their author’s will. On the contrary a character’s independence and
freedom “is precisely what is incorporated into the author’s design. This design, as it
were, predestines the character for freedom (a relative freedom, of course), and
incorporates him as such into the strict and carefully calculated plan of the whole”
(Bakhtin 1984, p. 13). Bakhtin points out that the character’s independence does not
contradict the fact that s/he is a fictional being created by an author: “In fact there is
no such contradiction. The character’s freedom ... exists within the limits of the
artistic design and in that sense is just as much a created thing as is the unfreedom
of the objectivized hero (1984, p. 64). It goes without saying that the characters of a
novel are created by an author’s imagination. But creation, as Bakhtin argues, is
different from invention: “Every creative act is bound by its own special laws, as well
as by the laws of the material with which it works” (ibid.). Thus, the author of a
polyphonic novel is required to create a character’s discourse “in such a way that it
can develop to the full its inner logic and independence as someone else’s
discourse, the word of the character himself” (ibid., p. 65). Whereas in a monologic
novel the author’s voice becomes dominant and the character is denied of freely
constructing his/her subjectivity, in a polyphonic novel, as the authorial and
narratorial voices are not granted the ultimate authority, independent voices are

created and, hence, a univocal constitution of subjectivity is avoided.

| also draw on Feminist theories to deconstruct subjectivity as a gendered entity.
Human subject, as Butler notes, is transformed into a “gendered subject” from the
very moment it acquires its subjectivity by entering into language and culture (1999,
pp. 141-51). In the light of feminist theories, especially the ones which are grounded
34



in poststructuralist theories of subjectivity, this study opts to engage in
deconstructing the essentialized “gendered subjectivity” by placing it in the context of
discourses which constitute it. In what follows, | will briefly discuss the ways feminists
have been dealing with the question of representation of women in literature and will
also clarify which feminist criticism this research would turn to in order to examine

gendered subjectivity in the novels under scrutiny.

Since Simone de Beauvoir's The Second Sex appeared in 1949, the feminist
critics have been addressing, in one way or another, the question of the
“representation” of women. De Beauvoir's The Second Sex along with another
pioneering text, Kate Millett’'s Sexual Politics was concerned with the image of
women as represented in the patriarchal representational system and male-authored
literary texts. In The Second Sex de Beauvoir traces the mystification of femininity
within biology, philosophy, psychology, history, and literature. In Sexual Politics
Millett also conducts a sociological and literary analysis arguing that male domination
and superiority in society is preserved by way of representing, and hence
naturalizing, an image of woman as passive and subordinate. She turns to literature
to uncover the “power-structured relationships, arrangements” underlying the
seemingly natural sexual relations whereby women are controlled by men, a process
which she calls “sexual politics” (Millet 1969, p. 23). For Millett, as Mary Eagleton
rightly points out, literature was a site for “the creation, expression and maintenance
of a sexual politics that oppressed women” (2007, p. 120). Hence, one can infer from
Millett's work that the emancipation of women required the deconstruction of their

representation in literature.

During the 1970s, however, some feminist writers challenged the earlier works
for focusing on literature written by men and the representation of women from the
male’s perspective. Instead they opted to study literature written by women and for
women which became known as “gynocriticism,” a term coined by Elaine Showalter
in her essay “Towards a Feminist Poetics”. For example, Showalter argues that: “If
we study stereotypes of women, the sexism of male critics, and the limited roles
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women play in literary history, we are not learning what women have felt and
experienced, but only what men have thought women should be” (1979, p. 27).
However, this viewpoint raises a question: Given that the representational system or
language has historically been a male dominated, how could women even begin to
achieve their own literature without deconstructing the patriarchal representational
economy? To deconstruct the “representation” of woman in literary texts written by
men might not lead to a positive change in women’s status, yet it is a first step
towards undoing the patriarchal system of representation; a necessary step that
paves the way for women to rewrite gender and sexuality, to express their own
desires, dilemmas, and experiences in “a literature of their own”. While the critical
debate on women in the West has transcended the once dominated “image of
women” tradition, it is still in its “infancy” in the Kurdish society.'” This is due to both
the scarcity of literary texts, especially novel, written by women and the lack of a
progressive feminism in the Kurdish society to beget a critical dialogue on the

peculiarities of Kurdish women.

This thesis might resemble the early feminist criticisms which focused on the
image of woman in male-authored literature, or, in Toril Moi's words, the “Images of
Women” criticism (2002, p. 41). Yet, despite having similarities with them, the current
study bears considerable differences in its approach to literature and its underlying
theoretical premises. The so-called “Images of Women” criticism shares with
“realism” the idea that, in Pam Morris’s words, “realities do exist ‘out there’ beyond
linguistic networks” which literature is required to reflect faithfully and objectively
(2003, p. 93). This research, however, refutes such “empiricist” approach which, as
Moi notes, “fails to consider the proposition that the real is not only something we
construct, but a controversial construct at that” (2002, p. 44). Viewing “reality” as

discursively constructed, thus, this study does not presuppose a pre-linguistic

Y The “images of women” criticism, as Fedwa Malti-Douglas notes, also dominates the Arab world. See
Malti-Douglas (1991, p. 3). Woman’s Body, Woman’s Word: Gender and Discourse in Arabo-Islamic
Writing. New Jersey: Princeton University Press.
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femininity and masculinity against which the represented images of women and men

are to be measured.

In the light of Judith Butler's notion of gender as “performativity,” | will
demonstrate how a woman becomes a woman and a man becomes a man in the
novelistic discourse of the novels under scrutiny in this study. Butler denies any pre-
linguistic existence of gender. For her, gender is a process which has neither origin
nor end, it is something that we “do” rather than “are.” Gender as “performativity,”
then, as Butler argues, “is the repeated stylization of the body, a set of repeated acts
within a highly rigid regulatory frame that congeal over time to produce the
appearance of substance, of a natural sort of being” (1999, p. 43). Following her
“genealogical critique” of gender, by extension, | seek to reveal the ways in which the
novels here might perpetuate essentialist gendered subjectivity or destabilize it. As
Catherine Belsey and Jane Moore in their introduction to The Feminist Reader have
pointed out, any form of interpretation is always political and certain ways of reading
would “inevitably militate for or against the process of change.” Reading a work of
art, they continue “is always to address, whether explicitly or implicitly, certain kinds
of issues about what it says” (1997, p. 1). In the same vein, | shall examine gendered
subjectivity in this novel from a feminist perspective and to do this | shall ask such
questions as, “how the text represents women [and men], what it says about gender

relations, [and] how it defines sexual difference” (ibid.).

1.6. Methodology

The earlier works which examined identity in the Kurdish novels, both Sorani
and Kurmaniji, have mainly focused on the national identity. However, this study
seeks to fill the gap in current Kurdish literary criticism by exploring subjectivity in
contemporary Kurdish society as it is represented in twenty-first century Sorani
Kurdish novels. | prefer, in this analysis, to use the concept of subjectivity, rather
than identity, because the former embodies one’s various identities, for example,

regional, national, gendered, and personal. Equally important, subjectivity is a
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“critical concept [which] invites us to consider the question of how and from where
identity arises, to what extent it is understandable, and to what degree it is
something over which we have any measure of influence or control”. (Hall 2004, pp.
3-4). To that end, | shall interrogate subjectivity in its “broadest range of senses”
which, as Regenia Gagnier in her investigation of Victorian self-representation

argues includes:

First, the subject is a subject to itself, an “I,” however difficult or even impossible it may
be for others to understand this “I” from its own viewpoint, within its own experience.
Simultaneously, the subject is a subject to, and of, others [...] This construction of self
in opposition to others, it will be seen, is a characteristic of groups, communities,
classes, and nations, as it is of individuals, as in the self-conception of Chartists, or
“the working classes,” or schoolboys, or ladies, or, today, “Women,” or “the Third
World.” Third, the subject is also a subject of knowledge, most familiarly perhaps of the
discourse of social institutions that circumscribe its terms of being. Fourth, the subject
is a body that is separate (except in the case of pregnant women) from other human
bodies; and the body, and therefore the subject, is closely dependent upon its physical
environment. (1991, p. 8)

Gender and Nation are two significant “categories” or aspects of subjectivity in
the novels under discussion which greatly affect the characters’ understanding of
their subjectivity. Equally, these categories, more than any other aspect of
subjectivity, determine the characters’ place in the world and their relation to their
environment. This study’s close reading, in Daniel R. Schartz’s words, “within an
historical contextual framework” (2005, p. 1) then, embarks on an examination of
these “categories” of subjectivity, as well as other aspects, in and through language,
ideologies and discourses that have been presented in the novels under discussion.
| do not seek to strictly apply a given theory in this research, rather, | have chosen a
pluralistic approach which allows me to examine subjectivity from different
perspectives in the novelistic discourse of the selected texts. | frequently refer to the
Russian literary critic, Bakhtin, in this study and in particular, | employ his notions of
“‘polyphony”, “heteroglossia”, and “dialogism” in order to examine the narrative
structure of the selected novels with respect to the formation and representation of
subjectivity. | also employ narratology theories to analyse the structural and formal

features of the novels. However, in order to understand any novel we need, as
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Eagleton points out, to do more than interpret their symbolism, study their literary
history and add footnotes about sociological facts which enter into them.” (2002, p.
6). Before that, we need to “understand the complex, indirect relations between
those works and the ideological worlds they inhabit — relations which emerge not just
in ‘themes’ and ‘preoccupations’, but in style, rhythm, image, quality and [...] form.”
(ibid.). Exploring these ideologies and discourses in the novelistic world of the
selected texts is the main concern of the present research. Understanding these
ideologies, that is, “the ideas, values, and feelings by which men experience their
societies at various times,” (Eagleton 2002, p. vii) would allow us a better grasp of

subjectivity.

This study examines both the form and content of the selected novels in order to
yield a deeper understanding of subjectivity. In a textual analysis of these novels |
will show the relation between socio-political circumstances in Iragi and Iranian
Kurdistan and literary forms and techniques employed by their authors, on the one
hand, and their implication for the subjectivity represented in their novelistic world, on
the other. Each chapter examines the literary mode of the novels against the
Western or Latin American mainstream literary aesthetics which they have, by and
large, modelled and what this might signify for the representation of subjectivity. This
formal analysis is followed by a discursive analysis which seeks to deconstruct the
hidden power-relations in the apparently neutral, among other ones, dialogues,
descriptions, and metaphors which shapes and naturalizes certain modes of

subjectivity.

1.7. The criteria for selecting the novels

The politically and linguistically fragmented and divided Kurdish community has
made it difficult, if not impossible, for the development and establishment of a
“unified” Kurdish literature. As Clemence Scalbert Ycel rightly notes, “the definition
of literature is still very dependent on the political, nationalist and sociolinguistic

context.” (2011, p. 184). Regardless of the reality of the fragmented and divided
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nature of Kurdish literature, the Kurdish nationalists and a great number of Kurdish
scholars emphasize its unity. As Scalbert Yicel argues, this reluctance on the part of
these scholars is especially understandable taking into account the fact that “the
nation has been negated for many decades, and since actual language diversity may
reinforce the view that the nation is divided, the quest for unity may be stronger and

is definitely reflected in anthologies” (2011, p. 176).

However, these anthologies cannot create national literature simply by
assembling “different elements of a still scattered literature” (Scalbert Ytcel, 2011, p.
177). In Ahmadzadeh’s words, to effect this, an “organic relationship” between
literary circles in the different parts of Kurdistan, is needed (2003, p. 135). Until the
last decade of the twentieth century there was very little contact between the Kurds
from different parts of Kurdistan. Since 1991, the quasi-independent Iragi Kurdistan
has become a cultural centre bringing together Kurds from all parts of Kurdistan. In

this respect, Ahmadzadeh writes:

[T]he level of cultural contacts between Iragi and Iranian Kurds has reached a relatively
official stage. Various ‘cultural delegations’ from Iranian Kurdistan have regularly
visited Iraqi Kurdistan [...] The availability of Iraqi Kurdish journals in Iranian Kurdistan
has influenced some of the young Kurdish writers in Iranian Kurdistan [...] In the
Kurdish journals published in Iragi Kurdistan there are many articles and translations
which are written and done by Kurds form Iranian Kurdistan. (p. 142)

Scalbert Yucel also mentions that while “[u]ntil quite recently, effective
relationships across the borders [of Turkey and Iraqgi Kurdistan] were absent,” the
establishment of Kurdistan Regional Government (KRG) following the fall of Saddam
in Iraq in 2003 “ has eased relationships between the two sides of the border” (2011,
p. 177). She maintains that,

Literary events in Iragi Kurdistan tend to include increasing numbers of Kurdish
writers, publishers and booksellers from Turkey, and nowadays several Kurdish writers
or publishers travel regularly from Diyarbakir or Istanbul to Erbil or Dohuk [...]. At the
same time, as travel becomes easier, cultural and literary festivals organized by pro-
Kurdish municipalities in Turkey also create opportunities to invite writers from other
parts of Kurdistan. (2011, p. 177)
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All these rapid changes in the region could be promising for the formation of a
“unified” Kurdish literature in future. Despite all the efforts so far, to create a Kurdish
national literature, it is still, although to a lesser extent, divided and fragmented. It is
true that the cross-border relationship between the Kurds has never been at such a
high level in the twentieth century, yet there are still serious barriers in the way of
establishing a Kurdish national literature. Except for Iragi Kurdistan, there is a lack of
a political system in the countries in which the Kurds live to secure their political,
economic and cultural rights, along with the diversity of the Kurdish language.
Kurmaniji literature cannot find a sizable readership among Sorani speakers, nor can
Sorani literature among the Kurmanji population. As such, it would be more
acceptable to talk about Sorani literature and Kurmaniji literature when it comes to
mutual understanding and readership. Despite his argument that Kurdish literature is
“discontinuous” and “fragmented”, Ahmadzadeh defines “Kurdish literature” as “all
the literary texts which are written in the Kurdish language regardless of their
particular dialect and geographical origins.” (2003, p. 135). Unlike him, in accordance
with my argument, | choose only Sorani novels in this thesis due to the mutual effect
the Iragi and Iranian Kurdish writers have had on each other and due to the
increasing cultural contacts between the two parts of Kurdistan which have, to some

extent, created a unified Sorani literature, including the novel.

For this study | have chosen two novels from Iragi Kurdistan and three others
from Iranian Kurdistan, all of which were published in the first decade of the twenty-
first century. Looking for ‘reliable methods’ to select the novels to suit his study,
Ahmadzadeh in Nation and Novel: A Study of Persian and Kurdish Narrative
Discourse cites five criteria: “1) the literary quality of the work 2) the general
perception of the work in the society 3) the circulation of the work 4) the frequency of
its editions and reprinting and 5) the expressed ideas and evaluations of the literary
critics” (2003, p. 31). We should, however, bear in mind that these methods are
neither objective nor reliable. A text that has drawn a considerable number of critics’

attention or that has been circulated in large numbers does not necessarily have a
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better “quality” than other texts which have not gained a similar amount of attention.
In effect, as Eagleton argues, “the value judgments by which [literature] is
constituted” are not only “historically variable, but that these value-judgments
themselves have a close relation to social ideologies. They refer in the end not
simply to private taste, but to the assumptions by which certain social groups
exercise and maintain power over others” (1996a, p. 14).2® Equally, | do not claim
that the novels in this study are the best Sorani Kurdish novels, or that they have

been selected in a completely objective way.

Due to different political contexts in Iraqgi and Iranian Kurdistan, with the former
enjoying some sort of autonomy, the criteria for selecting the novels from these
regions was not exactly the same. Since 1991 education has been conducted in the
Kurdish language at all school levels. While there was only one university in Iraqi
Kurdistan before 1991, there are now fourteen government and twelve private
universities.'® Nine of the government universities offer programmes in the Kurdish
language, and literature at B.A., M.A., and PhD levels. The school curriculum and
university programmes of Kurdish literature together with tens of literary journals and
magazines have all, in one way or another, formed a literary canon in Iragi Kurdistan.
The two novels that | have selected from this part of Kurdistan have been written by
novelists who have definitely secured a decent place for themselves in this canon.
However, | did not include these novels in this study merely because of their
popularity or the amount of attention they have received both from critics and
readers. | was interested in them because they seem to distance themselves from
the realist Kurdish novels and to experiment with new forms and narrative
techniques (I shall further discuss it in the chapters which deal with these novels). |

wanted to see whether the different mode of writing has any implications for the type

'8 In the preface of The English Novel: an Introduction, Eagleton says: “I must apologize for confining
myself so high-mindedly to the reality canon, but this was determined by the need to discuss authors
whom students are at present most likely to encounter in their work.

1% See the Ministry of Higher Education website for the list of these universities and further information
about them: http://www.mhe-krg.org/ku/node/112
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of subjectivity presented in these works.?® Without education in Kurdish and
universities to offer programmes in Kurdish literature, it would be pointless to talk
about a literary canon in Iranian Kurdistan. With a handful of Iranian Kurdish novels
published in the twenty-first century, it was not a difficult task to choose three novels
for this study, especially taking into account that most Kurdish novels have a simple
narration and structure. As in the case of Iragi Kurdish novels, | chose the novels

with innovative forms and techniques and more complicated structures.?*
1.8. Dissertation outline

The following Chapters are organized on the basis of the authors’ home region;
that is, the novels from Iragi Kurdistan are placed immediately after each other in
Chapters Two and Three and these are followed by the other novels, from Iranian
Kurdistan, in Chapters Four to Six. The reason for this is that the novels written by
novelists from the same region, to a great extent, are concerned with the same
historical events and social issues. However, the order of the chapters does not
indicate any historical or literary significance as all the novels were published within
a three-year period, from 2002 to 2005.

Chapter two is concernrd with the narrative structure of Ali’'s Sari Mosiqare
Sipiyekan [The City of White Musicians] (2005), the historical framework in which the
novel unfolds and the implications for the characters’ national identity and
subjectivity. The chapter argues that Sari Mosiqare Sipiyekan is a self-reflexive
novel with a plot that abounds with magical and fantastic elements. However, these

formal techniques are not used by Ali to challenge the existing order and create a

* This is not to say that they were the only novelists in Iragi Kurdistan or the first ones to experiment
with modernist and postmodernist innovative techniques.

' The selected novels are as follows: From Iragi Kurdistan there are: Sari Mosiqare Sipyekan [The City
of White Musicians] (2005) by Bachtyar Ali and TemTi Ser Xerend [The Misty Canyon] (2003) by
Sherzad Hassan; Ballindekani Dem Ba [The Birds Soaring on the Wind] (2002) by Ata Nahaee; Siweyla
[a female proper name and the name of a character in the novel] (2004) by Sharam Qawami; and
Zindexew [Nightmare] (2003) by Fatah Amiri are the three novels from Iranian Kurdistan.
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different world in his novel, but to reproduce and reinforce the already existing power
structure in Iraq’s Kurdish society. In order to do this, the chapter examines how

different voices and discourse are orchestrated in the novel.

Chapter three examines how subjectivity is affected and transformed under
severe conditions as well as the role of, for example, folkloric and religious
discourses in the formation of subjectivity in Hassan’s Temi Ser Xered [The Misty
Canyon] (2003). | argue that Hassan has produced a formally conventional work with
politically radical implications by combining the realist and modernist narrative
techniques and epistemological premises. This chapter also explores the relationship
between the characters and a transformed society following the civil war. It shows
that the conflict between the modern Kurdish individual as represented in Temi Ser
Xerend'’s protagonist and his transformed society would never resolve and leads to

his frustration and alienation.

Chapter four outlines the radical and unconventional methods of “representation’
in Ballindekani Dem Ba [The Birds Soaring on the Wind] (2002). It examines the
modernist and postmodernist narrative techniques and compositional strategies
which are used to deconstruct the perception of reality and subjectivity as well as to
convey a sense of indeterminacy and relativism. The chapter argues that Nahaee’s
novel is political and at the same time it experiments with innovative forms and

techniques.

Chapter five also examines the narrative structure of Siweyla (2004) written by
Qawami with the focus on its characterization and its representation of subjectivity. It
argues that the novel has a fragmented and disjointed plot in tune with its “stream of
consciousness” as the dominant mode of narration. Siweyla presents a significant
period in the modern history of Iranian Kurdistan, that is, the 1979 revolution and the
years following it. The chapter examines the characters’ subjectivity in a rapidly
changing environment. It also explores both the prevailing pre-revolutionary and

post-revolutionary discourses, and their implications for the represented subjectivity.
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Chapter six is concerned with the premise underlying the representation, that is,
the narrative techniques and strategies used in the novel to achieve it and its
implication for subjectivity. It examines the nature of the relationship between the
main characters and their society and the representation of the Kurds’ “other” in the
novel. The chapter shows that Zindexew shares the premise with the realist novels
that the reality, out there, could be reflected objectively. To do that, Amiri presents a
detailed description of the external features of places and characters in order to
evoke a sense of certainty and familiarity for the reader. It argues that while the main
characters in the novel are shown to be in conflict with the political system, they are
in tune with the cultural and social norms and values. It also demonstrates that the
novel relativizes and deconstructs the national identity but reproduces and reinforces
a conservative gendered identity through validating the discourses which support the

status quo.

45



CHAPTER TWO

A prophet for our time in Bachtyar Ali’s Sari Mosiqare Sipiyekan: magical

realism and subjectivity

Bachtyar Ali was born in 1960 in the city of Sulaimani in Iraqi Kurdistan and
during the early eighties, he entered the University of Sulaimani in the same city. At
that time he participated in an anti-governmental demonstration which was violently
suppressed by the Iragi regime; and he was among the wounded students shot by
the police force. Consequently, he left the university and in 1983 decided to migrate
to a European country, which ended in failure. Twelve years later he packed his
luggage for the second time and in 1994 he left Iraq for Germany. By that time three
years had passed since Iraqi Kurdistan’s de-facto autonomy had been established in
1991. Yet a full-blown civil war between the Kurdistan Democratic Party (PDK) and
the Patriotic Union of Kurdistan (PUK), the two main Kurdish parties in Iraqi
Kurdistan, had brought the region to the brink of collapse.?? The situation at home,
together with a long-standing desire to live in a Western European Country,
prompted the young Ali to immigrate. However, it is easy to detect that most of his
novels rehearse those dark years in the history of Iragi Kurdistan and the socio-

political aftermath of the civil war.

Sari Mosiqare Sipiyekan is the continuation of a formal and thematic shift in the
novels published in Iragi Kurdistan after 1991, the year in which the Iraqi Kurds
established an autonomous region known as the Kurdistan Regional Government.

This turning point in the political life of Iraqi Kurds brought about a radical change

2 The Iraqgi Kurdish civil war broke out in 1994 between PDK and PUK over the control of the financial
resources of the liberated Iragi Kurdistan (see McDowall 2004, pp. 387-91). This cruel war, which was
called “birakoji” [fratricide] by the Iraqi Kurds, lasted for over four years, nearly destroyed all the historic
achievements of the Iraqi Kurds and made people extremely frustrated with Kurdish nationalism.
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both in the quantity and quality of novels. Before 1991, Kurdish novelists in Iraqi

Kurdistan mainly employed the novel form to propagate Kurdish nationalist discourse
and demonstrate the social and cultural problems in their society; they assumed it to
be their prophecy to awaken and enlighten people and to demonstrate the legitimacy

of Kurdish nationalism.?3

After 1991, Kurdish novelists focused more on the formal aspects of the novel
and attempted to reflect the complexities of modern life. A great number of these
novelists discarded the realist mode of narration and experimented with other literary
modes in order to better portray a new subijectivity in a different socio-political
situation in Iragi Kurdistan. Among them, the Magical realist novels of Latin America
together with modernist novels greatly influenced younger novelists (for more
information, see Resid, 2007).2* Magical realism is especially popular in Iraq;
Kurdistan. Before Ali, other writers such as, 'Ebdulla Serac and Kake Mem Botani
experimented with this narrative mode. Yet Ali is believed, by some critics, to be the

most successful Kurdish novelist writing in this genre.

Ali’s first novel, Mergi Taganey Dahem [The Death of the Second Only Child],
was published in 1996. Soon after this he became popular, mainly among Iraqgi
Kurds, and today some critics deem him to be one of the best of the Kurdish writers.
He has been highly praised by some critics for being a ground-breaking novelist who
has successfully incorporated magical realism into the Kurdish novel.?

Ahmadzadeh, for example, argues that magical realism in Ali’'s works has, “become

% The novels published before 1991 in Iraqgi Kurdistan mainly reflected and criticized the social and
political situation of Kurdish society, that is, its poverty, illiteracy, ignorance, and suppression by the
Iragi government. Of these novels one can mention Jani Gel (1976) written by Ibrahim Ehmed; Kug¢t Sar
(1999) by Heme Kerim Arif; Kwéxa Séwé (1986) by Ezizi Melay Resh, Kangay Bella (1988) by Hisam
Berzinci, Helkisan berew Ltke (1989) by Ebdolla Serrac, and Hi¢ (1991) by Xosrew Caf.

?* There might be no Kurdish novel in Iraqgi Kurdistan that has greatly complied with modernist
narratives like those of James Joyce and Virginia Wolf. Yet, even those novelists still writing in a realist
mode of narration have distanced themselves from a purely Victorian classical realism’s
characterization, plot, and ending, for example, and have incorporated some modernist narrative
techniques into their novels.

% Sherzad Hassan, an Iraqi Kurdish novelist, for example, contended that “Bachtyar deserves the
Nobel prize” [in literature] (2006, p. 14, cited in Ahmadzadeh 2009, p. 288).
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a native device to narrate the social and political situation of the Kurds and the story
of individual lives in such a context.” (2011, p. 298). Ali’'s magical realist novel, he
continues, which aroused “unprecedented interest” among Kurdish readers “shows
how a discourse of disturbed realism can be successful in highlighting the bitter
realities of a Kurdish experience” (ibid. p. 299). Equally, Arif holds that although Ali is
not the pioneer of experimentation with the magical realist mode in Kurdish literature,
yet he is the most successful writer that “introduces magical realism to a full extent”
(2009, p. 128).

On the other hand, Ali has faced severe criticism by other critics for the narrative
structure of his works and his misunderstanding and misapplication of magical
realism. Of these critics one can refer to Sharam Qawami and H'eme S. H'esen.
Qawami argues that the oft-quoted fantastic and extraordinary events in Ali’'s Sari
Mosiqare Sipiyekan [The City of White Musicians] are arbitrary and do not serve the
plot (2007, pp. 6-9). He also criticizes this novel for being monologic and for its
polarization of the characters, preferring one group to the other because he shares
the implied author’s ideas, or vice versa. (ibid., pp. 156-7). Like Qawami, H'esen
holds that Ali has failed to achieve polyphony in his novels by solely “creating a
number of characters with different names but common worldviews.” (2007, p. 51).
Furthermore, he argues that the fantastic and magical elements in Ali’s novels sound
lack veracity as they are not grounded in “mythology” and “national folklore” (ibid., p.
56).

In this chapter | shall explore the discursive formation of subjectivity by
conducting a close reading of the novel within the socio-political and historical
contexts against which its story unfolds. To that end, in the first section | wish to
examine the “self-reflexive” aspect of Ali's Sari Mosiqare Sipiyekan [The City of
White Musicians] (2005). | shall also “situate” it, in Nasrin Rahimieh’s words, “within
the currents of magical realism” (1990, p. 6) in order to explore its magical elements
in the light of Lois P. Zamora and Wendy B. Faris’s and Maggie A. Bowers’s
definition of magical realism. In the second section | shall look at the ways of dealing
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with characterization and the formal techniques Ali employs to present the
characters and, hence, their subjectivities. The third section deals with the
representation of Womanhood in the novel. In the light of Judith Butler’s and Kate
Millet’s writings on gender, | examine how gendered identity is constructed in Sari
Mosiqare Sipiyekan. The evolution or transformation of the characters is another
issue that is covered in the fourth section. Drawing on Bakhtin’s notion of the
“polyphonic” novel, | shall examine the sudden changes that the characters undergo.
The last section discusses the representation of Kurdistan in Sari Mosiqare

Sipiyekan and its implications for the Kurdish national identity.

2.1. Sari Mosiqare Sipiyekan - a self-reflexive magical realist novel: the realm

of new subjectivities?

As he does in previous novels, in Sarf Mosiqare Sipiyekan Ali employs magic
and fantastic elements to express, among other things, his political, cultural, and
aesthetic concerns. The novel opens in an airport in Germany in which Sarox Mehdi
Sarox, a ghost-like character, mysteriously meets E’li Serefyar, the external narrator,
and asks him to deliver a parcel to a woman named Rewseni Mistefay Seqiz in
Kurdistan. However, when he contacts her and asks for her address to deliver the
parcel, she explains that they want him to write the story of Celadet the Dove. From
a very young age Celadet shows a great enthusiasm for music and is magically able
to play Western classical music without any education in this field. By the time that
he is about eighteen years old, the Iragi regime launches a massive attack on the
Kurds in which tens of thousands of them are taken away from their homes to
southern deserts of Iraq and massacred. Celadet is also captured and taken away to
the South. However, his magical music saves his life and refuges in a remote city in
the South of Iraq, known as “the city of yellow dusts”. There he witnesses and

narrates the persecution, displacement, genocide, and the mass graves of the
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victims of the Anfal campaigns.?® In this city he meets Daliya Siracedin, a young
woman who works in a brothel. She, together with Dr. Mlsa Babek, protects Celadet
from the Iragi regime. Along with some other characters they opt to challenge both
Saddam’s authoritarianism and later the brutality of Kurdish parties, after a de facto
Kurdish government was established in 1991, by way of spreading and protecting
sublime art and music, mainly its Western form. He is kidnapped and killed by one of
the main Kurdish political parties for the precious secret files at his disposal which
exposes the details of the massacre of the Kurds by Saddam. Thereafter he elevates
from Celadet the Dove to Celadet the Phoenix and continues his prophecy of saving

“true art”.

The novel, composed of a prologue and five chapters, is narrated by E’li
Serefyar, an external third person narrator, and Celadet the Dove, the first person
narrator and protagonist. The first, third, and last chapters are narrated by Serefyar,
the second, by Celadet and the fourth by both Serefyar and Celadet. The novel is set
in various locations in Iraq, including Kurdistan, Baghdad, and the deserts of
southern Iraq, and covers a period between the last years of the nineteen-eighties

and the early nineties.

Addressing the reader in the prologue, the narrator, Serefiyar, recounts his
strange meeting with Sarox in the airport and how it led to the writing of this novel.
He also discusses the formal and narratological characteristic features and the
extraordinary events that the reader will face in the course of the novel. Sari
Mosiqare Sipiyekan, then, could be classified as a magical realist novel and, at the

same time, a metafiction or self-reflexive writing, as | will demonstrate below.

% Anfal, originating from a “sura” in Quran with the same name, literally means “the spoils of war”,
refers to a series of eight military campaigns, from 1987 to 1988 during which the Iraqi Kurds were
“trucked southward to the Arab heartland of Iraq in large numbers and then disappeared” (Black 1993,
pp. xiv-xv). Some 100,000 to 180,000 persons, mostly women and children, were massacred during
these campaigns (see Kelly. J. M. (2008) Ghosts of Halabja: Saddam Hussein and the Kurdish
Genocide. London: Greenwood Publishing Group; Black, G. (1993) Genocide in Irag: The Anfal
campaign against the Kurds. London: Human Rights Watch; Yildiz, K. (2004) The Kurds in Iraq: The
Past, Present and Future. London: Pluto Press.
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Bran Nicol identifies three elements that “dominate” the postmodern texts (2009,
p. xvi). One of these elements is found in Sari Mosiqare Sipiyekan, that is: “a self-
reflexive acknowledgement of a text’s own status as constructed, aesthetic artefact”
(ibid.) known as metafiction. Metafiction, literally meaning “fiction about fiction”
(Hawthorn 2010, p. 235), is a new term, but its practice is, at least, as old as writing
the novel (Waugh 1984, p. 5). Patricia Waugh argues that metafiction “is not so
much a sub-genre of the novel as a tendency within the novel which operates
through exaggeration of the tensions and oppositions inherent in all novels: of frame
and frame-break, of technique and counter-technique, of construction and
deconstruction of illusion” (ibid. p.14). It foregrounds the state of their “fictitiousness”,

as Ali does in this novel:

The novel you are reading now is the result of a fantastic and weird meeting | had with
that boy [Celadet the Dove] a few years ago [...] that was the first time that | accepted
to write a book which | had seen its real hero, and to reduce my role as the author to
give a remarkable power to one of the heroes. The only thing you need to know is the
odd agreement | made from the very beginning with Celadet the Dove: that | have the
right to narrate parts of the story and also revise the parts he was going to write in
terms of style and structure (p 10). %’

Readers are reminded that they are dealing with a constructed, fictional world as well
as the significance of “perspective”, and “voice” in the construction and

representation of events and characters.

The metafictional novel, as Waugh argues in Metafiction, operates an
“opposition” between “the construction of a fictional illusion (as in traditional realism)
and the laying bare of that illusion” (1984, p 6). In so doing, it aims to challenge the

idea of objectively representing or mirroring the world outside fiction and reminds the

%" (e)m romaney emrro éwe deyxwénnewe, berhem? ew caw pékewtine xeyalli u seyre bi ke ¢cend
sallék lemew ber le néwan min 0 ew kurre da ruy da [Celadet the Dove] (...) ewe yekem car bl gebdlli
bikem kitébék bindsim pallewane rasteqinekey binasim 0 bibinim, qebdli bikem rolli xom wek ndser kurt
bikemewe u desellatéki zor bidem be yekék le pallewanekan. Teniya siték ésta péwiste bizanin ew
rékewtine seyreye ke le seretawe le gell celdetl kotir da bestim, ewey min mafi ewem hebét, beséki
h‘ikayeteke bigérrmewe, mafi ewem hebét lew besane da ke ew deygérrétewe deskari darrigtin
séwazi h'ikayet 0 sirostl ziman bikem.
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reader that it is merely “a combination of words on a page that we must make sense
of by relating them to other texts, not the external worlds.” (Nicol 2009, p. 16). In Sari
Mosigare Sipiyekan, however, Ali gives a brief account of how he decided to write
this novel and share its writing with the protagonist. Apart from that, not only do we
fail to see any feature common to metafictional writings, but also, the novel follows
the conventions of realist fiction, in Waugh’s words, by “concealing” or “mystifying”

the power structure (1984, p.11).

At the same time, as in modernist fiction, a rejection and critique of the realist
mode of narration underlies the contemporary metafictional writing (Waugh 1984, p.
7; Nicol 2009, p. xvi). In modernist fiction the “struggle for personal autonomy can be
continued only through opposition to existing social institutions and conventions”,
but, the foci in metafictional writings have shifted to “their own medium of expression,
in order to examine the relationship between fictional form and social reality” (Waugh
1984, p.11). That is, writers of metafictional novels have directly targeted language
as their “object of ‘opposition’ to uncover its role in “concealing” or “mystifying” the
power structures (ibid.). This is done, according to them, by a perpetual process of
“naturalization” in the realistic novels “whereby forms of oppression are constructed

in apparently ‘innocent’ representations” (ibid.).

If we accept that the underlying features of a metafictional writing are its “self-
reference” and deconstruction or demystification of the natural and taken-for-granted
power structures, Sari Mosiqare Sipiyekan, would not be regarded as metafictional,
since it does not focus on its medium of expression, that is, the language employed.
Neither does the novel address readers directly, asking them questions, or
challenging their conventions of reading, as is sometimes the case with many
metafictional novels. Nor does Ali seek to deliver to its reader, as Waugh argues,
that which metafictional writings tended to do, since, “reality or history are
provisional: no longer a world of eternal verities but a series of constructions,
artifices, impermanent structures” (1984, p 7). Neither does Ali foreground the
characters as fictional, constructed entities. Rather, in the course of the novel he
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conceals the fictional and constructed nature of, among other things, the characters’
subjectivities, truth, beauty, and justice. As such, Ali constructs a “fictional illusion”
which not only conceals that illusion, but also creates a “world of eternal verities”.
Even the magical realist element in the novel, as we shall see, is not employed by
the author in order to highlight and transgress the hierarchical power structure in the

world outside his fiction.

Sari Mosiqare Sipiyekan abounds with the elements of hyperbole, fantasy, and
magic which have, ostensibly, made it a magical realist fiction. Playing a kind of
music similar to that of composers such as Bach, Mozart, and Beethoven, Ish’aq
and his two students, Celadet and Serheng, are able to greatly impress other
characters in the novel and at times do extraordinary things such as save people’s
lives. “One night they played music for an injured person who was bleeding
profusely; after a few minutes his bleeding stopped and he stood up. Another night,
they played music for a lame man who had not been able to walk for years.
Tranquilized by the music, he stood up and danced on his crippled legs” (p. 36).2
Yet, Kurds, and especially ordinary Kurds, are rarely aware of such miraculous
“healing”. Moreover, readers might suspect that most Kurds might not even enjoy or
understand Western classical music; and that its amazing power as it is depicted

here, might seem quite weird and improbable to a Kurdish reader.

Sari Mosiqare Sipiyekan does not share the core characteristic feature of
magical realist novels, that is, incredible events happening in a “realist matter-of-
fact”, with the “realist tone of its narrative when presenting magical happenings”
(Bowers 2004, p. 3). Whereas, for example, Latin American, Indian, and African

novelists experimenting with magical realism (mainly from those countries which

8 Sewék mosiqgaiyan bo jinék Iéda ke be ser janewe bl, mosiqakeyan karigeriyéki efsinawf le ser kar
asani hebd bo janekani, sewékyan mosigayan bo birindarék Iéda ke berdewam xwéni le ber derroy,
pas kemék xwénpijani westa u hestaye ser pé. Sewéki dike mosigayan bo piyawéki sel Iéda ke demé
sall b0 neydetwani birrwat. Le kati parce awazéki mest da helldestaye ser pé u le ser gace iflicekani
seamy dekird.
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have been colonized in the past) “are concerned with the incorporation of oral culture
and indigenous myth into the dominant Western cultural form of the novel” (Bowers,
2004, p. 48), in Sari Mosiqare Sipiyekan Ali does not draw on Kurdish mythology
and folklore. Accordingly the extraordinary happenings in the novel appear to be
more like fabrication than, in Rushdie’s words, a “commingling of the improbable and
mundane” (1982, p. 9). In effect, the magical elements in the iconic magic realist
novels by, say, Alejo Carpentier, Gabriel Garcia Marquez, and Salman Rushdie, are
rooted in indigenous mythology, which makes them seem familiar for their reader.?
The return to native tradition by magic realist writers of Latin America (as well as
other post-colonial countries), Bowers notes, was a “shift away from a position of
marginal cultural production in which all things European were esteemed”. Although,
like other colonized countries, Iraq and its Kurdish region were exploited by Britain
both during the mandatory period and after Iraq’s independence in 1932, Ali in his
works does not turn to this certain form of magical realism which is grounded in
indigenous mythology and folklore to oppose the hegemony of Western cultural
manifestations. On the contrary and ironically, by using magical realism, he
reinforces that position of “marginal cultural production” in which everything
European is viewed with awe, which will be discussed in more detail later in the

chapter.

Apart from the lack of a magical realism rooted in native tradition, Sari Mosiqare
Sipyekan is filled with repeated and unnecessary extraordinary events that seem to
the reader to be arbitrary and appear to have no real purpose (cf. Qawami 2007, pp.
7-9). For example, the narrator describes the supernatural power of Ish’aq, Celadet,
and Serheng as follows: “they were doing magic with their music, rain out of sun,

were making sunshine out of rain, turning the night into day and the other way

 For example, in Carpentier’s magic realist novel, The Kingdom of this World, the shape-shifter characters which
“change shape at will and are able to fly away when they die” are taken from “West African mythology” (Bowers
2004, p. 35). Likewise Rushdie in his works “draws on Indian mythological epic such as Mahabharata” (ibid., p.
54).
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around [...] and some nights with the help of music they were flying from one side of
the mountain to the other.” (p. 37). A few pages later, however, they descend from
the high place of the prophets where they believe themselves capable of doing
extraordinary things. When surrounded by some Iraqi soldiers they find that they are
absolutely helpless and, to the reader’s surprise, they cannot work their magic and
are easily arrested by them. The reader might question why they did not play their
music to stun the soldiers; and as there is no explanation for the failure to work a
“miracle”, this seems rather odd. Since the author has, up until this point in the novel,
endowed these characters with a supernatural gift, why, when it is most needed, are

they suddenly turned into normal people bereft of extraordinary abilities?

There are the transgressive and subversive aspects of magical realism, such as, “their
in-between-ness, their all at oneness that encourages resistance to monological
political and cultural structures” (Zamora and Faris 1995, p. 6) that has made it so
popular among the writers. It seems that under the influence of writers from, for
example, Latin America such as Garcia Marquez, Ali draws on magical realism as a
suitable form for political resistance. Like Garcia Marguez in One Hundred Years of
Solitude ([1967]1970), Ali in Sari Mosiqare Sipiyekan utilizes magical realism both to
reflect the civil war, corruption, dictatorship and authoritarianism in a poetic and
unrealistic way and also to present an alternative reality. However, closer inspection
will prove the otherwise: on the one hand, he criticizes, for example, widespread
corruption and authoritarianism amongst the Kurdish parties ruling over Iragi Kurdistan
after 1991, but on the other he creates an alternative world in his novel which is
founded on authoritative and monologic definition of, among others, Kurdish
nationalism, beauty, art, justice, and subjectivity. Granting a partial supernatural power
to Celadet, Ali has created a character who has the illusion that he is the prophet of
modern times, the messenger of “true” and “eternal” art and beauty (see, for example,
pp. 36, 131, 248, 416, 425) and, as such, he views himself as the carrier of the solitary
path to eternity and happiness, as other prophets have done before him. Addressing

the reader, Celadet remarks,

55



| assure you that immortality is not that something is remembered and thought of still,
after death; it is, rather, a place, a big city, a district of the undiscovered districts of
existence [...] that we can travel to. It is a city nearby; it is with us [...] Satan’s job is to
imprison us in the slots of time and small places so that we won’t be able to travel to
the very end of the world, beyond these places and times (pp. 131-2).%

This city is that of the white musicians, a city, says Celadet, “that is neither limited to
beautiful pieces of music, nor immortal and nice poems, nor Mozart, Shakespeare,
and Goran;* [...] but also there is a place for those people with huge suffering, with
great wishes and desires, with big dreams” (p. 420).? Celadet, then, promises a
heaven beyond this world where only artists and those poor people who cannot fulfil
their dreams of creating true art are allowed to enter. The rest of the world, those
who have not conceded to his prophecy, infallibility, and world view, have no place in

this city.

By overemphasizing Western music and connecting it to eternity from cover to
cover, Sari Mosiqare Sipyekan downgrades Kurdish music by ignoring it. The only
exception is Mezher Xaligi whose name is mentioned along with Western musicians
(see p. 277).%® However, the author seldom mentions his name nor does he offer any
details of his artistic life and works. Yet, Western classical composers, and above all
Mozart, are always at the tip of his pen. Below | will examine the representation of
Western classical music and its significance in the construction of subjectivity, and a

new world.

% Min dillniyatan dekem cawidan ewe niye ke le dway mirdiniis éme le yadi siték da bin 0 birman
necétewe u hemise bigerréynewe seri, cawidan sitéki tire, cawidan swéne, saréki gewreye, heréméke
le heréme nedozrawe u nadiyarekani wicld ... ke degét seferi bo bikeyn. Cawidan saréki nizike le
xomanewe, le Gellman daye ... Ehrimen isi eweye ke éme le naw satewextekan da, le naw céga
biclke kanda weha dil bikat, tiwanay ew gesteman nebét berew ew beri em swén ( katane.
1 Abdullah Goran (1904-1962) is known as the father of modern Kurdish poetry.
32 [tlenya Mozart ( Sikispir 0 Goran nabinétewe [...] bellki ew mirovanes debinétewe ke hellgiri azari
ggsewren, hellgiri oxzgey kujrawin, hellgirii xewni gewren.

Mezher Xaligi (1938-) is a renowned Iranian Kurdish singer.
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2.2 Mozart: a divine magical music

In this novel, Western classical music, and above all Mozart’s is highly valorised
and represented as the “true” and only acceptable form of music (for example, see
pp. 250 and 427). Addressing a band of musicians, called Belemi Befir, Celadet
says, “the biggest catastrophe ... is, not to differentiate between Mozart and the
trivial and untalented musicians” (p. 425).3* Celadet and his army of “true art”
saviours strive to avoid what they see as low quality music in order to achieve music
which is so sublime that it could only be found, they claim, in Western classical
music. However, throughout the novel the characters do not clarify what
characterizes music that is classified as true, magical, and enthralling. Neither do
they outline the technical and formal features of Western classical music. Rather
they try to introduce this form of music as a means through which one can achieve
eternity and immortality. Yet it is not clear what is inherent in Western classical music

that connects it to supernatural elements and is lacking in other forms of music.

According to Ish’aq, to become a musician one has to purify his soul through
becoming one with nature: “We have to reunite with wind, rain, and sun. Our body is
a river in which the wind and sun flows if only you abandon other things and open
your eyes. Day after day the sun penetrates a bit deeper into your soul and body,
day after day the rain penetrates deeper and speaks to your soul” (p. 23).%°
According to this method, vanquishing sensual desire is the first and foremost step to
learning Mozartian music and becoming a true musician, as it is with Sufism, since,
“the only way that can lead to the emergence of a noble character” is nothing but
“devoting oneself to the purification of the soul” (Geoffroy 2010, p. 12). Sedgwick’s is
another definition that will further serve to illustrate the point as he perceives Sufism

% Karesati here gewrey mileték ... eweye ke le néwan Mozart (i ew mosigare bé behre u bigiikane da
ciyazwaziyék neménét.

% Debét pés hem( siték peywendiman le gell ba u baran 0 hetaw da giré bideynewe, lesman cogeyéke
sitekanf piya té deperrét, bay piya derrwat, hetawi piya derrwat, ger sebir biken, ger waz le sitekant tir
bihénin O xotan bikenewe. Roj dway roj hetaw tozék qalltir be nawtan da decéte xwar, roj dway roj
baran kemék ziyatir péstekantan debrrét 0 le nawewe gisetan le gell da dekat.
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as “a practical program for learning to control the nafs.*® Once the nafs has been
subdued and a space made for God in the heart, God may be expected to fill that
place with Himself.” Replacing “God” with “Mozart” we can, more or less, summarize
Ish’aq’s approach to Mozartian music as: “once the nafs has been subdued and a
space made for Mozart in the heart, Mozart may be expected to fill that place with
Himself”. Hence, Mozart can simply be learnt through meditation, inspiration and
subduing carnal desires, without spending years of hard work in order to master

Western classical music.

In the light of the above comparisons, one might say that in Sari Mosiqare
Sipiyekan music is viewed as a kind of Sufism in the sense that it is a path to eternity
and true beauty, and musicians, like the Sufi, take that path. As Haeri puts it, “Sufism
is primarily concerned with the heart that reflects the truth which exists within it,
beyond time and in time. The Sufi is the whole human being. He recognises that his
reality is beyond time and space” (1990, p. 27). Like the Sufi, the Musician, as is the
case with Ish’aq and Celadet, is someone who “should not be doomed to live within
the incidents, time, history, and so forth, [...] [someone who] is only connected to
eternity” (p. 21).3” The Musician has been bestowed a place above other people, a
place above history, time and place, that is, he is God-like. His vocation is to
prophesy, to bring happiness to human beings by playing such music that God would
forgive their sins: “we have to play such music”, says Ish’aq to his two students, “that
has never been heard before. We must make God forgive not only our sins but those
of all human beings”. (p. 30).*® Like Sufis, the musicians that follow Mozart's music
believe that there is a special relationship between them and God. Haeri argues that
the Sufi is “an enlightened being”, (1990, p. 26), whom “God has enabled to purify

% Carnal self
37 Mosigarekan nabét meh‘kim bin be jiyan le naw r0daw 0 zeman 0 mé&jd u em sitane da [...] ew teniya
Egeywendi le gell ebediyet da heye.

[s]iték bijenin ne asiman, ne aw pés éme neiyanbistibét, debét xoda wa |€ bikeiyn be awazék le hemi
gonahekanman xog bét, teniya gonahekani xoman na, gonahi hem( ademizadekan.
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his ‘heart’ and to establish his relationship with Him and His creation through

treading upon the correct path” (1990, p.3).

Ali has taken Sufistic ideas of “inner awakening”, “purification of the heart”,
asceticism and truth seeking, as described by Haeri, and, ostensibly, has provided a
new perspective on music, and a hew understanding and representation of
sophisticated Western classical music as a key to immortality and eternity. At the
same time, “the music played by Mozart, Hayden, and Beethoven,” Qawami states,
“‘is an earthly music and not a heavenly one. It is a kind of music more evocative of
thought than mystical feelings [ ...] This music not only cannot heal the Kurdish
individuals who are sick, but it might make them sick as they are used to a different
kind of music” (2007 p 29).%* So, in effect, the copious paragraphs and passages on
Western classical music in the novel, have nothing to do with this genre whatsoever.
What is presented as Mozartian music is but an amalgamation of: Sufism, Mithraism,
and Manichaean ideas (ibid. pp. 158-170). This group of musician Sufis, seem to be
more similar to disengaged Sufis who have, more or less, abandoned worldly issues
and focused on divine matters. Although, the novel is supposedly concerned with the
thousands of Kurds that have been massacred in the Anfal camps, apparently, these
musicians, artists, and true art saviours are striving to attain an immortal music or

art.

Kurdish music, which is, in all its forms, a significant aspect of Kurdish culture is
barely mentioned throughout the novel. Since it is rooted in Kurdish folklore, myths,
ballads, and epic stories, Kurdish music is one of the major elements of culture
through which individual and national identity is reproduced and represented. It
seems that narrators and other characters that belong to the army of true art
saviours assume that everything related to Kurdish culture is of low quality and has

to be abandoned while they strive to replace it with its Western counterpart, be it

%9 Mosiqay serdemi Mozar G Haydin G Bithovin, mosigay zewine nek asman; mosigay endéseye nek
hestl sofiyane [...] Em mosigaye nek her natwané nexosi kurd ¢cak katewe; bellkQl lewaney mirovi
rahatd be mosigay megami rojhellati nexogis bixat.
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music, painting, literature or other cultural forms. Therefore, they attempt to take on a
different identity other than Kurdishness by turning their backs on Kurdish music and
culture and embracing everything coming from the West; their ultimate goal is to
become copies of Mozart, Beethoven, and Bach.

In response to a “little panegyric” for Slavoj Zizek publicized on Aljazeera in
2013, Hamid Dabashi raised this question, “Why is it that if Mozart sneezes it is
‘music’ (and | am quite sure the great genius even sneezed melodiously) but the
most sophisticated Indian musical ragas are the subject of ‘ethnomusicology’?” The
same question could be asked of Ali’s representation of Kurdish music, as being
inferior to its Western counterpart, with the exception, perhaps of Xaligi and Goran.
Dabashi traced the “self-confidence”, “audacity”, “universality” and “globality” of the
West to its imperial heritage which “once enabled [its] Eurocentralism”. However, he
maintained that “Eurocentricism” has come to its end and the rest of the people
outside Europe have recognized their ability “to think beyond the confinements of
that Eurocentricism” (ibid.). Dabashi argued that along with people from other parts
of the world, the Arab and the Muslim, “is going through world historic changes” as a
result of which poets, artists, and thinkers are produced who are capable of “thinking
and acting in terms at once domestic to their immediate geography and yet global in
its consequences” (ibid.). Having said that, Sari Mosiqare Sipiyekan not only fails to
challenge “Eurocentricism”, it freely and submissively surrenders to its hegemony
and presents Western art as “true” art (for example, see, pp. 248, 425). Over and
above that, Ali polarizes the characters in his novel into two groups: one that
dedicates itself to learning and disseminating Western classical music, and the other,
which is ignorant of such music. The former is presented as the embodiment of good

and the latter as the embodiment of evil.

2.3. The return to folk tale heroes

Although | have argued that the magic and fantastic elements in his stories are

not based in Kurdish folklore and myth, nevertheless, Ali has created heroes that are
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similar to those found in myth and folk tales. The heroes of Sari Mosiqare Sipiyekan,
in Jesse Matz’s words, are, “epic heroes of myth and legend”, and are “far better
than average, superior to their environments, and destined for triumph” (2004, p 45).
As is the case with folk tales and myths, in Ali’'s novels there are two groups of
characters: the good people and the bad people, the heroes and the villains. Having
supernatural power, the first group opts for building a Utopia in order to save
“‘beauty” and “true” art and with this mission they seek to triumph over the villains.
That is to say, good defeats evil.

In Sari Mosiqare Sipiyekan Ali polarizes Kurdish society in Iraqi Kurdistan, since
on the one hand, a minority fights for the preservation of beauty and seeks to
achieve an immortal art, and on the other there is that part of the society, which is
ignorant of “true” art. In effect, this novel is a battlefield in which these two groups
face each other. The narrator, however, does not remain neutral in this battle and,
directly or indirectly, takes the side of the “true” art saviours. As the narrator, and
leader of the “true” artists, Celadet, does not allow the opposite group, that is, that
part of the society ignorant of Mozartian music, to talk for themselves, to express and
defend their views about art, or to narrate the story of their lives from their own
perspectives. That being the case, | shall predominantly examine the formation of
some of the characters’ subjectivity and identity from the group of ‘true’ art saviours
and only one character from the opposite group, whose name is $Sanaz Selim, since

she is the only that the narrators described in detail.

Celadet’s function, along with several other characters: Ish’aq [éwzérrin,
Serheng Qasim, Sarox, Mlsa Babek, Cemil Baran, and Moh’emed Firdewsd, to
name the most important ones that belong to his group, is to broadcast the prevailing
theory of art and aesthetics in the novel. Serefyar the narrator explains that at the
age of only six months Celadet lost his mother, and this was due to all the sufferings
she had gone through since her husband had not allowed her to see her two sons.
Recounting these details, the narrator, ascribes Celadet’s extraordinary capability,

“to escape from death and its lethal deception and charms”, to “his mother’s short

61



and trivial life” (p. 12). However, although it seems as though the narrator suggests
that somehow there is a link between Celadet’'s mother’s death and his supernatural

power, it is not explained, which is apt to confuse the reader.

The next determining event in his life is that which occurs after the death of his
neighbour, Sermed Tahir, Celadet learns that he has bequeathed his flute to him.
Playing the flute for the first time in his life, surprisingly, Celadet, is able to play those
songs that he heard Sermed play. It is not long before he acquires a reputation for
having a great talent in music (pp. 13-14). Shortly after, he learns most of the other
musical instruments. “He listened to the world’s top sonatas and symphonies day
and night and was able to recognize the great musicians of the world and their
songs” (p. 14).*° Together with Serheng Qasim, another talented boy, they play
magical music. In short, they dedicate their life to it and spend all their time listening

to, Mozart, Beethoven and Bach.

In order to excel in his potential magical power in playing music and become a
messenger of true art, Celadet needed yet another incident to happen in his life.
Becoming aware of Celadet’s reputation for music, Ish’aq travelled all the way from a
town on the Iraqi Kurdistan border to meet him. He is looking for “two students to
whom he could transfer his knowledge of music and wisdom” (p. 17).*! Finding the
most talented boys in music, that is, Celadet and Serheng, he takes them with him to
his home and promptly begins the project. However, as the Irag-lran war and the
conflict between the Kurdish parties and central government escalate, they have to
leave Ish’aq’s house and take refuge in the mountains (pp. 33-34). During their short
journey to the valleys, and mountains, Ish’aq begins to teach music to his two

students.

0 Sew 0 roj le tomaréki bicikewe gweéy le sonata u semfoniyekani doniya degirt ... deytiwani hem
mosiqare gewrekant doniya u awazekaniyan le dlrewe binasétewe.
o [B]e diway dd gotabi mosigada bigerét, bellkd bitwanét mosiga u h‘ikmeti xoiyan fér bikat.
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While searching for a safe refuge they are arrested by a group of Iraqgi soldiers
and taken to the Anfal camps to be executed. Hence, after only a few months the
music course has ended; but this was a course that was nothing but some lessons
on meditation, Sufism and other religious teachings. Because the author grants him
the role of an immortal prophet, Celadet, however, is to be rescued in order to carry
out his mission of saving “true” art and “beauty”. Drawing on magical elements, the
author seeks to save Celadet whose life is the most precious thing that the beauty
saviours have to protect, at any cost. An example of this is when Celadet is to be
executed and another musician takes his place and is shot by Samir Babili. Under
the influence of the musician’s magical music, Samir regrets his action and suggests
that he saves his life. However, the musician’s response is: “it’'s early Samir, a day
will come that you shall save a musician; one night a musician will be killed by you.
But you will remember this enchanted music, you will cry and regret, run into the
desert and save him. That musician is not me, and you can’t save my life” (p. 176).%
Hence, that night everyone except Celadet, including Ish’aq and Serheng Qasim, is
executed by the Iragi soldiers. However, since he is stunned by the heavenly music,
Samir shoots him in such a way that he survives. A few days later Samir returns to
the desert to save Celadet and take him to the nearest city. There in the “city of
yellow dusts” he is protected by Doctor Mlsa and Daliya Siracedin, and recovers his
health.

Celadet is the chosen one. His place in this novel is elevated to that of a
prophet; he was born to spread justice, happiness, and real beauty among people.
The following comments and examples from the novel demonstrate how Celadet is
viewed as a prophet by both narrators and some of the other characters. To begin
with, there was no obvious reason why God chose a certain person to be a prophet

and those selected were not necessarily, the more clever persons. Rather they were

42 Hésta ziwe, rojék dét, debét firyay mosigarék bikewit, sewék dét, wek emsew mosigarék dekojit,
bellam le nakaw em awaze sih‘rawiyane dénewe birit, degrit 0 pesiman debitewe, be she’ra dara
dekeyt, cestey dedey be kollit da u rizgari dekeyt. Bellam min ew mosigare nim, to natwanit min rizgar
bikeyt.
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granted massive powers and infinite knowledge by God, and as such, became
prophets simply because He willed it so. In the same way, the author’s relationship
towards his protagonist, Celadet, is, more or less, a God-prophet one. Like prophets,
Celadet is destined for prophethood, and not because he had great intellectual or
other capabilities. Daliya believes that he is both stupid and a good musician. “For
her | was such a stupid boy”, says Celadet, “she truly believed that she had never
seen a man as stupid as | am. She was wondering why God has appointed me to
pass on such an important message” (p. 126).** Furthermore, his ability to play great
music, that is, Western classical music, is not something that he had achieved
through hard effort and great talent. As Celadet claims, he became an expert in

Western classical music and a brilliant musician in the twinkling of an eye.

The birds that follow and fly over Celadet and his crucifixion and resurrection
also serve as symbols representing him as a prophet. The former event alludes to
the cloud that hovered above Prophet Mohammad and protected him against the
intense heat, and the latter, to Jesus Christ’s crucifixion. He could also do
extraordinary things with his musical talent, such as, heal the sick as mentioned
earlier, and travel to the “death territory” and return from it. As for Celadet’s power to

travel to other worlds, Serefyar says:

Celadet was one of those winged creatures capable of travelling to the death territory
and return from it [...] he has done it three times. The first time goes back to when he,
together with a children’s band, faced a tragic accident and was the only one to
survive. On the second occasion he was one of the very few people to survive a
ruthless massacre in which hundreds of thousands of Kurds were executed. And the
last time was when he found himself in the city of white musicians (p. 521).44

3 [M]in le ber cawl ew gemjeyékt gewre baim, ew le dillewe bawerri wa b ke hi¢ piyawék tirf le jiyani
da nebiniwe be endazey min gemje bét. Xesari lewe dehat, xoda mini bo geiyandini peyaméki weha
ewre diyarf kirdiwe.

* Celadet lew balldarane b ke be naw mirdin da derroyst (1 degerrayewe ... sé car be néw mirdin da
tépwerriwe u hestawetewe, carl yekem ew katey le gell tipékT mosigay mindallan da t0si rGdawéki
tirsnak debin 0 em tenya keséke diway béhosiyéki dir 0 diréj helldestétewe, cari diem ke le kustare
gewrekani bas(r da, lew serdeme da ke sedan hezar kurd le bas(r tirbaran dekrén, ew yekéke lew
kese degmenaney be naw agireke da derrwat G lew ser be zindQyi détewe deré, carl séhemis ew
careye ke deygeyénéte sari mosiqare sipiyekan.
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The ability to travel to the death territory and return from it three times, elevates
Celadet’s status from a dove to a phoenix and his name is changed to Celadet the
Phoenix [Celadeti Qeqgnes]. As a phoenix his vocation is to burn and “bring to life the
beauty that was killed upon earth from the death territory” (p. 466).*> The Phoenix is
a creature, as Ish’aq explains to Celadet, “who travels between death and life,
someone who can travel to the city of white musicians and return, who is a soul who
travels between the beauties that were killed and the world [...] Celadet it is your
duty to bring back into the world some of these dead beauties, the songs, the books
and the paintings that have been killed” (p. 529).*® As we shall see, the other
characters face a prophet narrator/character with a historical vocation that has been

appointed by the author and non-compliance will not be tolerated.

Like other characters, Mlsa Babek is a ready-made character serving the
authorial ideologies in the novel. Mdsa is introduced through a short biography which
recounts some personal and social critical moments in his life first from the narrator,
Celadet’s, point of view and then by Misa himself (pp. 98-114). However, Misa’s
life, dilemmas and desires as a human being are not unveiled through his immediate
experience of such moments. Viewing subjectivity as a process, “whereby a person
selectively appropriates and assimilates the ideological discourses of others”
(McCullum 1999, p. 102), means that certain extended monologues on, for example,
“true” art, music, and justice, will be to no avail. Furthermore, “unmediated
experience” is a main characteristic feature of the modern novel achieved by its
emphasis over “subjectivity” rather than “objectivity” (Matz 2004, p. 52). Nonetheless,
Mdsa’s, and other characters’ in this novel, experience of life is not delivered to

readers directly; rather it is mediated by the narrator and conveyed objectively.

5 [L]e xaki mirdniewe cwaniye kujrawekan degérrétewe.

4 Qegnes keséke le néwan mirdin 0 jiyan da yari dekat, keséke detwanét birwat bo sari mosiqare
sipiyekan G bigerrétewe, roh’éke le néwan ciwaniye kujrawekan G doniya da hat( ¢o dekat ... Celadet
wezifey toye birrék le ciwaniye kujrawekan, le awaze kujrawekan, le kitébe kujrawekan, le tabllo
kujrawekan bigérritewe bo cihan.
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We learn at least some of Mlsa’s past through Caledet’s narration. He comes
from a well-off family who was raised in Baghdad, went to London and graduated
from the Royal College of Medicine and then returned to his country. Caledet
describes him when he was young, as, “half-communist, half bourgeois, half religious
who had at once a sort of socialist sentiment, a sort of bourgeois pride, and religious
obsession” (p. 98).*" Yet, “he does not live life as a communist or ascetic” (p. 98).%
Rather, he spends his wealth on unknown paintings in the hope of opening an art
museum of his own. His hope, however, is shattered when Prime Minister Qasim is
overthrown during a coup d’état led by the Ba‘ath party. Soon after, the new regime
launches a massive tide of arrests and the persecution of poets, artists, and
musicians on the charge of their affinity to communism. Consequently Mdsa’s
collection of paintings is burnt, his statues broken and he is arrested and exiled to a
remote city in the desert south of Iraq. Ever since then he has devoted his entire life
to saving thousands of paintings made by unknown artists who “could not find
anywhere”, says Misa, “to exhibit their paintings ... [to save] the works whose
owners were killed ... those works whose creators did not have a place to preserve
(p. 107).*° For M(sa collecting paintings is a political activity and a resistance

against the ruthless Ba‘ath regime.

Furthermore, Mlsa is described as a wise old man who gives Celadet advice on:
Art, justice, and punishment. For example, in response to Celadet’s question
regarding how justice can be brought to oppressors, Mlsa says, “justice could not be
done by killing the tyrants; rather it could be fulfilled by replacing tyranny with
something different” (p. 187).%° As the novel unfolds we learn that Celadet follows his

words. Mdsa, more or less, plays the same role in relation to Celadet as Ish’aq did,

* Piyawéke niwe komonist, niwe borjiwa, niwe imandar, wate siték le hesti sosiyalisti, siték le sanazi u
X'irQri borjiwaiyane u sitékis le dillerawkéy dini tédaye.
8 [Blellam wek komonist yan zahid naji.
49 Neiyantwaniwe karekaniyan le hic pésangayeki em donyaye da nisan biden, kari ew
hunermendaneye ke kujrawin [...] kari ewaneye cégayekiyan nebwe tabllokani xoiyan tiya biparézin.
% E'dalet ewe niye zallimekan bikojit, eweye sitéki ciyawaz bixeyte cégay zollim.
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that is, he teaches and educates him. These two characters are the only ones whose
attitude towards different issues is not only unchallenged by Celadet, as is the case
with almost all the rest of the characters, but, on the contrary, he is mostly
submissive to them. An “implied author”, in Booth’s words should be: “an implicit
picture of an author who stands behind the scenes,” whether as “stage manager”,
“‘puppeteer”, or “an indifferent God” (Booth, 1961, p. 151). It seems that the “implied
author” in Sari Mosiqare Sipiyekan is closer to a “puppeteer”, since he implements
his beliefs and values through Ish’aq and Mdsa to fully prepare Celadet to become
the messenger of a happy eternal life, in the light of Mozart’s divine music. In
addition to advising Celadet, Mlsa, acts as his disciple, protecting and healing him,
assisting him in saving “true” art by way of collecting paintings and preserving them,
and assuring him of his vocation to be a prophet, “I saw that aureole around your
head ... like the aureole around prophets. You were born to be a great man” (p.
106).*

The types of characters discussed above are very close to three of the seven
character types in fairy tales, namely, “the Hero”, “the Donor”, and “the Helper”
(Propp, 1968, p 68). That is to say, Vladimir Propp’s definition of these types of
characters could largely be applied to Ali’s characters in this novel. The “Hero” is
someone who “departs on a search ... defeats the Villain, and weds/rules at end”
(ibid.). Celadet searches for beauty, “true” art, and eternity and on his way triumphs
over obstacles and villains. By the end of the novel he becomes a phoenix and this
implies that he has achieved eternity and the ability to resurrect. Throughout his
journey Celadet is prepared and provided with a “magical agen™, assisted and
rescued by Ish’aq Iéw zérrin, Doctor Mdsa, and Daliya who are the, “Donors” and
“‘Helpers”. Yet another character type is present in the novel, that is, the “villain”,

which is acted out by a female character, Sanaz Selim. At the other end of the

>t [M]inTs ew sebengem le dewrit bini ... To roh’éki bo ewe dirost byt siti gewre bikeyt.
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spectrum is Daliya. She is not a typical princess as outlined in Propp’s study of folk

tales; yet she is presented as an angel who sacrifices her life for others.
2.4. “Angel” or “villain”: a narrow presentation of Womanhood

In this section | will examine how femininity is presented in Sari Mosiqare
Sipiyekan and what its “political” implications might be. The term “political” is
borrowed from Millett (1969, p.23) who uses it to refer to “power-structured
relationships, arrangements whereby one group of persons is controlled by another”.
Under the light of Millett’s “sexual politics” and Butler’s notion of gender as
“performativity”, | will demonstrate how a woman becomes a woman in the novelistic
discourse of Sari Mosiqare Sipiyekan. Butler denies any pre-linguistic existence of
gender. For her, gender is something that we “do”. It is a process which has neither
origin nor end (1999, p. 43). Gender as “performativity”, then, as Butler argues, “is
the repeated stylization of the body, a set of repeated acts within a highly rigid
regulatory frame that congeal over time to produce the appearance of substance, of
a natural sort of being” ( ibid.). Following Butler’s, “political genealogy of gender
ontologies” (ibid.), | seek to “deconstruct” the natural and essential characters of
gender by placing it in the context of the discourses in which it is constituted.

Daliya and Sanaz are the only female characters who play salient roles in the
course of the novel. Daliya is a Kurdish girl who studies English literature at Baghdad
University. She falls in love with her classmate Basim Cezayiri, an Iraqi Arab, as a
result of which her brothers, who deemed Arabs as their brutal enemy, decide to Kkill
her. However, miraculously, she escapes from death and goes back to Baghdad. For
one year or so she lives there clandestinely. Yet, her life turns into a nightmare when
Basim is arrested by the Iraqi Intelligence Service. Basim’s disappearance makes life
unbearable for her who, as she once said, “can’t even breathe without him” (p. 89).%

Losing any hope of tracing Basim legally, she decides to approach the officials

*2 hé ew kurre natwanét heway ser zemin hellmijét.

68



personally to find him, at the price of prostituting herself. Thus, she moves to, “the
city of yellow dusts” wherein she begins working as a prostitute in a brothel where
senior Intelligence Officers and other officials come to drink alcohol and make love

with women.

Serving the interests and needs of the most privileged character in the novel,
that is, Celadet, Daliya is highly respected by the narrators. For example, Serefyar
pictures her as someone quite different from other prostitutes: “she was not a
prostitute. She desired to become a translator [...] a novelist, to write the story of her
life, to become a teacher and teach English to the children of her hometown in

Kurdistan.” (p. 228).% It seems that Ali has created a “New Woman” in his novelistic
world, a woman who leaves her traditional, domestic duties to become socially
active. But, her family’s discontent with her marriage to Basim and his
disappearance completely changes her life. Before long, the primary image of a
“‘New Woman” characterized in Daliya, who is independent and takes risks to live her
dreams, starts to disappear. She sacrifices her life and her dreams for the sake of
her beloved and prostitutes herself to save him; and she is greatly praised and
respected for doing so by both narrators and some other characters in the novel. The
old stereotypes are, once again, reinforced and reproduced: the ideal woman is
someone whose main concern is her family, and to achieve this, she has to sacrifice

or postpone her needs, to satisfy those of others.

The narrators view Daliya’s prostitution differently from that of other women in
the brothel where she works. Whilst they are portrayed as objectified, dehumanized,
and presented as hapless women incapable of changing their destinies since they
are trapped in a city in the heart of the desert, Daliya is presented as an angel (for
example, pp. 143, 146, 269). Her prostitution is interpreted as a heroic act because

she does not do it to satisfy her personal needs, be it the basic need to survive.

*% Ew sozani neb, xolyay ewey heb(i bibét be wergérr [...] bibét be roman niisék G jiyani xoy
bigérrétewe. Bibétewe be mamostay inglizi u birrwat le Kurdistan, le sari mindalli xoy wane billétewe.
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Rather, she has put herself in this position for the sake of the man she loves. To
further differentiate Daliya from other prostitutes in the city of yellow dusts, Celadet,
the narrator, claims: “for the first time | saw those little angels in the air that she had
mentioned earlier; the word “to see” might not be very true; | would better say | felt
them, | felt tens of tiny shadows flying around her, as if they wanted to carry her with
them. Like a divine soul, a wanderer soaring in the whirlwind, she passed by without
noticing me.” (p. 143).>* He elevates Daliya’s situation from one of an ordinary
woman to that of a saint or an angel whose laughter “made everything around her
shine.” (p. 146).>

In contrast to Daliya, Sanaz, another female character, is associated with the
devil and death and is degraded by the narrators. Coming from a well-to-do family,
Sanaz lived a comfortable and luxurious life. From Celadet’s perspective we learn
that she fell in love with a youth when she was young. Before long their secret love is
revealed and Sanaz’s father becomes aware of it. Facing total public disgrace, her
father kills the boy in an orange store and since that time, says Celadet, “Sanaz
Selim has a savage desire for orange trees, for orange leaves, for the smell of the
orange ... Yet she desires another smell ‘the smell of death’.” (p. 369).>° The word
“savage” that Celadet ascribes to Sanaz’s desire for oranges and her “love for the
smell of death” is derived from his deep-seated hatred of her which he expressed
unequivocally a few pages earlier when for the first time, Sanaz meets him and
Samir. She completely ignored him and started to chat to Samir. Her behaviour
makes Celadet utterly resentful: “I was so annoyed that couldn’t say anything” (p.

363).>" Consequently, Sanaz is demonized by Celadet, the narrator. The narrators,

> [BJo yekem car sitéki seyrim bini, bo yekem car ew firiste bickolananem le hewa da bini ke basiyan
dekat, renge wisey binin zor rast nebét, rast tir waye billém hestim pé kird, deyan tarmayi bickim hest
pé kird ke le dewri defrrén, wek ewey helli bgrin 0 biben, wek roh‘éki asmani, giyanéki wéll le gerdeldl
da birrwat, aweha be tenistim da téperri u neybinim.

%5 [K]e pédekent sitekani dewr O beri dedrewsanewe.

* Lew sewewe Sanaz Selim be coréki dirrindane h‘ez le direxti pirteqall dekat, h'ez le gellay pirteqgall
dekat, h'ez le boni pirtegall dekat ... bellam cige lewes h'ez le bonéki di dekat “boni mirdin”.

*" Min be corék berbinim girab( gisem bo nedekra.
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one might say, seek revenge against whoever is not like them. Hence, the
characters outside the “true” art and “beauty” saviour group face a double-standard
by the narrators. For example, what is true, acceptable, and even admired in Daliya,
is wrong, rejected and extremely degraded in Sanaz. While Daliya is presented as a
heroine who fights for her beloved, $anaz who strives to save her husband’s life is

described by Celadet as follows:

Mrs Sanaz, you are a liar. You are nothing but a brazen and impudent lover of the
dead [...] some women love virile and lively men, but you desire the dead man. From
the very first time you came here, you noticed a smell of death emanating from him
[Samir]. But now you want to prove to yourself that you love him and are fighting for
your love [...] you are nothing but a black raven disguised as a charming and
coquettish woman. You're a portentous bird and everyone knows the fact that you
would kill whoever you might touch (p.474).%®

The novel does not provide its characters with a space in which they are able to
interact with others and their immediate environment. This is because their words
are filtered through their authorial narrators. Therefore, the narrators, Celadet and
Serefyar, hinder any direct contact between the characters in the novel since,

whatever they do or say, is controlled by them.

Like other facets of identity in Sarf Mosiqare Sipiyekan, the characters’ gender
identity is not presented, in Butler's words, as something that is a “process” or is,
“becoming” (1999, p. 43). Rather, the characters have to comply with an already
existing conventional femininity and masculinity that the novel reinforces. To borrow
Sara Salih‘s words, the subjects represented in Sari Mosiqare Sipiyekan have a very
limited “number of ‘costumes’ from which to make a constrained choice of gender
style” (2002, p. 63). Yet this limited number of costumes is sexist-oriented and

reproduces the existing power structure in Iragi Kurdistan. The question as to

*® To diro dekeyt, Xati Sanazi berréz, to hig nit cige le A’siqéki béserim ( bé h‘eiyay mirdiwekan ... jin
heye h‘eziyan le piyawi be héz O pirr le jiyane, to lewaneyt ke h'ezit le piyawT mirdlwe, to le yekem
rojewe ke hatite ére dezanit Samir piyawéke boni mirdini 1& dét, dezanit, bellam ésta detewét bo xoti
biselménit ke A’siqit, ke le pénawl xosewlsti da serr dekeyt [...] to hi¢ nit cige le gelle resék ke le bergt
jiniki be naz 0 A'iswe da xoy gorriwe, le katék da xanim to baldaréki simft, hema sar dezanit ke to le
her kes nizik bitewe deykuijit.
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whether love can change this power structure and create a world in which women

and men are assumed to be equal, is covered in the next section.

2.5. Love: reinforcing an unequal relationship between two sexes?

Since Simone de Beauvoir’s ground breaking work in the 1970s, some feminists
have been hostile towards the subject of love. As Elaine Baruch remarks, this was,
“‘mostly due to women’s renunciation of independence and men’s mystification of
women” (1991, p 27). Love was also viewed, not only as a mechanism “to secure
women’s domestic exploitation in the patriarchal family, but also legitimated the
emotional and sexual exploitation of women” (Joanne Hollows 2000, p. 72). In this
section | shall explore how characters are shown to be affected by their experience of
love, and how the novel represents love’s affect, on the male and female characters.
For example, does it describe them as responding to love differently? Has it affected
male and female characters differently? Has it brought about, to put it in Millett’s
words, the “emotional manipulation” of women by men? (1969, p. 37) Or, rather, is it
that, romantic love “results from an equalization of relationships between men and
women” (Shorter 1976, cited in Baruck 1991, p. 98).

Daliya, the female protagonist, is in love; her love for Basim has overshadowed
her entire life to the extent that she fights tooth and nail to save his life. Under
Saddam Hussein’s dictatorship during the late nineties, the law does not enable her
to bring a lawsuit against those who have illegally arrested and tortured Basim,
without even disclosing where he is. It seems that she is able to implement her
agency by refusing to abandon hope and by continuing to search for Basim,
irrespective of all the difficulties and barriers she encounters. However, Daliya, gains
her subjectivity at the price of sacrificing or even, losing control over her body, as
she is abandoned by her family and stigmatized by society. The narrator, Serefyar,
describes Daliya’s feelings when she sleeps with an officer as follows, “she does not
feel anything but coldness; she hasn’t felt anything for a long time. For a long time,

men have penetrated into her shadow and come out of it, as if a frigid cloud
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penetrates into another frigid cloud.”(p. 213).%° She has deliberately killed all feeling
in herself, in order to survive the extremely unpleasant moments of sexual

relationships with the Ba’athist agents.

While daydreaming, Daliya speaks to Basim’s ghost: “my life is nothing, only
your life matters ... compared with your life, mine is the life of a sparrow or butterfly
[she means that it is as trivial as the life of those creatures]. | am here to devote
myself to you, | am ready to die but not until you have returned.” (p. 142). Self-
abnegation is presented as part and parcel of Romantic love; yet in Sari Mosiqare
Sipiyekan there are only women who make sacrifices for their men and not the other
way around. The representation of self-abnegation as natural feminine behaviour
has further marginalized woman and reinforced her place as the “second sex”. De
Beauvoir’s description of a woman-in-love serves to further illustrate the
representation of Daliya’s position in the novel. “There is no other way out for her but
to lose herself, body and soul, in him who is represented to her as absolute, as the
essential ... she will humble herself to nothingness before him. Love becomes for

her a religion” (de Beauvoir 1972, p. 653).

Daliya’s religion is love, a “true” love that requires self-abnegation (p. 148). She
puts her life at risk by sheltering Celadet after Doctor MUsa saved his life and
brought him to “the city of yellow dusts”. Also she helps him to secure a job as a
musician in the brothel and accommodates him there. Yet her relationship with
Celadet does not end at this point. Finding some files that indicate that Basim has
died, she decides to devote herself to Celadet, completely,: “Listen Celadet”’, says
Daliya “nothing matters any longer, from now on | am devoting myself to you; | would
do everything in my power to protect you.” (p. 223). It seems that she is unable to

implement her agency to fulfil her own dreams, to achieve her desires and goals,

%9 [L]e sardi bew lawe hest be hic¢ nakat, bellam le méje ew hest be hi¢ nakat, le méje le tarmayiék
decét ke piyawan be naw séberekey da tédeperrin 0 déne deré, wek téperrini hewréki sard be naw
hewréki dike da.
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and that she is there to sacrifice her very being for others, and only in this way can

she make her life meaningful and gain her subjectivity.

At their first meeting, Celadet fell in love with Daliya. However, Daliya loves him
in a different way. The narrator, Serefyar, describes their relationship as follows:
“Though she was aware of her love for Celadet and at times was getting confused
between her feelings towards him as a mother and a beloved, she loved him as her
little boy.” (p. 228).%° Readers might ask themselves how she could love him as her
son and be so obsessed with him although she had not been in touch with him for a
considerable time. This mother-son relationship which started from the first day they
met is on the highest level, so much so, that in the early days of their acquaintance
Daliya says to Celadet: “Oh my dear you made me so worried. | was only concerned
for you ... Oh doctor | told you that he deserves it if one sacrifices one’s life for him.”
(p. 92).*

At first sight it seems that Daliya, together with doctor Mdsa, does her best to
protect Celadet because he is the only survivor of a horrendous massacre. Daliya
says to him “you are the eyewitness, the only surviving eyewitness; they [Iraqi
soldiers] will kill you wherever they find you.” (p. 96).> However by the end of the
novel Celadet has not attempted to do anything for the Anfal victims. For example,
he does not do what Daliya urges, “we will remain as the only representatives of a
wiped out nation ... after they [Iraqi soldiers] have killed everyone in the north [Iraqi
Kurdsitan], then comes our turn. Therefore we need to escape to another country
and preserve what we have witnessed.” (p. 206).%° As there is no logical reason

underlying Daliya’s sacrifice for Celadet, readers might deduce that it is so because

% [E]ger ¢i le yekem rojewe dezanét ke xosi dewét, eger ¢i le naw roh‘i da hendé car heste kigane u

heste daykane kanf tékell debdn.

%1 Be qurban cend x’emit damé, min her x’emi tom b{, tenha x’emi tom b ... ah diktor, xodaye min
ém negati kurréki écgar nasike, sayeni eweye mirov xoy bikat be qurbani.

* To sahidit, to teniya sahidi zindOyt, le her cégayek bitbTnin detkojin

63 [M]in 0 to lem zewiye da wek nwéneri neslékT le naw ¢i deméninewe [...] bellam ke hema sitékiyan

le bakdr kust, ewsa min 0 tos dekujin, le ber ewe debét ew nigayane le serman da hellgirin 0 bir lewe

bikeynewe rojék le rojan ra bikeyn bo willatéki tir.
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the author sees himself to be more than his characters and therefore, does not let
them think and behave in accordance with the ideology and belief system they are

purported to possess.

Yet, during the course of the novel a discourse on love is formed which
determines the relationship between Celadet and Daliya and at the same time
greatly affects their lives and identities. Although Celadet knows that Daliya has not
accepted him as her beloved he likens his love to a “dagger in his heart” and he

cannot survive without it.>* He adds,

| still believe if a person loses his great love he will be a loser for the rest of his life.
Love is different from playing chess in which if you lose once, you can try to learn from
your mistake and improve your skill for the next time. In love there is only one game,
and no more, if you lose it you will remain a loser for the whole of your life. No one on
earth can fall in love for the second time as passionately, as insanely and madly as one
did in one’s first love (p. 148).%°

Celadet, the narrator, expresses this retrospectively, when, together with Serefyar,
he writes his story. Having a certain definition of love in mind, the author creates his
characters in accordance with his understanding of “true” love, irrespective of their
circumstances, limits, and intellectual capabilities. That is, Ali’s characters are not
allowed to think, speak, and act freely and independently in the way that his readers

suspect that they could and should have done.

This is because the reader is not given the opportunity to read the minds of
characters in order to observe the world from their perspective; and neither does he
experience moments of enthusiasm, anxiety, and suffering. To put it in Ros Brunt's
words, “[T]he script for love has already been written” for the characters in Sari

Mosigare Sipiyekan and they have to perform it. (1988, p. 19 cited in Jackson 1999,

® The representation of love as the source of suffering for the lovers shall be explored in later chapters.
% Estas dellém ger mirov yekemin xosewistl gewrey xoy dorrand, 1di ta mirdin bdneweréki dorawe.
Xosewisti wek seterenc niye,mirov ke destéki dorand xoy ko bikatewe bo destéki tir, mesq bikat, fér
bibét, le e’siq da yek dest heye, yek yari heye u tewaw, ke dorranit biznae bo heta hetaye dorrandite,
hi¢ kes niye lem ser estéreye d( car be heman séti, heman soz, heman piley stGtan 0 déwanegiyewe
A’siq bét.
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p. 106). However, Ali the author does not create this kind of “script”; rather his
presentation of true love is that it is “unattainable”, “allusive”, and “unrepeatable” and
the true lover is “nsane” which pre-existed in Kurdish folklore and classical poetry.®®

Ali has reproduced the belief that love is all suffering.

Perceiving love as a mysterious phenomenon, as something unattainable and
to be praised from a distance, in Sari Mosiqare Sipiyekan Ali creates the characters
that think and act in accordance with this discourse of love. Celadet, therefore,
prefers, a somewhat, platonic love, that is, an emotional love without a sexual
relationship, to romantic love or a merely sexual relationship. On the other hand,
Daliya remains loyal to Basim and sleeps with others in the hope of saving him; and
she never again falls in love. As such, this perception of love as a once-for-lifetime
phenomenon is reinforced in the course of the novel. For example, the narrator,

Serefyar, describes Celadet’s love as follows:

For Celadet love was similar to music; as is the case with music, in true love one does
not know what to say ... like music, there is no end of true love; there is no explanation
as to why it exists and what it wants. If love could figure out what it wants, it wouldn’t
be love any longer ...the true lover does not love someone for his/her beauty, charm,
dignity or any other ridiculous features of that kind. But he does love her because this
is the only way to think forever. For Celadet, love was to leave any goal behind in his
life without turning his back on life, to stop thinking without losing his mind, to stop
thinking about the future without being dead. He did not demand anything from Daliya,
rather his love for Daliya had no reason or expectation. When the ultimate goal of love
is not to end in union with the lover it takes the form of a date, for lovers to postpone for
ever, a date to be made in eternity. (p. 251)°%’

® The notion of love in Kurdish folklore and classic literature will be discussed in the following chapters.
67 Xosewisti lay Celadet wek mosiqa b(, wek ¢on le mosiga da diwacar mirov nazanét deyewét billet ¢T,
le xosewisti rasteqines da mirov nazanit deyewét billet ¢i [...] diwacar xosewisti rasteqine wek mosiqa
amancéki niye, tefsiréki niye bo léreye u ¢i dewét, ke twani tébigat ¢i dewét, lewe dekwét xosewisti bét,
ke roxsaréki negorr 0 tefsiréki kotayi wergirt itir demrét. Xosewisti eweye ke sadomani be blni em
mirove le ser zewi, sadomaniyék ke hi¢ mebestéki le pist niye, A’siqi rasteqine yekéké xosnawét le ebr
ewey ciwane, be wiqare, efsiinawiye, be rewiste, be mekre yan her sifetéki bé manay tir. Bellkd le ber
ewey ewe tenya régaye bir le hi¢ x’'ayeték nekatewe. Xosewisti lay Celadet lew katane da ewe bl waz
le her mebesték bihénét bé ewey waz le jiyan bihénét, waz le bir kirdnewe bihénét bé ewey sét blbét,
waz le pase roj bihénét bé ewey mirdibét. Hi¢c dawyéki le Daliya nebq, bellk( tewawi e’sqi xoy bo Daliya
le ser ewe dirost bObl ke esgéke bého u bé dawakari. Ke xosewistl amanci ewe nebd le be yek
geyistinda kotayT bét, wek jiwanékT I& dét ke ta heta hetaye diwa dexrét, jiwanék ke céy dehéllit le
ebediyet da béte di.
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The narrator delivers a long passage on love and ascribes it to young Celadet rather

than allowing him to experience it for himself.

The author’s definition of love explained by the narrator is imposed upon Celadet
as a result of which he lives as a hermit, saint or prophet bereft of any sensual love
or carnal desires. “While that girl was going to unzip his pants”, writes Serefyar about
Celadet, “he was listening to imaginary music, a magnificent piano music,
Beethoven’s 23" piano sonata [...] he was remembering the temptation of prophets.
The girl kept undressing him. He took her hands and said: are you dead or alive?
Who are you, are you an angel or a devil ... tell me?” (p. 267).° This scene
contributes to the construction of an image of a prophet-like character who
suppresses his carnal desires, preserves his chastity and chooses an ascetic
lifestyle. Yet this rejection of love does not make him a recluse nor does it prevent
him from resuming his ambitions or, more correctly, his vocation. On the other hand,
for Daliya love is the ultimate goal of her life. She willingly ignores her dreams and

personal desires and devotes her whole life to Basim and Celadet.

Some of the characters in the novel, for example, Daliya, Celadet, Samir, and
Sanaz, fall in love at first sight and feel an overwhelming desire for the person they
have just met which transforms their lives. This sudden transformation, as we shall

see, underlies the construction of their subjectivity.
2.6. The transformation of subjectivity in a moment of epiphany

One after another the characters undergo a revelatory moment in which the
“truth” is uncovered before their eyes and thence their identity, consciousness and

their whole life undergoes a total change. This transformation, however, is not

% Lew sateda kijeke desti debird bo zinciri pantollekey gwéy le dengi mosiqayeki xeyalli deb( le hewa
da, pyanoyeki mezin, sonati bist 0 séy bithovin, F, minor [...] weswesey péx‘emberekani dehatewe yad.
Ew Kije deyewist ziyatir r(tl bikatewe, desti kicekey degirt 0 deygot: to mirddyt yan zind(? To ¢it, to
firisteyt yan ehrémen ... pém billé?
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presented as being due to their experience of incidents and events over time and the
characters’ new ideas and worldviews have not been shaped over the course of the
novel and through the plot and novelistic time and space. That is, the “truth” at which
they arrive is not the result of, in Bakhtin’s words, a “self-conscious clarification of the
events to themselves” (1984, p 55). Rather, this “truth” is nothing but ready-made
views on the world, life, truth, and art, put into the mouth of characters. The
characters in Sari Mosiqare Sipiyekan, to borrow Bakhtin’s words again, “serve as a
vehicle for the author’'s own ideological position” and have become “a simple object

of the author’s consciousness” (ibid. p7).

To further illustrate, some examples and excerpts from the novel serve to make
the point. When for the first time, Celadet takes up the flute, he is able to play it
perfectly (p.13); and later without any effort he learns Western classical music, and,
together with Serheng Qasim, he becomes an expert in it and can play magical
music as, according to the author, Mozart and Beethoven did. In another case,
Samir’s life completely changes when facing a musician who plays a mysterious
flute, “since that night”, says Samir, “my language and heart changed ... at that night
| got to know that music helps to discover the true nature of human beings.” (pp.
171-2).%° Likewise, Celil Baran and his friends in the band called “Belemi Befir’
without any study or being exposed to other forms of music have, in a moment,
realized that what they play could not be called art and music after that they opt for a
higher kind of music: “It is a strange moment”, Celil holds, “Suddenly a bright light lit
up your mind and soul; all of a sudden everything changes in your eye ... in that
moment | felt that whatever I've done in my life was a failure and my whole life

wasted.” (pp. 342-3).”° Once again, Celil and his friends in the band, in the space of

9 Lew sewewe zimani min gorrdira, dillim be coriki tir péci kirdewe ... min ew sewe tégeyistim mosiga
me‘deni rasteqiney mirovekan dedozétewe.

0 Celili Baran deygut satéki seyre, le nakaw siték le nawit da dadegirsét, wek cirayeki sipT sipi wehaye,
rosnayieki be héze, le nakaw hem sitekan le pés cawit degorrén [...] lew sate da hestim kird min le
jiyanim da her ¢iyekim kirdiwe be zaye ¢lwe u le xorra bay sewgar birdwétr.
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a moment find out that the music they play is crude. This happens on an evening

when Celadet plays the flute for them:

On a weird evening our lives entirely changed. Until that evening we were but a couple
of children who were playing a game with our musical instruments [...] | had never
heard such music in my life, capable of changing your view of the world altogether.
Whatever | had learnt before that evening was nothing but white foam that was taken
away by Celadet’s wave of music. (p. 573)"*

The characters experienced such abrupt and unexpected upheavals, solely because
the author desired it so and attempted to prove that his ideological belief is the only
truth and as such, has to be accepted; and furthermore, disobedience would be

extremely intolerable.

In Sari Mosiqare Sipiyekan the character is treated completely differently to that
praised by Bakhtin in Dostoevsky’s novels, namely that the character should be
treated as “ideologically authoritative and independent” and the perception of the
novelist, “as the author of a fully weighted ideological conception of his own.”
(Bakhtin 1984, p. 5). Ali has objectified his characters; they are nothing but vehicles
to transfer his own ideas, beliefs and concerns. Bakhtin’s disapproval of Leo
Tolstoy’s characterization could, by and large, be applied to Sari Mosiqare
Sipiyekan: “[t]he hero’s discourse is confined in the fixed framework of the author’s
discourse about him.” (Bakhtin 1984, p. 56). As Qawami (2007) and H’esen (2007)
showed in their examination of Ali’s novels, his use of multiple narration and other
“compositional devices” such as the “Ich-Erzahlung form (first person narration)” or
his, “constructing the novel in scenes”, have not been adequate enough to result in,
“eliminating authorial discourse” and creating a truly polyphonic novel (in the

Bakhtinian sense).”?

™ [e]wareyéki seyr bQ, lew éwareyewe jiyani hemman gorra, ta ew éwareye é&me komellék mindall
blyn teniya gememan be amére mosigiyekanman dekird [...] ta ew sate her ¢i mosiqayekim & dabq,
her ¢iyek fér bibam, her ¢iyek bistibdm hi¢ nebiln cige le keféki sipi ke sepoli ew awazaney celadet le
gell xoy da birdi u negerranewe.

A ‘genuine’ polyphonic novel, according to Bakhtin, allows for “[a] plurality of independent and
unmerged voices and consciousness.” (1984, p. 6)
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Therefore, the reader faces some lifeless and, as it were, alien creatures, that
have either turned into angels or devils, whose dilemmas and concerns are one and
the same, that of their creator. Throughout the novel one single voice dominates and
silences the other voices. Unlike Dostoevsky, as Bakhtin remarks, who creates “free
people capable of standing alongside their creator, capable of not agreeing with him
and even of rebelling against him” (1984, p. 6), in Sari Mosiqare Sipiyekan Ali has
created, to borrow Bakhtin’s terms, “voiceless slaves”, either incapable of
questioning him or, even when disagreeing with him, facing total humiliation, as
discussed above. One might say that none of the characters in this novel live on
earth. The true art saviours have ascended into heaven and anyone outside the

group has descended into the nether world.

2.7. The diminishing of the official nationalist discourse

Sari Mosiqare Sipiyekan covers a five-year period in the history of Iraqi
Kurdistan between 1988 and 1993. This was an unprecedented era both in terms of
national calamities and historic opportunities for the Iraqi Kurds. As mentioned
earlier, in this novel Ali is deeply concerned with the Anfal campaign. Yet, contrary to
what it might have seemed at first sight, the novel is not an attempt to present the
Kurds, at least the Iragi Kurds, as a unified nation or one that uses literary rhetoric to
unite them against the ruthless Iragi regime. It does not romanticize the Kurdish
rebellions, nor does it nostalgically lament the good days of the past in Kurdistan—
contrary to the other novels in this research which embody some of the above
elements. Sari Mosiqare Sipiyekan, severely criticizes the main Kurdish political

parties in Iraqgi Kurdistan.

The novel does not make any distinction between the two main Kurdish parties,
the PDK and the PUK, who, after decades of intense clashes with central
governments, liberated Iragi Kurdistan in 1991 from the oppressive Iragi regimes.
Riding a symbolic horse, Celadet travels around Iraqi Kurdistan and recounts what

he has observed on his journey:
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Riding on that horse, once again | observed Kurdistan, the homeland thronged with
simple ordinary people; an outstandingly pure land raped both by its occupiers and
saviours. This homeland is like a girl kidnapped by a giant and ugly devil who has
ruined its beauty. On the other hand, although he wanted to free her, a knight’s lust for
raping that girl is no less than that of the devils. (p. 406).”

To Celadet, the Kurdish uprising of 1991, which was a turning point in the history of
Iragi Kurdistan, and which led to a de facto autonomous Kurdistan, was a failure.
Because, as the passage above clearly shows, Iragi Kurdistan, according to the
narrator, Celadet, had not been freed; rather, this time it was occupied by the
oppressive Kurdish political parties, i.e. the PDK and the PUK. Throughout the novel
these parties are criticized for “corruption”, “authoritarianism”, and their “love of
money” (see, for example, pp. 406, 469-71). Hendrén’s remarks on the abduction of
the 1991 uprising by the above parties would further illustrate the negative
representation of the new Kurdish authority in Sari Mosiqare Sipiyekan. “Now the
members and representatives of those parties [PDK and PUK]” he writes, “have
monopolized the outcomes of the history of 1991 uprising in line with their personal
interests. Above that, in order to protect their personal interests, they have deceived
the dream of that movement and its goals which has cost the Kurds of Southern

Kurdistan (Kurds of Iraq), thousands of victims” (2008b, p. 58).”

In the same vein, in this novel these political parties are represented as having
been entirely corrupted. To take an example, Celadet and Mistefa Sewnim are
discussing what to do with Samir Babili who has some important information
regarding the Anfal campaigns and, probably, the place where there are secret
weapons [of Saddam]” (p.470).”® Celadet says to Mistefa: “I| have no doubt that if |

" Min le ser ew espewe caréki tir Kurdistanim debiniewe, ew nistimanem debiniyewe ke pirr bi le
mirovi asayt ciwan, zeminéki béwéne le paki da ke ewaney dagiryan kirdiwe etkiyan kirdiwe, ewanes
ke wistlyane rizgari biken her etikyan kirdiwe. Nistimanék le kicék decét déwéki zil 0 nasirin rifandibéti
u ciwani jakandibét, siwarcakékis hatibét rizgari bikat, bellam sehweti ew siwargake bo lage kirdin 0 etik
kirdinT ew kice kemtir niye le sehewti déwekan.

" Esta endam @ nwénerani ew hizbane le pénaw mebesti xoynada destiyan be ser akamekani méjly
bizav 0 raperini behart 1991da girtGwe. Diwacaris le pénaw parastini berjewendiyekani xoyanda xewnf
ew bhizave u rébazekeyan firiw dawe Ke kurdi basdr hezanran qurbani u enfal kirdini le ser dawe.

S renge swéni geke nihéniyekan bizanét.
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surrender Samiri Babili to these Kurdish politicians, either they release him or
murder him with no trial, or will sell him to the Ba‘ath party” (p. 470).”® In order to
avoid that, he asks Babili to provide him with a place where the Anfal survivors who
had been tortured, injured, and mutilated by Samir could personally prosecute him.

Mistefa in reply says:

We live in a frightening country ... they [the members of the dominant political parties
in lIraqi Kurdistan] all know that I’'m rich, they all know that | have plenty of properties;
some of them have coveted the lands | own ... If anything happens, they take the
opportunity to snatch away my properties; this new government is something else, its
officials have a different desire, these clean and well-dressed politicians of ours are
interested in land, are crazy for properties and wealth, they are crazy to have the whole
kit and caboodle of this country. (p. 471)""

Thus the newly established Kurdish government is presented as brutal, corrupt, and
monopolistic, shattering the long-held dream of thousands of Iragi Kurds of an

independent Kurdistan in which all their basic rights and freedoms are secure.

Frustrated with the Kurdish authorities, Ali opts to narrate his own version of

A~

Kurdish identity and “Kurdayeti” [Kurdish nationalism]. To do so, he expropriates the
nationalistic discourses from the dominant Kurdish political parties, which they in turn
inherited from the previous Kurdish movements, and grants them to another group.
Ali dethrones the previous national heroes of Iragi Kurdistan; instead, he crowns a
new hero, Celadet, who is determined to save beauty and establish justice.
Interestingly, in the fictional world of Sari Mosiqare Sipiyekan Ali reproduces this
common belief to be found among Kurds from all parts of Kurdistan that a saviour

hero is needed to free Kurdistan and save them.’® This belief, however, had been

® dezanim ger Samiri Babili bideme dest em siyasetmedare Kurdane azadi deken, yan bé hig
dadgayiék deykojin yan deyfrognewe be be's O parekesi denéne tenekey baxelliyan.
" Eme le willatéki tirsnakdayn ... hemiyan dezanin min paredarim, min mollké&ki zorim heye, hemuyan
dezanin, besék lewan gawyan le ser ew ‘erdaney mine ... ger siték rQ bidat be firseti dezanin bimxene
jér fisarewe ta ew mullkanem le jér dest der bihénin, to nayannasit, em h'kimete tazeye sitéki tire,
mesdlekani core zewqéki tiryan heye, em siyasetmedare pak O temizaney min O to hezyan le zewiye,
étl xanlbere u samanin, séti ewen dar O berdi em willate hi ewan bét.
® In Iraqi Kurdistan, Mullah Mustafa Barzani was a charismatic saviour hero in his people’s eyes. After
the Kurdish movement failed under his leadership in 1975, Jalal Talabani and Masoud Barzani, the
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reflected in classical Kurdish poetry long before Ali wrote his novel. Ehmedé Xani
(1651-1707) and Haci Qadiri Koyi (1817-1897) desperately longed for a Kurdish king
or Emir to free Kurdistan and its people.” Tragically, Kurdistan is still waiting for a
hero to take revenge against its enemies, or to use Ali’'s imagery, a brave Knight to
save this helpless girl, Kurdistan,®® who has been imprisoned and raped by monsters
and devils. Ali creates a fictional world in which a hero is commissioned to free the

imprisoned Kurdistan which have been harassed and raped by both his enemies and

previous “saviours”.

To ensure the saviour hero, Celadet’s success, his creator Ali grants him
supernatural and extraordinary power. Hence, one might say that Ali's use of
magical and fantastic elements in Sari Mosiqare Sipiyekan is a means to make the
impossible, possible: to halt the never-ending calamities and tragedies of the Kurds

in Irag by creating an extraordinary hero with supernatural power.

The cultural belief of depending solely on one person to save the whole nation,
then, recurs, this time in a fictional world. Ironically, Ali seeks to resolve the Kurds’
plight and free Kurdistan by creating a hero to bring justice and happiness not only to
the Kurds, but to all humanity by way of founding a utopia, i.e., “the city of white

musicians”. Yet, this hero-centred world of the novel might even make freedom and

PUK and the PDK leaders respectively, took on this role. In Iranian Kurdistan, Dr. Abdul Rahman
Ghassemlou as the secretary general of the Democratic Party of the Iranian Kurdistan (PDKI) was the
heroic figure for the Kurds of Iran. For the Kurds of Turkey, the charismatic hero is Abdullah Ocalan,
imprisoned since 1999 in the Imrali Island in Turkey.

" Xani’s famous poem written in the seventeenth century, and often quoted by some scholars as
portraying the emergence of Kurdish nationalism, attributes one of the main reasons for the
subordination of the Kurds to the Ottoman Empire as the absence of a Kurdish king:

Ger dé hebuya me padisahek

‘Xalib nedibd li ser me ev Rom (Xani 2008, p. 44).

[If we had a king

Ottomans could not dominate us].

Likewise, Koyl laments the demise of a golden era when the Kurdish Emirs were in power:

Kwa Wali Senendec, Begzadeyi Rewandiz

Kwa H‘akimani Baban, miri Cizir G Botan? (Koyt 2007, p. 79)

[Where is now the Vali of Sanandaj, the prince of Rawanduz?

Where are the rulers of Baban, the emir of Jazira Botan?

80 Tellingly, Kurdistan and the name of some Kurdish cities, such as Hewlér, Mahabad, and Bokan, in
different parts of Kurdistan are female names.
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happiness for the Kurds of Iraq further unattainable. Galileo’s statement in Bertolt
Brecht's play A Life of Galileo “Unhappy the land that is in need of heroes” (2013, p.
69) could be true of the Kurdistan that is represented in Sari Mosiqare Sipiyekan: an
“‘unhappy land” for centuries dreaming of its heroes to turn it into a happy land.
However, the alternative society promised by the heroes in Sari Mosiqare Sipiyekan
is a hierarchical one in which an all-knowing, god-chosen person stands above
others. A “dominating and despotic father”, regarded by Hendrén (2008) as the main
obstacle which stands in the way of the development of the Kurdish society of Iraqi
Kurdistan, is reproduced in the fictional world of Sari Mosiqare Sipiyekan. Then, this
new movement in Ali's novel, borrowing Hendrén’s words on the movements in the
political history of Iraqgi Kurdistan, has not been able to “fulfill the Kurds’ dreams and
has ended up in failure by reproducing the same conservative spirit [in society]”
(2008, p. 51).%

In Sari Mosiqare Sipiyekan the future of the Kurds of Iraq is in the hands of a
saviour hero, Celadet. Throughout the novel Ali has legitimized him as the only one
capable of resolving the Kurdish issue in Iragi Kurdistan in his novelistic world. He
portrays the Iragi Kurds as a nation that is persecuted for its different ethnicity by the
Arabs ruling the country. Over the course of the novel an image of “us”, as victims, is
constructed against “them”, the brutal Arab occupiers. At some points in the novel
the protagonist and narrator, Celadet, makes statements about the Arabs and their
language that verges on racism. They are not blamed or even denigrated for their
deeds, but vice versa: according to him, their ethnicity determines their barbarism
and cruelty. Tired of his clandestine life in the “city of yellow dusts”, Celadet says to
Celili Baran: “I hate dust, | hate this language; as you know, Arabic is the language
of executioners, I'm sure you know that no one would be able to speak in this
language that murderers also speak with” (p. 291).2% Elsewhere, recounting his

8 yewnekani kurd azad bika, bellkd heman heresy pés xoy, rohi nerftgeri berhemhénayewe.
82 Rigim le tep 0 toze, rigim lem zimaneye, xot dezani Erebi zimani celadekane, ha xot dezanit ke kes
natwanét sew 0 roj bem zimane gise bikat ke piyawkojekan gisey pé deken.
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arrest, together with Serheng Qasim and Ish’aq, Celadet addresses the reader and
says:
In order not to ruin the pleasure of narrating and understanding the events, | will
translate all the Arabic words of Arab figures [in the novel] into Kurdish ... not because
| presume Kurdish to be a better language than Arabic, but because in my memory

Arabic is the language of executioners, in my memory it is a scary language spoken by
those with our blood on their hands. (p. 55) %

However, taking into consideration the massacres, destruction and suffering inflicted
upon the Kurds by the Iraqgi regime, exclusively under the control of Sunni Arabs until
2003, Celadet’s hatred for their language and their lands might be understandable,

though not justifiable.

The conflict was mainly between the Iragi Kurds and the Iraqi state rather than
between the Kurds and Arabs (Zeidel 2011, p. 19). For the bulk of the short history of
Iraq, there has not been a serious conflict between the Kurdish and Arabic people
(ibid.). Except for the mixed areas, composed of Kurds and Arabs, the two nations
have mostly remained strangers from each other. This strangeness and unfamiliarity
is reflected in the Arabic novels of Iraqi novelists. Kurdistan and the Kurds were
rarely represented in the Arabic novel of Iraq as there was “an accepted attitude in
Iraqgi culture and society” that “the Kurds are stranger, too distant even if they are
close.” (ibid. p. 24). However, in the few Arabic novels in which the Kurds are

represented, they are pictured in a negative way (ibid.).

In this novel, the Kurdish national identity is constructed around territory,
language, and otherness. The Kurdish territory in Irag and the Kurdish language are
the two main elements foregrounded in Sari Mosiqare Sipiyekan as the historical
roots of Kurdish national identity. Kurdish territory and Kurdish language also play a

significant role in forming Kurdish national identity as they are unequivocally

% min bo ewey lezzeti gérranewe w tégeyistin le éwe ték nedem, hema ‘Erebiyekani ewantan bo

dekemewe kurdt, diyare debét Iém té bigen ... na le ber ewey ke kurdl be zimanéki bastir dezanim,
belkl le ber ewey ‘Erebi le yadeweri minda zimani celadekane, le yadeweri minda wek zimanéki tirsnak
wehaye ke ewane qgisey pé deken ke destyan be xwéni éme sir biwe.
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distinguished from Arab territory and Arabic language in Iraqg. To put it this way, in
Sari Mosiqare Sipiyekan Iraqi Arabs are the “other” against which the Kurdish
national identity has congealed. In this novel, Ali opposes Kurdistan as the land of
Kurds to the rest of Iraq as the land of Arabs. Yet, the words “Kurdistan” and the
“Kurds” throughout the novel are used only to refer to Iragi Kurdistan and the Kurds
of Irag. Nowhere in the novel is there a reference to other parts of Kurdistan, nor to
the idea of a “greater Kurdistan” in which all parts of Kurdistan are united.®* Nor is
there any attempt to define the borders of Iragi Kurdistan, say, by mentioning and
describing the cities and villages of Kurdistan. There are only a few references to
Kurdistan in the novel which merely denotes Iraqi Kurdistan (for example on pages
5, 38, and 304). For Ali, Kurdistan (in Iraq) is an integrated entity which already
exists and he does not see any reason to prove its existence to the Iragi regime and

to the world.®

Drawing on Benedict Anderson (1991), the notion of Kurdistan as an “imagined
community” constructed in the novelistic discourse of Sari Mosiqare Sipiyekan differs
from Maria O’She’s (2004) perception of this community. “[Dlespite its divisions,” she
writes “Kurdistan and the concept of Greater Kurdistan survive the reality as a
powerful amalgam of myths, facts, and ambitions” (2004, p. 2). “Greater Kurdistan” is
not Ali's concern in Sari Mosiqare Sipiyekan whatsoever. Instead, he opts to
construct a bigger “imagined community”: a community that, unlike the dream of

thousands of Kurds to establish greater Kurdistan embodies universal values,

% Ozlem Galip (2012) in her study of Kurdish novels written by the Kurds from Turkey has found quite
different results. She says that in these novels, “Kurdistan refers not only to Kurdish regions within the
territory of Turkey; but includes other Kurdish regions in Syria, Iraq and Iran in parallel with the idea of
‘Greater Kurdistan™” (ibid. p.125).

% Interestingly, Galip’s study of the Kurdish novels of the Kurds from Turkey (2012) shows a different
representation of Kurdistan in these novels. In them, a “detailed mapping of the boundaries of Kurdistan
or dividing it from other non-Kurdish places constitutes the central construction of Kurdistan as the
homeland of Kurds.” (p. 125). The differences between Iragi Kurdistan and Turkish Kurdistan in terms of
their status in the political structure of the nation-states they reside in, might account for the different
representation of Kurdistan in the novelistic discourses from these regions — Iragi Kurdistan enjoying a
semi-autonomous status while Turkish Kurdistan yet struggling to secure their basic political, cultural,
and economic rights in Turkey.
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aesthetics, truth, and happiness. To put it another way, in Sari Mosiqare Sipiyekan
Ali constructs a universal utopia, a cosmopolitan “city of white musicians” in which
poets, musicians, artists, and the underprivileged from all over the world could be its
citizens. Having said that, as | discussed earlier, only some artists and musicians are

granted the citizenship of this Utopia.

Under the influence of magical realist novels of Latin America and post-
modernist novels, Ali is distanced from the classical and social realism that
dominated Kurdish novels from Irag since its emergence in this part of Kurdistan until
1990s. Sari Mosiqare Sipiyekan is a self-reflexive novel with a plot abounding with
magical and fantastic elements. Yet, Ali has not employed these formal techniques
to challenge the existing order and create a different world in his novel, as is the
case with magical realist and self-reflexive novels. His Sari Mosiqare Sipiyekan, one
might say, is a magical realist metafiction in terms of form which reproduces and
reinforces the already existing power structure in the Kurdish society of Irag. The
characters in Sari Mosigare Sipiyekan share some characteristic features of the
folkloric characters in terms of power relations: both having a saviour hero at the
centre with some characters at his service to complete his mission. In the same vein,
female characters in the novel are subordinate to the male characters. That is, the
traditional perception of Womanhood, defined from a male perspective, is reinforced

in the novelistic discourse of Sari Mosiqare Sipiyekan.

The hierarchical structure of the novel has led to a monologic representation of
events and characters. As such, the characters are not treated by the narrators as
equal subjects, as holders of their own ideology standing on the same plane with
their creator; rather they are “objectified” and “finalized”. The characters in Sari
Mosiqare Sipiyekan are either humiliated and derogated or assimilated into the
dominant ideology of the novel represented by the protagonist, Celadet. Equally, the
Kurdish national identity is presented from only one perspective, that is, a narrow
and essentialist perception of national identity, leading to the marginalization of parts
of society, for example, women. In Sari Mosiqare Sipiyekan the older national
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heroes are superseded by the new heroes, i.e. Celadet and his followers, who opt to
establish justice in Iragi Kurdistan and end the calamities and sufferings of the Iraqi
Kurds who underwent massacres and brutal suppression, especially, under
Saddam’s rule. However, according to the novel, the suffering did not come to an
end after the 1991 liberation of Iragi Kurdistan, which this time, was inflicted upon

them by the Kurdish government.

Yet Iraqi Kurds have become more frustrated with the new Kurdish authority as
a result of four years of a full-scale civil war between the PDK and the PUK. This
frustration and pessimism generated by the promise of a grim future for Iraqi
Kurdistan prevails in Sherzad Hassan’s Temi Ser Xerend [The Misty Canyon] (2003)
which opens when the war had just come to an end. In the following chapter | shall
examine the effects of this civil war in the novelistic world of Temi Ser Xerend, along
with the social, cultural, and political discourses and ideologies which have played a

role in the construction and representation of the characters’ subjectivity.
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CHAPTER THREE

The decline of a heroic culture: subjectivity in the labyrinth of Kurdish folklore

in Hassan’s Tem1 Ser Xerend

The previous chapter demonstrated the discursive formation of the characters’
sense of their identity through prevailing discourses and ideologies as represented in
the novelistic world of Ali’'s Shari Mosiqare Sipyekan. It also examined the formal
features of the novel with relation to subjectivity. | argued that the novel, despite
employing magical and fantastic elements is grounded on a realistic mode of
narration in which another form of hierarchal order based in essentialism is
reproduced. Similarly, subjectivity is represented in an essentialist way. The
protagonist and some of the other characters, as holders of the superior ideology,
perceive themselves to be coherent and unique and their quest for “justice”, “beauty”
and “truth” to be embedded in “true art”. In spite of their disillusionment with the
Kurdish government, they have not lost hope; rather, since they are equipped with
magical powers, they seek to change their society by establishing and spreading a
Western high culture that is embodied in classical music and painting. This chapter
examines another novel from Iraqi Kurdistan which covers, more or less, the same

historical period.

Sherzad Hassan (1952- ) was born in Erbil in Iraqgi Kurdistan. He graduated in
English language and literature from Baghdad University in 1974. Like Ali, he was
greatly affected by the aftermath of the 1991 uprising which they both believed had
led to a devastating civil war and the return of authoritarianism. In an interview with
KNN Channel in 2012 Hassan stated: “In my opinion the uprising of twenty years ago

was nothing but the occupation of land and domination over people in the name of a
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Kurdish patriarchy [authority].”®® Yet these two writers approach this historical era
differently. Whilst Ali seeks to create another world in his novels by way of magical
elements, Hassan exposes the catastrophic post - 1991 political, economic, and
social circumstances without suggesting or creating any alternative. In effect, he
portrays the internal life of his characters to be affected and restricted by the socio-

political circumstances and cultural norms and conventions.

By the 1980s, the Kurdish novel in Iragi Kurdistan had already started to shift
away from merely being a medium to convey the political concerns and ideologies of
the author. Since then, Kurdish novelists have paid more attention to the formal
features of the novel and the internal life of the characters. This shift, from exterior to
interior representation flourished in Hassan'’s short stories and novels since he
depicts the internal life of individual characters and the very private aspects of their
life in the broader socio-political context. In Hassan’s works the protagonist is at
odds with his or her environment and revolts against a symbolic authoritarian father
represented in the form of, a teacher, a head of school, a father in a family, or a
politician. The defiant hero challenges the infinite power of these “fathers” by
refusing to conform to the social norms and values regarding, for example, love and

sexual relationships and the traditional familial and social roles.

Foregrounding the internal life of individual characters and breaking the taboos
in Kurdish society by exploring patriarchal culture and sexual relationships, Hassan
drew readers’ and critics’ attention to his works. He is an influential writer whose
works have been widely examined by critics. Hassan’s novelette, H'esar G Segekani
Bawkim [Hesar and My Father’s Dogs] (1996) has, more than his other works
provoked hot debate among critics for its radical approach both in terms of form and
content. Formally, it shares most of the characteristic features of the mainstream

modernist novel, among others, fragmented narrative, stream of consciousness,

% Be genae’ti min raperini bist 0 yek salll lemew ber cige le dagir kirdini xak 0 xellik le réy bawkéki
kurdiyewe higéki tir nebwe.
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alienated anti-hero, and subjective presentation of reality. He has drawn on these
narrative techniques to explore the inner life of the protagonist, his dilemmas, and
anxieties for his decision to murder his ruthless father. The novel’s patricide theme,
unprecedented in Kurdish novel, then, triggered a series of critiques which shed light

on the father-son relationship in the novel from, especially, Freudian psychology.®’

The deliberate portrayal of the internal life of individual characters and
presenting them in constant conflict with their environment are also the main theme
in Hassan’s later works. This chapter examines subijectivity in Hassan’s second
novel, Temi Ser Xered [The Misty Canyon], published in 2003, by exploring the
novel’s formal features along with the socio-political context and prominent
discourses presented. In the first section, | shall examine the formal characteristic
features and premises underlying Temi Ser Xered and their implications for a sort of
subjectivity that is presented in the novel. Strictly speaking, it is neither a realist nor a
modernist text. Rather, Hassan has combined some features of both trends. As we
shall see, the novel enjoys, among other features, a stable and reliable narrative,
coherent structure, and straightforward language. Yet its protagonist, as in modernist
narratives, is an anti-hero alienated from his society. The second section focuses on
the social and psychological consequences in the aftermath of Iragi Kurdistan’s civil
war. This war has massively damaged society both physically and psychologically.
According to the novel, it has shattered the Kurds’ dream in Iraq for an independency
which brings with it, freedom and justice. As a result of this devastating war, people
are represented as frustrated, indifferent, and bereft of sympathy. The third and last
section of this chapter examines the prevailing discourses in the novel which vie with

one another to shape the protagonist’s subjectivity. Also, | shall discuss how Hassan

8 For more information, see Herdi, R. Eh'med (1998). Bawki Kurd le Néwan Kustin (1 Zind@ blineweda
[The Kurdish Father Oscillating between Murder and Resurrection]. Rehend. Vol. 5, pp. 134-60; Camf,
Nihad (2008). Xewni KustinT Bawk G Intimakrdin bo Petriyarkiyet [The Dream of Patricide and Affiliation
to Patriarchy]. Raman. Vol. 137 (10), pp. 49-58; Resdl, Bayiz Hellmet (2012). Rehendi Der(ni le
Cirokekani Sérzad H'essen da. [Psychological aspects in $Sérzad H'essen’s stories]. Hewler: Mukiryani
Publication; Othman (2009)
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has orchestrated these discourses in such a way that none of them overweighs the
others, and hence, to a large extent, has produced a polyphonic novel, in the

Bakhtinian sense.
3.1. Realist in form, modernist in content

As he does in earlier works,®® in Temi Ser Xered, Hassan foregrounds the
conflict between the individual and society as a whole. This novel is about a boy’s
sufferings and difficulties within the family and school in a patriarchal society. He is
so fascinated by his grandmother’s folk tales and love stories that he could not wait
to grow up to become one of those heroes in the tales. But, he finds the school
boring and shows no interest in the lessons as a result of which he is frequently
punished severely by school authorities and his father. Ferhad feels lonely despite of
his young age; In his childhood world, he only loves his “crazy” goat, his
grandmother, and $irin, his classmate. One early morning when Ferhad and Sirin
have arrived at school before other students, he, who is deeply upset for the death of
his goat, is caught by school’'s headmaster while his head is on Sirin’s lap. He is
beaten within an inch of his life and is sent with his grandmother to a nearby city for
medical treatment and later leaves Kurdistan for a European country (the novel does
not provide precise information on this part of Ferhad’s life). After living abroad for
years, Ferhad, who is now a young man, has returned to his village in the hope of
finding his lost childhood. However, to his surprise, the village and its inhabitants
have undergone enormous changes. Most of the houses, including his family home
have been destroyed as a result of the civil war and all of his relatives and friends

have left the city.

% In his earlier novels, H'esar i Segekani Bawkim [Hesar and My Father’s Dogs] (1996) and Pédesti
Karmamize Kujrawekan [The Country of Killed Gazelles], Hassan also shows how subjectivity is
affected by the social values and norms. He portrays the protagonists’ inner life and dilemmas in the
face of restrictive traditions and conventions in the Kurdish society of Irag.
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Temi Ser Xered is narrated by the adult Ferhad who recounts his childhood
retrospectively. The events and other characters in the novel are revealed through
the protagonist, the younger Ferhad’s eyes, but voiced by the narrator, the adult
Ferhad. The novel is closer to realist works than modernist ones in terms of, among
other things, plot, characterization methods, and focalization. It has a “cause-and-
effect narrative” with few flashbacks and flash-forwards and enjoys a stable and
reliable point of view. Above all, according to Pam Morris, it considers words to be a
determining feature in distinguishing the modernist from the realist mode of writing,
“as a means of accurate communication transmission,” rather than their “creative
capacity.” (2003, p. 15). That is, Hassan does not treat the world as modernist
novelists such as Joyce and Woolf do, by representing it, “as a condition and
experience that are, at least in part, dependent upon and modified by language”
(Bradford 2007, p. 5). For him, the world is something, to put it in Bradford’s words,
“composed predominantly of pre-linguistic states and objects to be articulated and
represented by language—the premise of the classic realists” (2007, p. 5). Stefan
Meyer’s account of modernism in Arabic literature and its difference from its
European counterpart is applicable to Kurdish literature and, hence, to Hassan’s
Temi Ser Xerend. He argues that modernism in Arabic literature, “began from a
radicalized political viewpoint and a conservative approach to experimentation with
language. Modernism in the West, on the other hand, presented a radical
experimentation with language, but with a much more conservative political agenda”
(2001, p. 272). Equally, Temi Ser Xerend bears a radical socio-political viewpoint,

yet remains conservative in its treatment of language.

Iragi Kurdistan is unfamiliar with the Western type of modernity, which brought
about, as Christopher Butler remarks, “stresses” and “strains” among other things,
due to “the loss of belief in religion ... the expansion of markets and the
commodification brought about by capitalism ... and changing beliefs about
relationships between the sexes” (2010, pp. 1-2). This new environment along with

ground-breaking ideas on “self” and “identity” rendered necessary a new form and
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language to represent subjectivity. None of the above features of modernity could be
found in Kurdish society, which is well reflected in Hassan’s Temi Ser Xerend. In
effect, Hassan criticizes the powerful role of religion and tradition in Kurdish society
in Iraq. Thus, given that Iragi Kurdistan has not gone through the same historical
stages as the West, it will not come as a surprise if a modernist-oriented novel like
Temi Ser Xerend bears significant differences from its Western counterpart in terms
of form and content. The tragedy-ridden modern history of this region, its current
political chaos and uncertain future which is represented in the novel as it unfolds, as
well as the emerging conflict between the individual and society as a whole, might
have led Hassan to combine realist and modernist forms and premises to convey
both his political and social concerns. For a Kurdish writer who has witnessed
massacres, civil war and internal conflicts along with constraining social conventions
and customs, realism ought to have been an appealing mode through which to
reflect his concerns, because, as Pam Morris argues, “the project of realism is
founded upon an implicit consensual belief that realities do exist ‘out there’ beyond
linguistic networks and that we can use language to explore and communicate our
always incomplete knowledge of that ever-changing historical materiality.” (2004, p.

93). I shall now illustrate these formal features by looking closely at the novel.

The opening passage of the novel shows the realist perspective and voice,
through which the events and characters are revealed and described; also Hassan’s
treatment of language as a means to transfer and communicate the reality “out

there” is conspicuous in this passage.

During all those years of migration and travelling, wondering around mountains and
vagabonding about cities of the world [...] | had but one dream: to find the opportunity
to return to my childhood village [...] | had no doubt that the blue sky above my
homeland was more beautiful than in other places in the world. Wherever | felt lonely
and sad | was remembering those beautiful summer nights in which thousands of
shining stars were pouring down into my breast and pillow [...] There was always
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something which blurred my memories ... | was afraid to return and see that everything
has changed.®

This mode of narration becomes the set pattern the author adopts in the course of the
novel. As the other characters do not take on the narrative we are presented with a
fixed and smooth unfolding of events from only one perspective that is in stark
contrast to Nahaee’s Balindekani Dem Ba, and Qawami’s Siweyla discussed in the

following chapters, which are characterized by a highly fragmented narrative.

Temi Ser Xerend could be regarded as a social, and at the same time, a
psychological novel. Itis a social novel because it exposes the constraining social
values and conventions along with the new political life of the region after its
liberation in 1991. The novel’s psychological aspect lies in its attempt to expose the
consciousness and inner life of the protagonist against the backdrop of socio-political
circumstances. Hassan’s approach to presenting the problems of his society is, by
and large, in line with mainstream realist narratives in the sense that it has sought to
present to its reader with, “a slice of real life”. The following long passage helps to

illustrate this point:

| hated Mamosta ‘Osman and maths. | was so delighted when | made him angry [...] |
don’t know why my mind always wandered during his lesson. | was thinking of my
crazy goat. He knew when | was distracted ... when so, he asked me questions ... it
was always the same question: either it was the damn multiple tables or division. In a
very cold winter morning | was excited that the lesson would end soon and | can see
my goat and the flock. He wrote down a long number on the board and asked me to
divide it by 9, knowing that | could not do it.

“Stand up ... son of a bitch!”, he said. %

% Her diway gerranewem le x‘eriibi, le pas kog G serhellgirtini gendeha sall, well biinim de néw sax (
kéwan, derbederim de néw gond 0 saran [...] take xewnékm ewe b{ rojék bé w bom birexsé
bigerémewe mellbendi mindalli [...] min dillniya bdm ke asman tenha le willati minda ewende sine,
sinék ke le hi¢ asmanéki dike da nembiniwe, le her swénék da dillim teng biwaye ew sewe xosaney
hawinim be yadi xom dehényewe ke hezareha estére be dem ciriwewe derrjane ser sine w serinekem
[...] hemise le direwe le ber dide w xeyallimda, temék sitkeanti 1& tékell dekirdim ... detirsam lewey
bigerrémewe w sitekan her hemayan gorrabin (p. 8).

% It literally means “son of a donkey.”
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| did so. Coolly and bravely | looked at the long number. At this time | was more
distracted by two doves in the tree behind the window. Excited by the presence of a
female dove, the male was flapping its wings madly as he wanted to mate with her.
Mamosta ‘Osman was shaking with anger when he noticed that | had also distracted all
the students and drawn their attention to the doves. He kicked me in the butt; it made
such a noise which frightened the two birds. Soon they separated and flew into the sky
... | peed myself [...] then he asked:

“Dog father ... how many sheep and goats do you have at home?”

| said anxiously: sixty ... fifty ... forty ... thirty ... no ... hang on ... forty four including
the crazy goat ... or forty five.

He went mad at me and asked again:

“Forty four or forty five?”

Scared and helpless, | said:

Forty and something ... forty something ...!

He spat into my face, | wanted to cleaniit ...

“Forty and your father’s grave ... don’t ... don’t wipe my spit ... animal ...”

He suddenly slapped me in the face and punched me in the back of my head so
strongly that it blurred my vision [...] (pp. 55-58). **

1 Min dojmini Mamosta ‘Osman G matimatik bm, ¢gende xos b0 ke rigim helldestand (...) nazanim bo
hemise le dersekey ew da min xeyallim her lay bizne sét b{, deyzani key xeyallim derrwa ... ew kate
helli destandim ... hemise xistey I€k dan O yan dabeskirdne le’'netiyeke bl ... beyaniyéki zor sardi
zistan bQ, diwa wane u xosi ewem bl zeng |1é deda w her tawéki dikeye w degemewe lay bizne sét 0
mégel ra dedem. Jimaryekéki zor diréji ndsT ... dabesi kem be ser no da, desizani ke nayzanim...
Heste ... Kurri ker ...!

Hestam G bé xeyall 0 milhorr G bé bak le jimare diréjeke wird debimewe, pasan di kokoxti ser
dirextekey pist pencereke pitir xeyallyan birdim. Néreke sétane balli 1€k deda w gesti bl heta ziwe be
ser méyeke da bitsé [...] ke zanT min sernici hem{ qutabiyekanisim bo lay kokoxtiyakan rakésa [...]le
rigana her di laléwi keflyan derda w yek seqi le qlinim hellda w be texte resekey wenlsandim, le gell
zirmey seqeke her di kokoxtiyekes géj 0 zendeq ¢l 1€k binewe w firrin be asman da ... A'deti miz ta
ran O belek 0 naw pélliwekani terr kirdim (...) pirsi

Seg bab ... to siwani ¢gend merr U biznani?

Be dem heniskewe witim:

Sest ... penca ... ¢il ... sT... ne ... biweste Mamosta ... be bizne sétewe ¢il G giwar ... yan gil G pénc
Sétane pirsT:

Cil 0 giwar ... yan ¢il O pénc?

Siprize w damaw witim

Cila hén ... gilhin ...!

Tiféki Ié kirdim, wiistim bisirrmewe ...

Cil 0 gorri bawkit ... nekey .... Ew tife nesrritewe ... h'eywan ...
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Hassan aimed at reflecting and portraying his society in a given historical era and
appraising its various social problems such as patriarchy, poor education, the
relationship between sexes and civil war. Through the protagonist’s perspective in the
above passage we learn of the inefficiency of the education system in Iragi Kurdistan
during the eighties. It is this mode of representing and describing these social issues
which makes Temi Ser Xerend a realist novel. In this way, “the reality effect” is
created through a detailed description of places and events. Furthermore, the
language used in this passage and throughout the novel is a familiar, conversational
one with the purpose of conveying a horrendous experience comprehensibly and

unambiguously to the reader.

Having said that, | do not reiterate the modernist and postmodernist critics and
novelists by stigmatizing realism as a literary mode which is inherently complicit with
the dominant ideology in reinforcing the current order of things. As Morris argues, it
is reductionism to state that realist works produce “philistine readerly narrative”
instead of “new understanding of the world” by challenging the “existing conceptual
and socio-political status quo.” (Morris 2003, p. 37). As mentioned earlier in this
chapter, Temi Ser Xerend is formally conservative, but politically radical. It is a
critical and confrontational account of the subjects subjugated by the
authoritarianism and constraining conventions prevailing in the Kurdish society of
Irag. That said, at least, the protagonist, Ferhad, exerts his agency in the face of the
authorities and their discourses presented in the novel, though it is attended by

anguish and loneliness.

Temi Ser Xerend, however, is distanced from Victorian realism by presenting
almost the entire work in the protagonist, Ferhad’s focal point. In this way, his
subjective knowing of things and his inner life is conveyed. In effect, the novel is
mainly concerned with Ferhad as a child, who is charmed by his grandmother’s
heroic tales and love stories which have planted in him the ambition to become a

Sepazilleyéki le nakawi sirawande naw demim 0 bokséki xéwande pisti serim ke weha tond b polekey
le ber caw tarik kirdim (pp. 55-58)
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national hero. However, there are serious barriers in the way of fulfilling his dreams,
for example, social conventions, religious beliefs, and the educational system. From
a very young age, Ferhad finds himself at odds with his environment, and the gap

between him and the others widens as time passes.

[...] My pallor and weak body, my tearful eyes and dry lips [...] together with my refusal
to drink water or take food, had won me a great respect ... they were all praying for my
health; in my whole life this was the first time that | was dauntless and they were
scared. | felt a sort of demonic pleasure in my suffering, thanks to sickness, fear, and
death ... thanks to my screaming and shouting [...] | wanted to tell them bravely that
this is the end of my life ... the end ... | have decided to die ... get out of here ... none
of you are my mother and father and grandmother [...] it's over, | shall no longer meet
you again, no longer you'll see me like an obedient son living amongst you [...] | swear
by the crazy goat’s soul that I'll never again be your son and brother ... never again
become your friend and neighbour. Unless you let me become a shepherd again, |
shall not eat breakfast; unless my dad becomes a human and a father who no longer
beats me, | shall kill myself, as the crazy goat did [...] | wanted to take revenge on the
whole village for the death of my goat and my separation from Sirin that morning. [...]
my goat’s soul had incarnated in me and | wanted to depart from all straight roads
which from now on | might face [...] (pp. 90-92).%

Ferhad has to pay the price for refusing to conform to social norms and traditional
values. He had faced severe physical punishment and an increasing alienation from
his environment. He feels frustrated, lonely, and unhappy in a society where his

desires and dreams are not taken into consideration whatsoever by the others.

Temi Ser Xerend’s presentation of a protagonist in conflict with society

resembles the modern European fiction, such as Woolf’'s Mrs. Dalloway, Joyce’s A

92 [...]reng zerd (O pirze 1é biraw, cawani x‘ergim le firmésk, wisk hellatini Iéwim [...] toranim le aw 0 nan
way kirdb( zor be tirs G sermewe réz le rakisanim bigrin 0 ... her hem( dest be do’a deparranewe
nemrim, le hem jiyanim da eweyan take carék b0 ke min bé bak bim G ewan zendeq ¢Q, core lezetéki
seytananem lew derde debini, supas bo nexosi w tirs 0 merg ... supas bo firméskekanim  her gwar
peli mirdim ke nedecillan ... supas bo zirike w hawarim [...] demwist dilérane péyan billém: min tewaw
... tewaw ... birryarim dawe idi bimrim ... billawey Ié biken ... kestan dayk G bawk G nenki min nin [...]
idi tewaw min nayemewe nawtan, debé be h‘esert bin wek kurréki birsi w gwérrayell le ser xwantan
dabinismewe [...] swénd be mergi bizne sét negmewe ew pole sarde [...] demwist be hem{yan billém:
swénd bé be mergi bizne sét nebmewe kurr G biratan ... nembewe hawrré w dirawsétan ... yan
demkenewe be siwan yan le sir 0 masti beynyan dillm etorénim, yan bawke debé be insan 0 be bawk O
¢idike hellim nawasé yan wek( bizne sét xom helldérim 0 xom seringum dekem [...] demwist tolley
mergi biznekem 0 1€k dabirrani ew beyaniyey min G Sirin le hem( awayi bikemewe [...] roh’i binekem
hatibwe naw roh’i min 0 demwist le hema raste réyekan la bidem ke lemewdiwa dekewne ser rém 0 bé
bak 0 kele seq serim le hi¢ siwanék nekem 0 cille giya h’eramekan bixom [...] (pp- 90-92).
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Portrait of the Artist as a Young Man, Franz Kafka’'s The Metamorphosis, and Albert
Camus’ The Stranger which focus on a central isolated protagonist who cannot
relate with the society. In Mrs Dalloway ([1925] 1947), all characters, in greater or
lesser degree, feel neglected and lonely in post-World War | London. In such
alienating society, as the novel indicates, the individual characters have lost their
capability to create genuine contacts with others. Despite socializing with people and
bringing them together every now and then, Clarissa Dalloway, the novel’s
eponymous protagonist, deep inside remains lonely and isolated. Yet feelings of
loneliness and isolation are in its extreme for Septimus Warren Smith who Suffers
from post-traumatic effects of the war as well. As a result, he finds it more difficult to
conform to the alienating requirements of society which consequently leads to his
madness and, towards the end of the novel, his suicide. In the same way, Stephen
Dedalus in A Portrait of the Artist as a Young Man ([1914-15] 1992), Gregor Samsa
in The Metamorphosis ([1915] 2009), and Meursault in The Stranger ([1942] 1988)
are isolated from a society which, in Matz’s words, “had gone cold, materialistic,
[and] haphazard” (2004, p. 47). Despite significant socio-political and economic
differences between Iraqi Kurdish society and European countries, the mechanism of
alienation (its reasons, though, might vary from one society to another) as presented
in Temi Ser Xerend bears considerable similarities to European modernist fiction
which were mostly produced in the second and third decades of the past century. As
in those works, in Temi Ser Xerend the protagonist does not conform to the
requirements of social norms and conventions and accordingly becomes separated

and alienated from the society.

Being an anti-hero however, does not make him unlikable to the reader. As Matz
says, “[T]here is real heroism in anti-heroism, in an unheroic world.” (2004, p. 46).
Furthermore, Hassan makes a hero of his protagonist, Ferhad, in the readers’ eyes
by showing almost the entire story from his perspective and, hence, rendering the
readers’ sympathy. Ferhad wants to become one of those heroes in his

grandmother’s tales. Given that he lives in a new era in which there is no place for
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“heroic action”, his efforts to become a legendary hero like Ferhad or a prophet like
Muses ends in failure. As is the case with typical modernist antiheroes, Ferhad is not
distinguished for being highly intelligent, doing an extraordinary thing, or achieving
greatness. Conversely, he is less accomplished and successful both at school and
as a shepherd compared with other boys of his age. In an interior monologue
Ferhad’s thinking is verbalized: “Oh God ... what was | expecting ... | wanted to be a
lover like Ferhad and a holy and great shepherd like Muses the prophet, but they
[teachers] are caning me like any lazy student.” (p. 47).%* Having said that, he is a
modern hero in Iragi Kurdish society for his bravery in opposing authoritarianism and

his persistence in following his dreams, regardless of his success or failure.

Another thing that has made Temi Ser Xerend a modernist novel is that the
narrator and protagonist, Ferhad, is alienated from a community that is, to borrow
Schwartz’ words describing modern British and Irish fiction, “corrupt and morally
bankrupt.” (Schwartz 2005, p. 33). In the next section | shall examine the socio-
political circumstances of Iragi Kurdistan soon after the civil war which coincided with
the return of the adult Ferhad.

3.2. Post-civil war Kurdistan: Frustrated subjects in a disintegrated community

The once highly respected moral values have disappeared in the Kurdish
community in Iraq due to sweeping changes caused by the civil war. The adult
Ferhad, who has returned to Kurdistan after years, is stunned when he faces a
totally different home from the one he had left years ago and dreamed of during all
those years abroad. “Through the window of the car,” Ferhad says, ‘| saw tens of
dead horses on both sides of the road with lots of dogs feasting on them.” (p. 10).%*
He, then asks the driver and other passengers what has caused their death. One of

% Xoda hawar ... min be temay ¢i bdm ... demwist wek Ferhad a‘siq bim 0 wek mlsa péx’emberi siwan
mezin 0 piroz bim, ke ¢i wek her qutabiyéki tembell naw lepim agir deden. (p. 47).

“Le pencerey gemerekewe be her d0 beri cadeka demrrwani w deyeha espi mirddm bini ke Iére w
lewé segel tééyan wirGkabdn (...) le hema jiyanm da bew jimare zore espi mirddm nebinibd.
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the passengers tells him, “no one has seen such weird things ... these are all God’s
punishment, these are signs and our turn will come soon ... so many weird incidents
indicates the approach of the End time ... I've heard that galloping horses suddenly
fall down, apparently after losing their vision.” (p. 11).% The other passenger
intervenes and says: “Since the old days no one has ever heard that the fish in the
river have been infected by worms ... but yes, now all the fish in that river have died

of worms.” (p. 11).%

Hassan uses the metaphor of a mass epidemic in which horses suddenly fall and die
and the fish in a river are infected by worms in order to convey the End time, the
devastating civil war in Iragi Kurdistan. It strikes the reader that these horrendous
events are a sort of divine retribution inflicted upon a community that has committed

the unforgivable sin, that is, fratricide.

There are also the literal references to and descriptions of massive destruction
caused by the civil war which further reinforces the image of End time: the end of the
euphoria of an independent and free Kurdistan in Iraq after 1991 liberation. Arriving

at his village, Ferhad faces the ruins of civil war everywhere.

Everything had changed but the sun, sky, and the wind which made the trees’ leaves
flow, no ... these birds, people, animals, trees and houses are different by far than
those | saw in my dreams hundreds of times. A large number of houses and buildings
had collapsed, tens of trees had toppled [...] a huge number of stray dogs had mange
and could barely bark at passers-by, there were a mass of dead birds which flies and
ants were feasting on [...] | was stumbling over the carcasses of sheep, goats, horses
and mules (p.15). ¥’

% kaki xom le ¢i serdem (1 zemanék da siti wa bwe .... Her hem(ly x‘ezebi xudaye, ewe nisaneye w
nore déte ser émes ... ewende siti seyr 0 semere ri deden ke delile axir zeman nizik bibétewe ... e
min bistitim be dem bay x‘arewe her gawr peli espekan deskén 0 ... ser sim dan G dem be yek
dadanyan yekéke, giwaye yekem car kwéraiyan dadé w hi¢ nabinin.

% qurban le awaiyekey &me da cemékman heye w lewetey heyn @ le baw (i bapiranmanewe kes
neybistwe kirim le masi bidat, kirim ... bellé kirim emsall her hem( masiyekani naw ew ¢emey kust.

9 Tenha siték ke negorra b xor 0 asman 0 ew baye b0 ke le gell hellkirdini liq 0 popt dirextekant
desnanewe, na ... hergiz ew mel G mirov O ajell 0 dirext 0 xanOwane heman ew sitane neb(n ke min le
xewnekanma sedeha car wkel xoyan dembininewe, datepini xan( w ballexaneyéki zor, sikani deye ha
dirext le naw gedewe [...] ew hem( sege berellayaney gerr bibn 0 be zeh’metéki zorewe bem 0 bew
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This massive destruction has led to an unprecedented social breakdown and

diminishing of long-held traditional moral values among the Kurds in Irag.

Ferhad then finds himself in a new environment inhabited by people who have
metamorphosed into indifferent and apathetic beings following the civil war:

Walking around our old house, | saw people here and there lacking sympathy,
kindness and dignity; they seemed very scared, egoistic, and sad in their dirty clothes.
It was the first time | realized that if people are destroyed and exhausted and if they live
in ruined houses, they could not be kind, beautiful, and delicate (p. 16).%

In Temi Ser Xerend Hassan presents a grim future for Iraqi Kurdistan. Unlike Bakhtyar
Ali’s Sari Mosiqare Sipyekan which romanticises people, portraying them as angels
whose moral values are not spoiled by disappointing and destructive Kurdish party
politics, Hassan portrays a society which is disintegrated and “morally bankrupt”.
While in Sari Mosigare Sipyekan both the protagonists and ordinary people are
presented as superior to their environment, in Temi Ser Xerend, the protagonist and
ordinary people are both highly vulnerable in the face of an overwhelming civil war.
People have lost their virtues and agency, and, according to the narrator, if people are
‘exhausted”, “destroyed”, and have lost their homes, they are no longer capable of

love and empathy.

The adult Ferhad feels lonely, frustrated, and helpless in his transformed homeland.
He had returned in the hope of living among the same people of his village who were
once kind, caring, and supportive. (p. 16).To his surprise, he feels even lonelier

among his fellow citizens than elsewhere:

in airports, in planes, ships, and trains jammed with foreigners and strangers, in those
bustling cities where no one notices you ... | haven't felt as lonely as | do at this

dewerrin, ew hem( mele mirddwaney ke més G megez 0 mérlle téyan wirlka bdn [...] be dem réwe,
lére w lewé, satmem le kele seri merr O bizin 0 esp 0 héstir dekird.

% Be gwar dewri h‘esareke da piyasem dekird 0 [ére w lewé ew merdumanem debini ke hi¢ soz O
bezeyl w xosewistl w siko be cawyanewe diyar neb(, zor tirsnok 0 xoperist 0 xembar le jér kege
cilekanyan da dehatin 0 decln, yekem car b bizanim ke eger miov wéran G mand( bé w le naw
kelaweda biji meh’alle bitwané mihreban G cwan 0 nasik bé.
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moment, | wished that someone would show up in the ally and embrace me with open
arms, invited me to a balcony, to the shade of a tree or a fallen wall. (p. 31).%

Ferhad’s home had been destroyed and the people to whom he could relate had
dramatically changed. All these changes rendered his life bereft of any meaning. He
confronts the reality that all his grandmother’s heroic stories were nothing but lies:
“[W]hat a big lie was it that the little hero in the tale killed the demon, opened the
river and slaked the whole village [...] the demon-killer hero was welcomed by

everyone, who threw flowers at him” (p. 32).'%

As we shall see in the next section, Ferhad’s ideal self-image was greatly
shaped through folkloric tales and love stories, an image which had fractured by the
reality of its unattainability. At the same time, his consciousness was the site of other
discourses and ideologies, each seeking to dominate him.

3.3. Discursive formation of subjectivity through popular and official

discourses

Ferhad is surrounded by various voices, ideologies and discourses which largely
form his sense of “self” and the world around him. Bakhtin’s terms for describing a

Dostoevskian character could, by and large, be used to describe Ferhad:

Almost no evolution of thought takes place under the influence of new material, new
points of view. All that matters is choice, the resolution of the question ‘who am I’ and
‘with whom am |?” To find one’s own voice and to orient it among other voices, to
combine it with some and to oppose it to others, to separate one’s voice from another
voice with which it has inseparably merged-these are the tasks that the heroes solve in
the course of the novel. And this determines the hero’s discourse.” (1984, p. 239).

9 (d)e néw firoke w paporr 0 semendeferi pir le xellki byani w nenas, de néw ew sare cencallaney ke
kes awirrit & nadatewe ... awahi w wek henlke tenyayi neykrostim, békesi xemgini nekirdiim,
awatexwaz bam lew seri kollan kesék derbikewé w bawesim bo bikatewe w lesi mandim be péwe
rabigré w fermQy bin heywanék, jér séberi direxték, bin diwariki rimawim Ié bika.

¢i diroyéki gewre bl ke le h’ekayeteke da pallewane gikolle déwekey dekust G beri rObari dekirdewe
w awayfl tér aw dekird [...] réy pallewant déw kuj gullréj dekra.
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Ferhad is to choose between official discourse (that of education and religion, for
example) on the one hand and popular discourse (folklore) on the other. His voice is
“overpopulated” with a legendary hero’s accent, so much so that it makes it
extremely difficult, if not impossible, for him to separate from it and to find his own
voice. He was so amazed by his grandmother’s tales and love stories that he could
not wait to grow up, to become an adult, and to be one of the heroes in the tales. He
saw himself as Ferhad, Las, and Siyamend and his classmate and playmate Sirin,
as the legendary Sirin, X‘ezal, and Xec.!** However, Ferhad was too young,
powerless, and vulnerable to be a legendary hero. He oscillated between pleasant
dreams and daydreams of being a hero, and the utterly bitter reality of being a
hapless, inept and stupid child and student who was incessantly blamed and
punished by the school authorities and his family: “Wherever | was, at home or
school, | was beaten. | hated everything and decided to die.” (p. 76).1°2 Once,
Ferhad remembers his father saying to his mother: “I wish you had miscarried ... my
donkey is of more use than your son ...I"” (p. 70).1%® Even his father is reluctant to
accept him as his son; he is ashamed to have such an inept son and speaks as
though someone else is Ferhad’s biological father. As a result of other people’s
reactions and behaviour toward Ferhad, the bitterness of the reality of his life

outweighs the sweetness of his dreams: “| cried in my heart because | had lost

101 They are all “romantic figures” in well-known Kurdish love stories. The author has deliberately named

the protagonist and his beloved after the legendary lovers, Sirin and Ferhad. Ferhad is a “romantic
figure in Persian legend and literature.” (Encyclopaedia Iranica). There has been references to his
name before Nezami Ganjawi wrote his famous Khosrow o Shirin. Yet it was Nezami’s masterpiece that
spread the story of Ferhad'’s love with Shirin. “His story, following its masterly depiction by [Nezami],
provided the source for several narrative works in Persian, Turkish, Urdu, Pashto, and Kurdish” (ibid.).
Most of the Kurds have grown up with the story of Ferhad and they still lament for the tragic ending of
his love (ibid.) (Encyclopaedia Iranica (1999). Farhad. [Online] available from:
http://www.iranicaonline.org/articles/farhad%20%281%29 [accessed: 25/06/2015].
19216 her swénék bimaye, ¢i le mall 0 ¢i le mekteb: min her darkari dekiram, le hema siték bézar bam,
1di birryarim da ke bimirm.
193 Xozya le barit degi ... ewe kurre to hete yan tirri kerekeme ...!
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everything ...l was neither a good shepherd, nor a successful lover, nor a prophet
.. (p. 70).1%

Despite living in Europe where life was alluring, Ferhad continued to remain deaf
to the cacophony of new voices; he was still obsessed with the voices that had given
rise to his consciousness, and unconsciousness, in his childhood. He could not
distinguish his own voice from the others in order to combine it with new ones and

compare them:

[a]ll those big capitals in the world, all those beautiful cities and villages, those
spectacular skyscrapers could not make me forget our house in the village. The
hundreds of mountains, hills, valleys, Alps and Himalaya mountains The Danube,
Thames, and Rhine rivers could not replace my dreams of that canyon, sky, and river
[in his homeland]; tens of pretty girls and gorgeous women were not able to wither the
sweet image of Sirin’® in my mind.” (p. 13).*%

Being a stranger in another land, Ferhad is far away from his ideal self-image. Not

becoming, for example, a legendary Ferhad, Mem, and Las, he sees his whole life

as a big failure: “What a catastrophe my life was; all wasted [...] what a mirage my

life was ... my travel ... my love ... what a nightmare and failure my life was.”(p. 38).
107

Temi Ser Xerend is monologic since it is narrated from only one character’s
point of view and in the sense that it rarely uses, “double voiced discourses”,
“parody”, “stylization”, and hidden polemic, which are utterly important to Bakhtin in

creating polyphony. However, it is also dialogic and polyphonic in the sense that the

narrator, more or less, lies on the same plane with the characters. To put it this way,

194 | e dillewe degiryam ke min hem sitékim dorrand ... ne bime siwanéki ¢ak, ne a‘siqgéki serkewtq,

ne péx’ember ...
195 | iterally, Sirin means “sweet”. But else too see note 105.
1% cendin paytexti gellebalix’i dunya, cendin sar (i gondi razawe w ciwan, cendin ballaxaney zor xos (i
hellwasraw be asmanewe ew h‘esarey le bir min nebirdewe. Sedeha sax 0 kéw G derbend, gird G telan
0 |érewar, giyakani elb, himalaya, ribarf danub, taymz, rayn ... ew xerende w asman 0 awey le xeyalli
min der nekird, deye ha ki¢l geseng 0 sekre jinni xollgaw le silik 0 sir neyantwant séwey sirini sirinim le
zeyn da kwér bikenewe.
197 Ci mergesate ¢i O‘mréki be heder ¢l bl min jiyam ... ¢i tirawilke ba jini min ... seferi min ... i‘sqi min
... Gi giryan 0 dorran 0 derdeseriyek ...
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if polyphony and monologism are two extremes of a scale, Temi Ser Xerend, would
be placed relatively closer to the polyphonic end. As in Bakhtin’s account of
Dostoevsky’s polyphonic novel, Hassan’s Temi Ser Xerend introduces us to a world
which abounds with overlapping conflict-ridden, and embattling individual and
collective voices each affecting and being affected by the others. Two major
discourses and ideologies that are presented by various characters are official and
popular ideology, and the effects of these on Ferhad'’s self-perception will be

examined.

Kurdish folklore, more or less embodies the same properties and functions as
folkloric discourse elsewhere. That is, there are some universal and general
characteristics and functions of folklore all over the world. For example, Bascom
(1965) traced four general functions and categories. First, folklore mirrors a society,
its culture and “incorporate[s] common situations from everyday life.” (Bascom1965,
p. 292). However, Bascom adds that folklore is not merely a true and complete
reflection of a given society and culture; the “unusual” and “impossible” are two
significant elements of myths and folktales. “Yet unusual, and the impossible,” he
continues, “are defined in terms of each individual culture and habitat, as well as in
terms of the biological limitation of Home sapiens.” (ibid. p. 292). Folklore’s second
function relates to the role it plays in “validating culture, in justifying its rituals and
institutions to those who perform and observe them,” especially when the
established norms and patterns are questioned and doubted or dissatisfaction with
them is expressed. In this case, Bascom argues, “there is usually a myth or legend
to validate it; or a so-called “explanatory tale”, a moral animal tale or a proverb, to
fulfil the same function” (ibid.). Its third function is that pertaining to education,

especially “in nonliteratre societies,” (ibid. p. 293), and finally it “fulfils the important
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but often overlooked function of maintaining conformity to the accepted patterns of
behaviour” (ibid. p. 294).1%®

These functions are interrelated and interdependent, and at times, merge into
one another. In effect, they could be considered as various elements and stages of a
project whose ultimate purpose is to maintain the “stability of culture” and the current
power relations. “Viewed thus,” writes Bascom, “folklore operates within a society to
insure conformity to the accepted cultural norms, and continuity from generation to
generation through its role in education and the extent to which it mirrors culture.”
(ibid. p. 297). In folklore there are elements of transgression from the established
and accepted norms. Yet it allows deviation from the norms as long as the whole
system is not threatened. As such, Bascom says, “[t]o the extent to which folklore
contrasts with the accepted norms and offers socially acceptable forms of release
through amusement or humour and through creative imagination and fantasy, it

tends to preserve the institutions from direct attack and change.” (ibid. p. 297).

At first blush it seems that the predominant discourses embedded in education,
family and religion are opposed to joyful and entertaining folkloric discourse, the
former providing a long list of commands which aim to reproduce the hierarchical
social order and the latter to relieve the strictness and seriousness of the former.
However, closer inspection proves otherwise: there is an overlap between the two
set of discourses when it comes to the current order and power relation. Examples of

both discourses in the novel will serve to make the point. ‘Oh, Ferhad keep away

” 113

from me,” Sirin says to Ferhad, “my mom says you shouldn’t play with the boys.” It

didn’t take long before she forgot about her mom’s ridiculous advice. (pp. 20-21).1%°

The last function overlaps with the first two functions; yet, holds Bascom, “it deserves to be
distinguished from them” (for more details, see Bascom 1965, pp. 294-295).

199 «\W1i ... Ferhad ... Birro bew lawe ... dayke dellé le kurran nizik nebitewe!” Bellam her zG amojgari
pac 0 bé manay daykey le yad dekird.
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The above excerpt embodies a religious and cultural discourse implemented by
the family institution. It originates from Islamic and cultural emphasis and
commandments forbidding free contact between men and women. However, in order
to be implemented, this commandment first needs to be “expropriated” and
assimilated into the listener’s conceptual background. Since she is a playful child,
Sirin does not take her mother's command seriously, and goes on playing with
Ferhad.

The account of the theology class is another case in point. Mamosta Ydnis is
described as turning the class into a real hell. *° He frightened the students by
describing Hell as a place full of snakes and scorpions and burning fires waiting for
sinful people. Each session Mamosta Ynis forced them to participate in a play,
Adam and Eve, which he directed. Shouting and frightening the students, he asked
two of them, a boy and a girl to play the roles of Adam and Eve and another girl and
boy played the roles of the forbidden tree and Satan. Ferhad describes the show as

follows:

‘Why did you listen to Satan? [...] this sin has shamed us, for ever.” He turned around
and spitted at us ... as if we were the sinful Adam and Eve, and Satan. At the end of
the play, Mamosta Ydnis in a Godlike manner trembled and shouted at the students:
‘get out you damned people ... don’t dirty my paradise!” (p. 52)."**

The teacher blamed his students for a crime they had not committed. Ferhad is
much less obsessed with the Adam and Eve story as with love stories and folktales.
In effect, Mamosta Y(nis had failed to indoctrinate him and many others, to feel
guilty on behalf of their fictional ancestors, Adam and Eve. At times, Ferhad imitated

and mocked Mamosta Ydnis in front of the class which made the other students

In Kurdistan, teachers both at school and university are called Mamosta, that is, someone who
teaches. Mamosta could be used alone or followed by a teacher’s name that indicates respect.

be dem hawar 0 gijewe degiwe ser yekék le kursiyekani pesewa w deynerrand:

“‘Meld’nine meyxon ... 1& h‘eram kird(n ... meyxon ...!I" [...] “Eha seyr’ ken ... rollekanim ... ¢end be
asani behestiman dorrand, eger gonahi dayke h‘ewa w bawke adem nebwaye ta éstas her hemiman
lewe deblyn, ¢conke lewé lew melek(te mergman nedebini [...]". Mamosta bewe nedewsta, be dem
x‘ezebi xodayekewe hem( giyani delerzi w deyqijand be sermanda: “Bo derewe hey mell’nine ... em
behestem 1& pis meken!”

108



burst into laughter (see for example, p. 54) which clearly demonstrates the deficiency
of religious and educational institutes to fully “interpellate” the young students into

obedient subjects.

Contrary to the official discourse enacted by familial, educational, and religious
institutions, folkloric discourse is highly appealing to Ferhad. Islamic teachings
prescribe a strict and pre-determined way of living which abounds with permissible
and prohibited obedience to what would lead to an ever-lasting happiness in the life
hereafter. On the other hand, folkloric discourses promise happiness and a better life
in this actual world. In them, dreams and desires will come true in the twinkling of an

eye. It is also the cheerfulness and playfulness of folklore that makes it so appealing

to Ferhad. Using Simon Dentith’s words, it is the “rumbustious popular life” of the
folklore “against the official but murderous pieties” (1995, p. 69) of religion and

established norms and values which makes the former more joyful than the latter.

During the course of the novel, Ferhad refers to some of those anecdotes, tales,
epics and love stories his grandmother used to recount to him when he was a child.
One of those tales was about a king’'s daughter who felt pity for a poor boy, kissed
him and thereafter he became a prince (p. 26). He was also greatly affected by love
stories including, Sirin and Ferhad, Xec and Siyamend, Mem and Zin.**? Ferhad
remembers his desire to grow up and to become the legendary Ferhad:

| longed to grow up quickly so that | could dig a hole in the Bistn mountain,™** to direct

the water toward the village, to defeat the wicked old woman who killed Ferhad, to hug
Sirin in front of the whole village; while the stream quenches the thirst of sheep and

12 xec @ Siyamend [Xec and Siyamend] and Mem @ Zin [Mem and Zin] are two famous Kurdish

folkloric love stories. Their titles are taken from the names of the lovers in these stories. Later, the
prominent Kurdish poet, Ehmedi Xani wrote his renowned epic, Mem 0 Zin, at the end of seventeenth
century based on the same folkloric story.

1% Bastlin is a mountain located in Kirmasan (Kermanshah) province in Iran. According to an Iranian
myth, Khusraw Parwiz Il (reg. 591-628 AD) asks Ferhad, a stone sculptor, to carve a canal through the
mountain and transfer its water to his palace in return of giving him his concubine, $irin as a reward
(lahi-Ghomshei 2010, p. 101) (llahi-Ghomshei, Husayn (2010). The Principles of the Religion of Love in
Classical Persian Poetry. In: Lewisohn, Leonard (ed.). Hafiz and Religion of Love in Classical Persian
Poetry. London: 1.B.Tauris & Co Ltd. pp. 77-106.
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goats, men and women [...] to look into their eyes proudly and say: It was me who
brought you abundance [...] in response, | ask Sirin’s father for her hand in marriage
... and everyone ... including Sirin’s father would reply: “She is yours ...
congratulations!” (p. 54).

Extremely amazed and influenced by these stories, Ferhad impatiently yearns to
grow up to become one of the heroes in his grandmother’s tales; he finds a better
future for himself in folklore. “Oh my Lord”, Ferhad says to himself, “help me to grow
up sooner ... to [be able to] travel to the far away cities in my grandmother’s tales,
those cities abound with gardens, rivers, kind women, nice fathers and
compassionate mothers and sisters [...] to eat the fruits of gardens, to swim in the

rivers” (p. 38).

In the above examples, the folkloric discourse provides Ferhad with a temporary
release from the harshness of his real life, to borrow Bascom’s words, “through
amusement or humour and through creative imagination and fantasy” (1965, p. 297).
This release serves as a safety valve to preserve the existing social orders and
power relations from “direct attack and change.” Although elements of the “unusual”
and “impossible” are found in folkloric tales which might result in transgression of the
established norms, they do not encourage a new order of the things. In these
Kurdish folk tales, one can imagine becoming a king, for example, but not allowed to
guestion the whole system. As such, in folkloric discourse not only the hierarchical
social system is reinforced, but the injustice and inequality, as inevitable features of

any hierarchical system, are naturalized.

The folkloric discourses have taken the existing order for granted; in them, any
promise of change would occur within the boundaries of the current social order and
power relations. Kurdish folklore reinforces the norms grounded in hierarchical
values. Hence, folkloric discourse exacerbates the already existing abyss among
people and, consequently, restricts, using Bakhtin’s words describing carnival, a
“free and familiar contact” among them by reinforcing the “impenetrable hierarchical
barriers” (1984, p. 123). Folkloric texts conspicuously consecrate inequality. In them
a kind of natural and primordial master-slave order is highly valued. In some
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anecdotes and fairy tales the place of master and slave could be transposed, that is,
a slave might become a master in the twinkling of an eye, yet the hierarchal nature of

the system should not be challenged.

In Temi Ser Xerend, Hassan severely criticizes any form of authoritarianism and
patriarchal order in his society in which one person, a ruthless father, thinks and
decides for others. At the same time, the adult Ferhad is still under the influence of
heroic discourse in Kurdish folklore which is grounded in hierarchy since it portrays
and naturalizes a society awaiting a saviour hero to bring them happiness and
justice. Probably, the origin of heroism in Sari Mosiqare Sipyekan, could also be
traced back to Kurdish folktales and myths. As with Sari Mosiqare Sipyekan, but
indirectly and on a limited scale, Temi Ser Xerend on the one hand critiques
despotism and authoritarianism and, on the other, reinforces the heroic culture,
although the protagonist fails to become a folkloric hero. Ferhad is still undergoing

an identity crisis for failing to become a hero and a lover.

| just realized what a big lie and worthless myth growing up is ... my life has passed me
by and | am nothing but a failed shepherd and an untalented poet [...] what a failure is
Ferhad who neither reunited with Sirin, nor brought water to the village. At the end of
this long journey, at last, | have landed in a destroyed town. | am like that horse which
gallops but suddenly stumbles and breaks its four legs. (p. 37).***

The adult Ferhad perceives himself to be a loser and his whole life as a failure for not
becoming a hero with an extraordinary power who wins praise from everyone. Such is
the fate of Ferhad who wanted to become a popular hero in an “unheroic” era: since
he is walking on the remnants of a destroyed village and passing persons who barely
notice his presence, he feels lonelier than ever. Yet, in contemporary Kurdistan in lraq
he is a hero, for not conforming to the dominant norms and conventions and for not

compromising his ideals and dreams.

14 Hendke té degem ci diroyékT gewreye ... ¢i efsaneyeéki higce gerwe bln ... rojani temen gozestin {

min cige le siwanéki dorraw, sai’rékl bé behrey, hicim 1& der necd, ¢i Ferhadéki dorraw ke ne sirin bQ
be dilxwazi, ne awi bo awayi hani, diwacar lem sefere diréje da hatOmetewe ser kelaweyéki rixaw ...
sarockey darrimaw, ¢end lew espe decim ke le tawi x‘ar da ser sim bida 0 her giwar peli biskén.
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Combining the realist and modernist narrative techniques and epistemological
premises, Hassan has produced a formally conventional work with politically radical
implications. Temi Ser Xerend foregrounds the conflicts between modern Kurdish
individual and its transformed society, a conflict which never resolves and leads to
the protagonist’s frustration and alienation. In Temi Ser Xerend, Kurdistan is briefly
mentioned and only refers to Iraqgi Kurdistan. It portrays the post-civil war Iraqi
Kurdistan which, as presented in the novel, destroyed the cities and villages. Not
only the cities and villages, but also people had changed as a result of the civil war.
All these overwhelming changes, as the novel shows, has made the Iraqi Kurdish
society fragmented, apathetic and any reuniting between the individual and society

impossible.

On the Eastern side of Kurdistan Regional Government’s border lies Iranian
Kurdistan with the majority of its inhabitants speaking in the Sorani dialect. The fact
that the majority of people in these two parts of Kurdistan are Sorani speakers and
use Arabic script has rendered considerable contact between the writers from these
regions. Having said that, despite linguistic, religious, and cultural parallels between
the two parts of Kurdistan, there are remarkable differences in terms of historical and
socio-political circumstances, which is largely connected to their hosting nation-
states. These socio-political differences between Iragi and Iranian Kurdistan could be
traced in the novelistic worlds depicted by the writers of both regions. As | have
demonstrated, the twenty-first century novels from Iragi Kurdistan in this study,
among other things, mainly deal with corruption and authoritarianism of major
political parties during the 1990s which, as represented in these novels, triggered a

wave of frustration and disappointment among people in the society.

Equally, frustration and alienation prevails in two of the three novels from Iranian
Kurdistan in the current research. The next chapter examines Nahaee’s Ballindekant
Dem Ba [The Birds Soaring on the Wind] which, unlike Temi Ser Xerend, presents
both a “radical experimentation with language” and an entanglement in the political
agenda. It relativizes reality, truth, and subjectivity by laying bare its fictionality.
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CHAPTER FOUR

The world of uncertainties in Ata Nahaee’s Ballindekani Dem Ba: a

(post)modernist narrative

In the previous chapters | examined subjectivity in two Kurdish novels from Iraqi
Kurdistan published after 2000. | argued that these novels are distinct from their
predecessors in terms of form and content. By the 1970s the Kurdish novel had
already started to free itself from being exclusively a medium for propagating
nationalistic ideas. Yet, due to political and economic barriers, it took some three
decades before authors in Iragi Kurdistan could find an opportunity to experiment
further with both form and content. While in Sari Mosiqare Sipyekan Al
experimented with magical realism and created superheroes who sought to free Iraqi
Kurdistan from, this time, a Kurdish authoritarianism, in Temi Ser Xerend Hassan
formally combined realist and modernist elements to write the story of his protagonist
Ferhad, at first, in a traditional society and later, when he is an adult, in one that is
morally bankrupt. In Temi Ser Xerend Hassan portrayed the difficulties that his
protagonist faces for failing to conform to the social values and norms of his
community. He critically addressed traditionalism, patriarchy, and the reproduction of
authoritarianism by Kurdish political parties after the 1991 uprising. Equally, the turn
of the century heralded a turning point for the Kurdish novel in Iranian Kurdistan
where the first novel was published in 1990, almost two decades after the publication

of the first Kurdish novel in Iraq.
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The number of Kurdish novelists in Iranian Kurdistan is far smaller than their
counterparts in Iragi Kurdistan.**® This difference however, does not come as a
surprise as Iragi Kurdistan enjoys a semi-autonomous status while Iranian Kurds are
still deprived of basic cultural and political rights. Having said that, in the past two
decades we have witnessed an increase in the number of Kurdish novels as well as
their formal complexity. Ata Nahaee is an avant-garde novelist whose ground-
breaking works promised a new era in the history of Kurdish Sorani fiction both in

Iranian and Iraqgi Kurdistan.

Nahaee (1960- ) was born in Baneh, Kurdistan province in Iran. He completed
his primary and secondary school education at the same city and later entered a
teacher training college at Varamin in Tehran province. After two years he graduated
from the college, at the time of the Iranian 1979 revolution, and started to work as a
teacher in the villages of Iranian Kurdistan. However, after three years he was
dismissed under the new regime, which ended his career. Since then, he has been
living in his hometown, Bane. Nahaee started his literary career by publishing a
collection of short stories entitled Zirike [Scream] (1993/1372). He has published two
collections of short stories and three novels.''® Furthermore, he has translated

literary works from Persian and English into the Kurdish language.

Nahaee’s first novel, Gulli Sorran [Sorran Flower] (1998/1377), as Ahmadzadeh
rightly notes, was a turning point in the Iranian Kurdish novel due to its use of
modern narrative structure and techniques (2005, p. 32) and its avoidance of
simplistic realistic representation of the socio-political conditions of the Kurdish
society. His second novel, Ballindekani Dem Ba [The Birds Soaring on the Wind]

(2002) was a successful experimentation with (postymodernist narrative techniques

15 For example, Anmadzadeh names thirty novels published in Iraq during the nineties as “only a few

examples.” (2003, p. 174). At the same time, only six Kurdish novels were published in Iran (see
Ahmadzadeh 2005, p. 30).

1% Tengane [Straits] (1995/1374) and Ew Ballinde Birindare ke Minim [I am that Wounded Bird]
(2004/1383) are the other two collections of his short stories.
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and compositional strategies that challenged the conventional perception of fiction
and of reality, something that is unprecedented in the short history of the novel in
Iranian Kurdistan. Girewi Bexti Hellalle [Gambling on Hellalle’s Fortune], published
five years later in 2007, was not linguistically and formally as radical as Ballindekani
Dem Ba. However, Bakhtiar Sadjadi (2012) considers this novel to be quite different,

not only from Nahaee’s earlier works, but from all the Kurdish novels written before.

For example, its “characters” “distinguished voices”, “point of view and narrator”,
“dramatic narration”, and “symbolic names of characters” have given the novel a
postmodernist flavour. | do agree with Sadjadi in that in this novel, as in the previous
ones, Nahaee has used, among other techniques and compositional strategies,
multiple narrators, a circular plot, fragmented structure and unfinished dialogues and
statements. However, these formal techniques have not necessarily made it a
postmodernist novel. Rather, it is closer to a realist mode of narration, though not in
the least classic realist in the sense that it foregrounds the social and cultural
conflicts some Kurdish characters would face in diaspora, namely, in Sweden,
without pondering over the mechanism of representation and revealing its nuances
in forming the characters’ perception of their “selves” and reality, as is the case in

Ballindekani Dem Ba.

Most of Nahaee’s fictional works, especially his novels, have received a great
deal of attention from both Iranian and Iraqi Kurdish literary critics and he was
interviewed by several of the Kurdish media.'*” Nahaee was also awarded two prizes

in Iraqgi Kurdistan for his literary activities: he received the first one, Aras

Of the Iranian Kurds who have examined Nahaee’s works, one can name Rahimyan (2000); Ye‘qlbi
(2008); Ahmadzadeh (2003; 2005); and Sadjadi (2012). His works, however, did not receive the same
degree of attention from the Kurdish scholars in Iraq. They are greatly understudied compared with
those of other renowned Kurdish novelists of Iraq, for example, Sherzad Hassan and Bachtyar Ali. Even
the few reviews and criticisms of his works are general readings. For example, Resid’s study of
Ballindekani Dem Ba (2007) is merely a summary of the plot, story and characters of the novel. That
said, Nahaee has been interviewed more often than other Iranian Kurdish writers by the magazines,
newspapers and websites in Iraqgi Kurdistan (mainly done by Iranian Kurds). For example, Raman (nos.
39; 40; 151); Gelawéji Nwé (53) and Degnekan Website
(http://www.dengekan.info/dengekan/liteature/18163.html).
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Publication’s yearly award, in 2005 and later, “Herdi’s Golden Prize for Innovation” in
the Gelawéj Festival in 2008. Thus, Nahaee’s innovative works, together with his
widespread coverage in literary circles of Iranian and Iragi Kurdistan made him quite
a familiar and famous name in both parts of Kurdistan. | chose Ballindekani Dem Ba
because it challenges the conventional norms both in the presentation of the novel

and the way this affects the reader.

In the first section | will examine the formal techniques and narrative modes of
the novel which are mainly associated with postmodernist texts. Ballindekani Dem
Ba is a novel about another novel through which the process of writing, for example,
its setting, plot, and characterization, is revealed to the readers. Doing so, Nahaee
challenges the conventional perception of reality and identity as natural and fixed
entities. He also uses compositional strategies to convey a sense of indeterminacy
and relativism. The second section shows that Nahaee’s concern with the formal
aspect of the novel has not led to an apolitical or ahistorical work. Rather, he is well
aware of the organic relationship between form and content, and hence, by using
radical and innovative techniques and linguistic strategies Nahaee aims to challenge
and radicalize the reader’s perception of identity and reality. | also discuss the idea
that the novel’s antiheroic approach and “tragic” reaction to the demise of values in
modern Kurdish society is similar to modernist novels in the West at the beginning of
the twentieth century. The protagonist in Ballindekani Dem Ba is a prototypical
modernist antihero, alienated from a society which no longer embraces his ideas of
changing the world into a better place. In the last section, | shall discuss how women
are presented in the novel. Most of the women play a traditional role: they are either
caring, selfless mothers and sisters, or dependent and submissive beloveds. Having
said that, the novel undertakes a critical attitude towards the way women are treated
in Kurdish society in Iran and invites the readers to disapprove of traditional
perceptions of femininity. The novel further challenges the traditional perception of
ideal woman as “good” wives and mothers by presenting a female character, Leyla,

who is neither honoured for being a “good” mother and sister, nor a selfless beloved;
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rather she is represented and admired as a teacher and poet who enjoys an
independent, as well as separate, entity and most importantly, wins the reader’s

sympathy.

4.1. A (post)modernist approach to narration, representation, and subjectivity

Ballindekani Dem Ba tells two stories in parallel: The story of a Kurdish writer,
Mihreban, who, in turn, tells the story of Ferhad; the former is told in colloquial
language while the latter is narrated in a formal and poetic mode. It has a first and
third person narrative which varies from omniscient to limited narration. Like previous
novels in this study, Mihreban, the narrator, has returned from aboard in the hope of
reuniting with his lost dreams. During the latter months of the Pahalvai regime he
had participated in political activities and then against the new regime which resorted
to a full-scale invasion of Kurdistan. Since he had been arrested and jailed for a
short time, he no longer felt safe, so he left the country for Europe. He was in love
with Efsane who was forced into marrying Nasiri, the only son of a well off family
after Mihreban had left the country. Nasiri knew about his wife’s past love
relationship with Mihreban. Despite the fact that Mihreban lived in Europe, Nasiri was
highly suspicious of Efsane and thought, wrongly, that she would abandon him to
marry Mihreban. Nasiri’s Paranoia made life extremely difficult for Efsane, but she
bore it only for the sake of her daughter. Beaten by her husband, Efsane asked for a
divorce, after being previously turned down by the court. Before the court, Nasiri
accused her of planning to leave him to marry her first lover, Mihreban. She could
not bear this unfair and destructive accusation, and in desperation, she set herself

on fire.

Ferhad’s story is very similar to that of Mihreban. He was a student in Tehran
University and with some of his friends he was politically active in Mohammad Reza
Shah’s reign. Before long they were discovered by SAVAK and some of the friends
were arrested. However, he successfully escaped to his hometown. There he rented

a room and started a new life as a painter and soon fell in love with a girl named
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Kallé. Meanwhile, Ferhad had not given up his activities against the regime. He was
the member of a group of young people who clandestinely distributed books and
manifestos in the city. SAVAK discovered the group and arrested him and some of
the other members of the group. As she saw no future in her life without Ferhad, like
Efsane, Kallé set herself on fire. Nahaee’s Ballindekani Dem Ba has elements of
both modernist and postmodernist narratives. The novel could be regarded as
postmodernist for its narrative structure and self-conscious reflection on its fictionality
and on the language as a medium through which the characters’ sense of “self” and
their surrounding world is formed. However, its fragmented narration, “tragic” and
“pessimistic” tone along with its antiheroic approach is typical of modernist
narratives. In this section | shall elaborate on postmodernist elements in Ballindekani
Dem Ba and its implication for the representation of reality and subjectivity; and in
the following section | will discuss the characteristic features which make it more or

less, a modernist novel.

Ebdolxaleq Ye‘qlbi in his article, “Ballindekani Dem Ba w Deretanekani
Gérraneweyéki Postmodérnisti” [Ballindekani Dem Ba and the Elements of a
Postmodernist Narrative], (2008) argues that Nahaee’s Ballindekani Dem Ba is a
postmodernist novel due to its unconventional presentation of time and narration.
Ye'‘qubi has examined the narrative techniques in this novel which distinguishes it
from a traditional linear narration. He mentions five narrative characteristic features
as follows: “doubtful narration”; “two layers narration”; “multifunctional narration”;
“flawed narration” and “narration in narration” (ibid. pp. 135-41).*® By using these
narrative techniques, Ye‘qubi argues, Nahaee has produced a text abound with
“‘uncertainty and indeterminacy” (ibid. p. 135). Nahaee, as Ye‘qUbi shows, was
inspired by Houshang Golshiri’'s (1938-2000) Shazdeh Ehtejab [Prince Ehtejab]
(1968), a famous Persian novel with fragmented narrative which uses some of the

above narrative techniques to convey a sense of uncertainty and relativism.

18 \yarranewey tékell be guman’; ‘Gérranewey dil twéji’; ‘Gérranewey fire karbirdi; ‘Gérranewey helle
hellgir’; ‘Gérranewe le naw gérraneweda’ (pp. 3-7).
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Soon after starting his career as a writer, as Hassan Mir‘abedini says, Golshiri
joined the other Iranian writers who had experimented with the new ideas promoted
by “The Nouveau Roman” movement in France (1998/1377, p. 672). Under the
influence of this movement, Golshiri viewed fiction as a medium with which to gain a
better understanding of his “self’” and others, as he says in an interview: “My main
concern in story-writing, given that humans are at the centre of fiction, is to get to
know what it is to be “human”. Despite being aware of the impossibility of knowing
“‘human being”, through using some techniques and by putting a distance [between
the protagonist and reality by way of doubts and uncertainties] the writer still seeks to
achieve it — which is doomed to failure.” (Ayandigan’s interview with Golshiri, cited in
Mir‘abedini 1998/1377, p. 673).

In the same vein, Nahaee’s main concern in writing fiction is to explore his own
identity which might lead to knowing the “other”.**° In an interview, Nahaee’s
response to a question about his purpose in writing fiction was: “to me, writing is an
attempt to find myself [...] What makes fiction outstanding for me is the fact that | can
find my identity and the fragmented pieces of my being in it, and nothing else.”
(Ye'qubi 2009, pp. 101-2).2%° As in his earlier novels and short stories, in
Ballindekani Dem Ba Nahaee seeks to achieve a deeper perception of his “self” and
the “other”. This self-perception vis-a-vis the “other”, could only be achieved through
language, something reflected and reflected upon in all of his works. However, none

of his earlier and later works are as stylistically and linguistically radicalized as is

19 Nahaee does not know any other foreign language enough to be able to study literature in the

original language (see Nahaee’s interview with Jiar Radio (2009/1387). [online] available from:
http://www.radiozamaaneh.com/jiar/2008/09/post 23.html [Accessed: 15/5/2015]). As such, his
familiarity with world literature has been made either through those Persian literary texts experimenting
with the formal inventions, techniques and new ideas reflected in the works of their contemporary
counterparts in other parts of the world, especially French writers, or by way of translation of world
literature into the Persian language. Houshang Golshiri might be the most important Persian writer to
have greatly affected Nahaee’s style and thought. His translation of Golshiri’'s masterpiece, Shazde
Ehtejab, into Kurdish further approves his significance for Nahaee.
120 «pg lay minewe ndsin teqelayeke bo dozinewey xom [...] Cirok be lay minewe ew layeney
bercesteye ke hewyet 0 sonasi xomT tiya ebinmewe w parge pargekant der(inf xomi tiya edozmewe nek
hicT tir.”
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Ballindekani Dem Ba. Throughout the novel, Nahaee attempts to get a better
perception of subjectivity by showing the subtle nuances of language which might
form or modify not only the protagonist’s sense of his “self” and the world, but that of
the reader as well by revealing the fictionality of his text. As such, he has taken
Golshiri’s skepticism and uncertainty one step further by casting doubt on fiction as
an authentic reflection and reevaluation of reality by laying bare its mechanism of
narration and representation. In this section | shall discuss the novel’s metafictional
aspect, an entirely significant technique which Ye‘qlbi has only mentioned in
passing, and, the uncertainty underlying Ballindekani Dem Ba with its possible

implications for subjectivity.

Unlike Ali’'s Sarf Mosiqare Sipyekan which is not focused on the actual process
of writing the novel and immediately undertakes a realist approach to the
representation of truth and subjectivity, Nahaee’s Ballindekani Dem Ba is deeply
grounded in the premise underlying metafiction, that is, a text highlighting “its own
status as a fictional construct by referring to itself” (Nicol 2009, p. 16). One of the
main themes in the novel is about writing a novel. Throughout the novel, Nahaee,
addresses, among other things, the relationship between the author and characters,
his/her degree of control over them, and he involves readers in the process of
meaning making. Writing a novel that foregrounds the very act of writing and lays
bare its fictitiousness, however, has been experimented by European and American
writers long before Nahaee. One can name, for example, Muriel Spark’s The
Comforters and Paul Auster’s City of Glass as the metafictional novels to which

Ballindekan? Dem Ba bears some similarities.

The Comforters tells the story of a young writer, Caroline, whose normal life is
disrupted after hearing some voices and someone tapping on the keys of a
typewriter from the upstairs-as if “a writer on another plane of existence was writing a
story about” them, Caroline says (1963, p. 63). Later in the novel she discovers the
truth about these voices which are, in effect, “different tones of one voice” (that of
Spark herself): now she has no doubt that she and her friends are used as
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characters in a novel (ibid., p. 95). Auster’s City of Glass also illuminates, and at
times parodies, the conventions and strategies utilized in novel writing by telling the
story of a novelist who after the death of his wife and son has lost his enthusiasm
and motivation to live and to write for a long time. Auster’s strategy, as Nicol puts it,
to “destabilize ontological boundaries” not only is different from Spark’s The
Comforters but is also far more radical. Whereas in the latter the author and
protagonist belong to different planes, in the former, the protagonist, Quinn, meets
Paul Auster, the real writer but not as the creator of City of Glass and hence him,
and his real-life wife and son (Auster, 1987, pp. 93-103). This is especially confusing
given that early in the novel Someone calls the wrong number and asks Quinn for
“Paul Auster. Of the Auster Detective Agency” (ibid., p. 7). Quinn who writes under
pseudonym William Wilson, “the name of a character in an Edgar Allan Poe story
who is the narrator’s uncanny double” (Nicol 2009, p. 179) is tempted to assume
Paul Auster’s identity. Auster skilfully plays with names to challenge the notion of
identity as a unified and fixed entity and at the same time to blur the boundaries
between “self” and “other”. City of Glass, in Brian McHale’s terms, shows “[w]hat
happens when different kinds of world are placed in confrontation, or when

boundaries between worlds are violated” (1987, p. 10).

Some elements from both novels are present in Nahaee’s Ballindekani Dem Ba.
As in The Comforters, in it the protagonist, Mihreban, is a writer who has started
writing his new story and soon realizes that he is a character in someone else’s
novel. However, unlike the former, in the latter the (implied) author, Nahaee,
frequently appears in the novel and discusses different subjects with the protagonist
of his novel, Mihreban. As Auster does in City of Glass, in Ballindekani Dem Ba
Nahaee opts to show the complexities and unstable nature of identity. As in the
former, in the latter, different worlds are intersected and the boundaries between
worlds are “violated” in order to destabilize “ontological boundaries”. In what follows |
shall discuss in detail the metafictional and other formal features in Ballindekani Dem

Ba and their implication for subjectivity.
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The (implied) author (primary narrator) in Ballindekani Dem Ba is represented as
someone with limited control over his characters. He is presented as their creator,
yet the moment the characters step onto the pages, they become independent of
him. To take an example, in the scene where Mihreban is sick and shivering with
cold in his bed, the primary narrator questions the relationship between the novelist

and his/her characters:

| was scared and worried and didn’t know what to do. | didn’t know how to help him. |
stood up and walked toward the window and opened the curtain. It was morning and
the rain had stopped. The sky was clear [...] | wish someone would come. | wish |
could ask someone to go to his place or phone somebody to help him. | wish the writer
could call on a character in his story. Can’'t he? *** (pp. 323-4)

There are two points that are worth mentioning here: firstly, Nahaee challenges the
traditional perception of the author as omnipotent, one who can do anything with the
characters and secondly, he reminds readers that they are dealing with a fictional
world that is not to be taken as either real or the only one possible.

Ballindekani Dem Ba is a type of metafiction which, borrowing Nicol's words,
“actively indulge([s] in ... ‘frame-breaking’, where the frames through which the
fictional world is presented to the reader are actually dismantled or shattered” (Nicol
37). In it, this frame-breaking is mainly achieved through dialogues between the

primary narrator, as the (implied) author, and the protagonist:

Mihreban said: “you should have told me that those fragmented memories in my mind
belong to a man’s past that even he, himself, had forgotten. You should have told me
from the very first day.” The first day? He meant that day when we met each other, that
day we came to know each other. First we were unknown and unfamiliar to each other;
two persons from two different worlds, two persons with two different languages. Two
persons with two stories ... | said: “| want to write your story.” He was startled and said:
“my story?” | said: Mihreban’s story. A man who after years of separation and exile has
returned home and ...” He didn’t let me finish my words. He said: “I have returned to

121 Min tirsa bam. Nigeran bdm. Nemdezani debé ¢i bikem. Nemdezani debé ¢on yarmeti bidem.

Hestam G ser0 xwaréki jarekem kird. COme ber pencereke w loyekT perdekem helldayewe. Céstengaw
ba. Baristeke nemab(. Asman taw 0 saw b( [...] xozge kesék dehat. Xozge demtwani birrom be swén
kesékda, yan telefln bo kesék bikem. Xozge ¢irokn(s deytwani telefin bo keséki ¢irokekey bika w
bixwazé. Natwané?
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write someone else’s story. The story of ...” | had said: “Ferhad?” He thought about it.
He wished to write Ferhad’s story for years. He said: do you know Ferhad?” Then |
laughed.*?* (p. 187)

In the above passage, while the reader is prepared to take Mihreban as a real
person who wants to write a real story, s/he is suddenly reminded that Mihreban is
merely a character in someone else’s story. Through “frame-breaking” Nahaee has
revealed the strategies and devices which present the fictional world as real and
natural. The aim is to make readers think of the ways that narrative and
characterization conventions are employed in order to direct their perception of
themselves and the world.

At the same time Ballindekani Dem Ba deploys strategies and techniques which
poses epistemological questions which, according to McHale, is characteristic of
modernist novels. That is, borrowing McHale’s notion of “dominant”,*** The dominant
of Ballindekani Dem Ba is ontological and at the same time epistemological and,
thus, it could be identified with both modernist and postmodernist literature. In other
words, it poses questions about the nature of reality (ontological) and how we get to
know that reality (epistemological). To foreground the latter, following modernist
novelists like William Faulkner and Woolf, it emphasizes perspective. Under the
influence of these novels, and especially Faulkner's The Sound and the Fury ([1929]

1966), it has deployed, to borrow Matz’s words on modernist novels, a “haphazard,

122 GotibGy[Mihreban]: “To deb( be minit bigotaye ew birewerye pigirr picirr G parge parcane ke le zeyni

minda kelleke bln, besék le rabirddy pyawékin ke xoy feramosi kirdQin. Deb( le yekem rojewe be minit
bigotaye. ” Yekem roj? Mebesti ew roje bl ke yektirman dibd. Ew roje ke le yektir agkira bibdyn. Sereta
wek di kesT le yek namo w nenasyaw riiberrpy yektir blynewe. D0 kes le di dinyay cyawaz. D( kes le
dd zemani cyawaz. D0 kes le d{ ¢iroki ... gotibdm: “min demewé ¢iroki to binGsim.” Dagillekiba.
Gotibay: “¢iroki min?” GotibGm: “¢iroki mirheban. Pyawék ke diwa sallanék x‘orbet ( dari gerraewtewe
w ...” Neyhéstibl gisekem tewaw bikem. Gutibdy: “min gerrawmetewe c¢iroki keséki tir binGsim. Cirok?
...” GotibGm: “Ferhad?” Biri kirdbGewe. Sallanék bl hezi kirdb( ¢iroki Ferhad binlsé. Gutibdy: “to
Ferhad denasi?” Ewsa min pékenibim.
123 McHale borrows and modifies Roman Jakobson’s term “dominant” as a “conceptual tool” to explain
the fundamental difference between modernist and postmodernist poetics. Jakobson defines “dominant”
as “the focusing component of a work of art: it rules, determines, and transforms the remaining
components. It is the dominant which guarantees the integrity of the structure” (cited in McHale 1984, p.
6)
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incomplete, mistaken, or limited point of view ... in order to get at experiential truth”
(2004, p. 51).

Ballindekani Dem Ba does not present a finalized version of characters that are
in possession of “coherent” and “autonomous” subjectivities. Neither of the two
narrators, the primary narrator and Mihreban in the second story, provides readers
with clear-cut information about, for example, the character’s personality or their past
life, or a given account of their behaviours and motivations. Rather, the narrators
either offer multiple possibilities for the characters’ lives, thoughts, and behaviours or
they cast doubt on what has just been mentioned about them. Below are some

examples that illustrate Nahaee’s relativized approach.

| [primary narrator] said: “Leyla is a plan that Munire and your niece, Nesmil, have
hatched for you.” He raised his head. He saw me laughing through his cigarette smoke.
Probably a mocking laugher and ... he was not upset.*** (p. 206)

The old woman had two married daughters; but she didn’t have a son. Didn’'t she? She
might have had a son. She might have had three or four sons who died of smallpox in
their childhood. Or probably one of them had survived smallpox and grown up, but later
he might have drowned in a pond. Or together with his father, he might have fallen off a
mountain. Or ... anyway, she was living alone. She has been living alone for several
years as her daughters were busy with their lives and couldn’t take care of her as they
should have.'”® (pp. 260-61)

He heard the phone ringing again. It startled him. Delighted, he went to pick it up.
Delighted?'* (p. 200)

124 Gutim [primary narrator]: “Leyla xewnéke Munirey xoskit i Nesmili xoskezat boyan diwi.”

Serf hellbirri. Le pist hewri dikelli cigerekeyewe min pédekenim. Renge pékeninéki galltecarryane w ...

ells nebd.
125 Pirgjin di kici be sty bd, bellam kurri nebd. Neybwe? Renge blibéti. Renge sé ciwar kurri btibé w, le
mindallida be s(réje mirdbétin. Renge yekyan le sréjes xelistibé, gewres blbé, bellam diwatir le
gomékda xinkabé. Yan le gell bawkT le saxék helldérabin. Yan ... her¢i ba ésta be tenha dejya. Cend
sallék ba be tenha dejya w kicekani be xem O meyneti jyani xoyanda kewtibln 0, péyan nedekra be
cLeder péwist lay 1& bikenewe.
126 Disan zirrey telefonekey bist. Dagileki. Be xosiewe berew piri ¢l. Be xosTyewe?
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He [Mihreban] had seen Leyla at Munire’s house by chance. By chance? It is also
possible that their meeting was not accidental.**’ (p. 201)

In the above examples the narration is fragmented, unfinished, and indeterminate.
First and foremost, Nahaee has avoided finalizing the characters and the fictional
world presented in the novel. By casting doubt on the reliability of the narrators’ and
characters’ statements he seeks to convey to the reader the message that we no
longer live in the world of objectivities and certainties, but are in a new world of
subjectivity and radical uncertainties; so much so that the boundaries between fiction

and reality are indistinguishable.

This ambiguity leaves the reader wondering which world is real: the world of the
novel’s primary narrator, Mihreban, or that of Ferhad? Moreover, it is not clear
whether they are three independent persons or three aspects of one person, which

could be any one of them, as we can see in the following passage:

He [Mihreban] said: “be careful, otherwise the story gets out of control.” | [primary
narrator] said: “which story? Your story or Ferhad’s?” He thought to himself. He didn’t
know whether he is in his own home or at Ferhad’s place. He was not sure whether he
was living his own life or Ferhad’s forgotten moments. Probably none of them...

“Or both of them” [Mihreban says]. He was shocked by hearing his own words.*?® (
206)

p.

When the primary narrator asks “your story or Ferhad’s?” it is suggested that the
author of Ferhad'’s story is himself a character in someone else’s story. In the
following sentence, however, Mihreban, becomes one with Ferhad, that is, author
and character are one and the same person. In this way, Nahaee has deconstructed
the conventional author-text-reality relationship. In other words, Waugh'’s words on

metafictional novels is applicable to Ballindekant Dem Ba, namely, “[t]hey show not

27 Ew (Mihreban) Leylay le malli Munire dibGwewe. Be rékewt? Renge rékewtis nebibé.

128 Guti: “wisyar nebi ¢irokeke le giréjne derdecé.”
Gutim: “kame ¢irok? Ciroki to yan ¢iroki Ferhad?”
TéfirkT. Neydezani le mall 0 jarT xoyeti yan le mall 0 jOrf Ferhad. Satekant xoy deji yan sate feramos
bdwekani Ferhad. Renge higyan...
“yan herddkyan.” [Mihreban says]. Lew gisey xoy dagillekT.
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only that the ‘author’ is a concept produced through previous and existing literary
and social texts but that what is generally taken to be reality is also constructed and
mediated in a similar fashion.” (Waugh 1984, p. 16). Elsewhere in the novel when
the primary narrator says: “So he [Mihreban] was at Ferhad’s house. Ferhad’s house
or mine?” (p. 208),*?° it might strike the reader that the primary narrator is either
Mihreban or Ferhad or both, that is, they are all fragmented aspects of each other.
One interpretation could be that Ferhad is the future Mihreban or the primary
narrator, or both. Having said that, we cannot be certain of this as other
interpretations are also possible, that is, they could be three independent entities.
These compositional strategies along with epistemological and ontological doubts

have opened up the possibility of multiple voices and worlds in the novel.

The uncertainty underlying Ballindekani Dem Ba has enabled it to avoid making
any final judgements of the characters. Nahaee has not set a certain discourse as
the embodiment of “Truth” to which all other discourses and ideologies should
submit. In effect, Ballindekani Dem Ba’s self-consciousness has relativized formal
features and subjectivity and has eradicated the possibility of imposing, using Morris’

words on Bakhtin’s notion of “heteroglossia”, “one unitary monologic discourse as
the “Truth’.” (Morris 1994, p. 73). In this novel, unlike in realist novels, to borrow
Waugh’s words on the nature of metafiction, “the conflict of languages and voices” is
not resolved “through their subordination to the dominant ‘voice’ of the omniscient,
godlike author.” Conversely, it “displays and rejoices in the impossibility of such a
resolution and thus clearly reveals the basic identity of the novel as genre” (1984, p.
6). In other words, like other metafictional novels, Ballindekani Dem Ba celebrates

plurality and difference.

It also creates multiple voices by constant changes in focalization. McCallum
defines focalization as “an indirect mode of narration occurring in the first and third

person narrative whereby events are narrated from the perceptual point of view of a

129 Ke wate le malli Ferhad ba. Malli Ferhad yan malli min?
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character situated within the text as if seen through the eyes of that character” (2002,
p. 30). Facilitating the representation of various voices and providing characters with
an independent subject position, the novel appears to substantially represent agency

and subjectivity (ibid.), as shown in the following excerpt:

He [Baram] started to complain [...] why he [Mihreban] had not dropped by to see
them? Not only he, but also his wife and children were complaining. He was talking on
their behalf as well. His poor children were happy that their uncle, their father’s brother,
had returned after so many years, but... “How talkative and flattering Baram is,”
Mihreban whispered to himself. (p. 189)

In the above passage, shifts in narrative point of view occur through switches
between direct and indirect narration. It starts with the indirect narrative point of view
“he started to complain...”. It then shifts to free indirect speech character focalized
narration “his poor children were happy that ...” and finally to character direct speech
“‘how talkative and flattering...”. In this passage, the narrator distances and let the

voices of both characters be heard.

Like other self-conscious postmodernist novelists, in Ballindekani Dem Ba
Nahaee has chosen to write on the novel itself and its formal and narrative devices
and hence exposing the fictional nature of the taken for granted reality and
subjectivity. That said, experimenting in formal and narrative inventions was not
Nahaee’s ultimate goal in itself. While postmodernism has sometimes been criticized
for being apolitical and ahistorical,** Ballindekani Dem Ba still works, borrowing
Meyer's words to describe experimental Arabic novels, “from a standpoint that

reflects the values and priorities of the engage.” (2001, p. 7).
4.2. A farewell to idealism: tragic reaction to reality

Like earlier Kurdish novels written by both Iranian and Iragi Kurds, Nahaee in

Ballindekant Dem Ba expresses socio-political concerns. However, what

130 Marxist critics such as Terry Eagleton, Fredric Jameson, and David Harvey mainly criticize

postmodernism as “apolitical” and “ahistorical’”.
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distinguishes him from them is that Nahaee has not reduced his work to being the
mouthpiece of a given ideology or political slogan. In other words, he has not
compromised literary aesthetics for political commitment or vice versa. By choosing
a narrator, Mihrebabn, who having been abroad for a long time returns to Iranian
Kurdistan, Nahaee somehow creates what Bertolt Brecht called the, “alienation
affect” which is used “to make familiar aspects of the present social reality seem
strange ... in order to arouse them[audience] to take action against, rather than
simply to accept, the state.” (Abrams and Harpham 2009, p. 6). The accepted
current socio-political circumstances of Iranian Kurdistan and people’s disinterest in
engaging in political activities in order to make changes in society sounds strange
when viewed and presented from someone’s perspective who functions, more or
less, as an outsider or alien. Being abroad for many years, Mihreban had not
witnessed the social, political, and cultural changes in Iranian Kurdistan. He was
surprised to find how much his friends, family, and others had changed. They had
become distant from their revolutionary ideals and were only concerned with their

personal lives:

They [Mihreban’s friends] apologized for not coming to see him. Being busy with their
lives and jobs and ... they talked and laughed quietly. They were no longer the same
young courageous men he had known. Those young men did not talk about their
business and money. They did not talk of their jobs and their progress, of their houses,
shops, cars and those of others... of their children’s future ... they would not say that
you have made a big mistake to return home. You have returned to these people who
are so ignorant? How comes that you have returned from Europe, the place for a
happy life, to here? [...] he was sure that these men had forgotten the young men, had
forgotten their desires, dreams, hopes and even the language of those young men;
they had also forgotten him...**" (pp. 188-9)

31 Bo ewey neciibline lay daway I&bdrdinyan 1& kirdb(. Girftari... késey kar  jiyan (... aram 0 le ser xo

diwa bln G pékewnibln. Higyan lew kurre genc O cerbezane nec¢lb( ke ew be céy héstibin. Ew kurre
gencane basT kar 0 kasbi w gerz (0 qolle w ¢ek 0 sifteyan nedekird. Bast mall 0 dpkan 0 magini xoyan O
xellki tir... bast dahatQy mindallekanyan... neyandegut killawit ser cwe gerrawitewe. Gerrawitewe bon
aw em xellke ke le hi¢g nagen? Piyaw ¢on le ewr(pa, le nawendi xosi w guzerani xosewe degerrétewe
bo ére? Ew dillnya bl ew piyawane kurre gencekanyan geramos kirdb(. Hez ( xewn 0 awat 0 tenanet
séwey qise kirdni kurre gencekanisyan feramQs kirdbG. Ewisyan feramos kirdbd...
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This new society, separated from its ideals, might remind us of European modernity
reflected in modernist writers’ works at the turn of the century; an era in which the
individual, as Matz remarks, “came to feel less a part of the social whole, as fiction
writers saw it, because the whole had lost touch with its ideals and better values.
Social life had gone cold, materialistic, haphazard, and so the decent person could
only feel isolated from it.” (2004, p. 47).

Therefore, it is interesting that the same fragmented and aimless society is
reflected in Ballindekani Dem Ba, a Kurdish novel published a century later. As
mentioned earlier, Nahaee’s novel lies somewhere between modernist and
postmodernist narrative. | have discussed the postmodernist elements of the novel,
that is, its self-reference. Yet, it is a modernist novel for having a “tragic” and
“pessimistic” tone which stands in stark contrasts with postmodernism’s approach to

the difficulties of modern time that is:

[C]haracterized in many accounts by a welcoming, celebratory attitude towards the
modern world. That this world is one of increasing fragmentation, of the dominance of
commercial pressures and of human powerlessness in the more face of a blind
technology is not a point of dispute with modernism. Even so, whereas the major
modernists reacted with horror or despair to their perception of these facts, some have
claimed that it is typical of postmodernism to react in a far more accepting manner to
them. (Hawthorn 2010, p. 75)

In line with mainstream modernist artistic work, Ballindekani Dem Ba reacts with
“despair” to a fragmented society in which individuals have turned into powerless
and passive beings in Iranian Kurdistan facing, either blind technology, socio-

economic hardship or an insatiable desire for wealth.

As was the case with Ferhad in Temi Ser Xerend, Mihreban cannot connect with
a society separated from its ideals and finds himself in tragic loneliness and
alienation. His old comrades and friends are now married and have children to take
care of and feed. They are no longer those young men who once dreamed of
changing the world: “Since he [Mihreban] has returned or probably since he has left

here, everyone has become wise and talks of wise people; Baram and his wife, his
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sisters, Munire and R0nak and their husbands, his old friends and comrades, even
Celal?” (pp. 189-90).*? His brother, Baram, mocks his dreams and ideals. He

believes that he has ruined his life for nothing:

Baram, teasing, said: “the passage of time has changed them all. They have forgotten
you and many others like you, they think only of money.” He continued: “among your
friends, you and a few others like you were deceived. Encouraged by them, you quit
your life, job, and your family and followed a childish dream. Then they turned their
backs on you, your dream and your family...”*** (p. 200)

Mihreban is repulsed by his brother, his old friends, and the whole society. To Baram
and many others in this society, a “wise” man does not ruin his personal life to follow

childish dreams of justice, freedom, and democracy.

Kurdish society in Iran that is represented in Ballindekani Dem Ba is more or
less similar to that described in Temi Ser Xerend: in both novels society is portrayed
as “morally bankrupt” suggesting that people have lost their desire and enthusiasm
for making socio-political changes. However, in Temi Ser Xerend the whole society
is represented as deeply frustrated since their dreams of a better life that should
have been fulfilled after the 1991 uprising was shattered by the political parties’
authoritarianism. Conversely, in Ballindekani Dem Ba Kurdish society’s socio-
economic problems are represented as having been caused by the Iranian
government’s policies towards its Kurdish population. To put it another way, both
novels are a critical portrayal of how political authoritarianism continues even after
the toppling of, or gaining independence from, former dictatorships - the Pahlavi
dynasty in Ballindekani Dem Ba and Saddam’s regime in Temi Ser Xerend, which
leads to people’s frustration, passivity, and pessimism. Yet there is a significant

difference in the two Kurdish societies which has been demonstrated in these

Leweti ew gerrawetewe, yan renge leweti ew lére rostiwe hema ‘aqill bn G basT piyawi ‘aqill deken.
Baram 0 xézani. Munire w Rlnaki xoski w mérdekanyan. Hawrré w biraderani konf, tenanet Celalis.
Baram be tiz 0 tiwancewe deygot: “seql zemane hem(yani gorriwe. Pare to w sedani wek toy pé le
bir birdinetewe”. Deygut: “le naw hem(yanda to killawit ser ¢0. To w chend keséki wek to. Be qgisey
ewan waztan le jiyan 0 kes 0 kartan héna w swén xewnéki mindallane kewtin. Ewsa ewan pistyan le
xotan 0 kes 0 kartan kird...”
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novels: Iragi Kurdistan is represented as suffering from internal despotism and some
of its traditional values while Iranian Kurdistan, as the novel describes, suffers from

an external one, the non-Kurdish Iranian government.

Nahaee’s Ballindekani Dem Ba almost entirely blames the authoritarian
government in Iran for both socio-economic and cultural shortcomings.*3 It could be
inferred from the novel that in order to make any changes in society, the political
system has to be targeted first and foremost. Interestingly, whilst in Temi Ser Xerend
it was the Kurdish traditional values and norms which led to little Ferhad’s separation
from his beloved, Sirin, in Ballindekani Dem Ba the political system hindered the
lovers’ reunion. For example, both Ferhad and Kallé’s, and Mihreban and Efsane’s
love story end in tragic separation due to political circumstances, the former
occurring in Mohammad Reza Shah’s reign, and the latter in the years immediately
after the 1979 revolution. For example, Ferhad’s landlord who is referred to as the
“old woman” throughout the novel, laments that Kallé lacks a supportive father or
brother and says to Ferhad: “damn poverty ...” *> But Ferhad’s response is, “damn
tyranny. You should damn the tyrant.” (p. 261).2*® According to the novel, the “tyrant”
is to be blamed for all the sufferings inflicted upon people, ruining their life and
shattering their dreams. Mihreban’s case is another example of how political
authoritarianism can ruin one’s life. He is forced to leave the country for non-radical
political activities as a result of which he would be separated from his beloved
Efsane and his family and friends. This separation was devastating for Efsane too.
After Mihreban left the country, her family forced her to marry Nasiri, an unhappy
marriage which culminated in her suicide. As we shall see, Mihreban’s old friend,
Kurig’s life was also greatly affected by the political circumstances in Kurdistan

during the aftermath of the 1979 revolution.

Given that Nahaee still lives in Iranian Kurdistan, he has mainly criticized Pahlavi’s authoritarian
government for imprisoning, executing, and ruining people’s life. Having said that, there are also some
references to the destructive role of the current regime in the novel.

malli hejarim be qurr girt ...”

malli zallim. MallT ‘hikimeti zallim be qurr bigre”
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Except for Mihreban all the characters in Ballindekani Dem Ba who once dreamt
of changing their society, in the passage of time gradually lost their ambition.
Mihreban tells his sister, Rlnak of his sufferings in exile, of sufferings of rupture and
separation; of the sorrow of failing to fulfil his dreams. “The suffering of writing.
Writing his own sorrows and desires and those of others. The sorrows and desires of
those women and men who lost their dreams and fantasies. Had lost the games. The

games of life and love and...” (p. 284).*%

Unable to transcend his old dreams and embrace new ones, he lives in the past
by reliving his dreams and fantasies through writing of them: “[W]ho does not have a
lost one?” [Mihreban asks]. He, then, gives an answer to his own question, “it seems
that we have lived in a way to accept the loss of someone or something and, then, to
look for it for the rest of our life, in our dreams and plans; in...” Mihreban said sadly.”
(p. 198).1%8 Using his own words, Mihreban has lost “the game of life and love”. He is
alienated in a society which no longer holds the ideals it once had less than two
decades ago when he was a young man. His love, Efsane, was forced to marry
another person and consequently committed suicide. His life is no longer meaningful
within the current social relations between people and socio-political circumstances.
He becomes recluse and restless, as he believes: “One who has lost something or

someone in the past could no longer live in peace.” (p. 284).%°

On the other hand, Celali and Kdris, for example, are among those who can no
longer dream. Under the burden of family responsibilities, they have forgotten their

dreams and ideals: “[D]espite having been married for many years, Celali says:
(p.

‘since | can’t dream and fantasize, | feel I'm married and have three children.

lew azarane diwab( ke le ‘xorbet késablni. Azari dari w dabirran. Azari wedi nehatini xewn 0
xeyallekani. Azari ndsin. NGsini xem 0 meraqgi xoy 0 xellki tir. Xem O meraqgi ew jin G piyawane ke xewn
0 xeyallekanyan dorrandibl. Gemekanyan dorrandib(. Gemey jiyan G xosewisti w...

1% Be xem 0 daxewe gutl: “delléy éme weha jiyawin ke be taybet kesék yan siték win bikeyn, bo ewey
baqi temenman |éy bigerréyn, le tablo w nexsekanmanda; le...”

139 “E\vey siték yan keséki le rabirddlyda win kirdbé natwané aside biji”.
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271).14° Apparently Celalf continued to dream even after his marriage. However, he
finally stopped dreaming and became a “wise man”, that is, a compliant subject.
Another friend of Mihreban, Karig, has also lost his capacity to dream. He was from
an indigent family who despite all the difficulties succeeded in the university entrance
exam in Iran. However his future was ruined when the new Islamic regime forbade
him to register at the university due to his political activities: “We ruined our life for a
beautiful and humane dream,” K(iris says (p. 307).2*! The novel suggests that both
Celali and Kdris have lost their agency by quitting their dreams under the harsh
political, social, and economic circumstances of Iranian Kurdistan after the 1979
revolution. On the other hand, Mihreban is still capable of dreaming which leads to
his alienation in a society abound with individuals unable to dream. Unlike their male
counterparts, most of the female characters in the novel never had dreamed of
making significant socio-political changes in the society. They have small worlds and
little dreams: all they have dreamed of, and devoted themselves to, are their families.

| shall discuss this in the next section.
4.3. Female subjectivity, the past and present

This section deals with the representation of major female character in the novel
and the difficulties they face in the patriarchal Kurdish-Iranian society. Throughout
the novel, Munire, Mihreban’s elder sister is depicted as a caring woman who is
always concerned about other members of her family, especially Mihreban who does
not live a normal life according to the social norms of his society. She is presented
as a traditional, selfless sister whose main purpose in life is to make Mihreban happy
after his return. During the course of the novel, she takes care of him, sympathises
with him, and tries hard to convince him to marry Leyla, a young teacher and poet.

Munire regularly telephones Mihreban to make sure that he is alright (for example,

149 Celali demék sall ba jinni héna bd. Bellam deygut: “leweti natwanim xeyall bikem G xewn bibinim,

hest dekem jin G sé mindallim heye”.
1 Ememaman le pénawi xewnéki xos 0 insanida awaman be ser hatiwe.
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on p. 189). One day, as usual, she calls him but he does not reply. Getting worried,
Munire goes over to Mihreban’s place to see what has happened to him. Observing

her sick brother in bed, she wails “| may get blind... | may die [...]**

| knew that you
were sick. | have been trying to contact you since this morning, but you didn’t reply.”
(p. 325).2* Or, she strongly sympathises with her brother when she knows about the
difficulties he had gone through abroad having no-one to take care of him: “your
sister may die for you; it seems that during all these years no one has cooked or

made a cup of tea for you?” (p. 182).**

However, the novel does not present a sympathetic portrayal of Munire as the
ideal woman who sacrifices her life for others. Rather, the narrator adopts either a
neutral or satirical tone toward Munire’s selflessness. In the same scene in which
she is overwhelmed by the sight of Mihreban sweating and shivering in bed, the
narrator describes her as follows, “Feeding him [Mihreban] the remaining hot milk,
Munire cried like a mother whose child had fallen sick and she made herself deaf
and blind.” (p. 325).2* The narrator adopts a sarcastic tone towards Munire who is
excessively supportive to her brother, as if he is a little child. The sarcastic point lies
in the expression “made herself deaf and blind” which refers to a situation in which a
person wishes to become deaf and blind in order to not hearing or seeing his or her

beloved suffering.

The other main female character in the novel is Kallé. She is a young girl whose
fate is in the hands of men: Kalle complains, “Reh’im is the man of the house. The

house is his. | can do nothing but avoid his friends and lock myself and the blind

2 1n the Kurdish language, these are expressions of sympathy for one’s beloveds when something

threatens their health or life.

143 “kwér bim... neménim [...] demzani nexosi. Weha ke kesék péy gutbétim, le xorkewtini beyaniyewe
sed car telefnim bo kirdi w hellit negirt.”

144 «yoskit bimré, ke wate lem hemi salleda kes nebwe piyalleyek cayt bo dem ka w parQyek nanit bo
saz ka?”

“® Munire wek daykék mindallekey nexus kewtibé degirya w, xoy kerr 0 kwér dekird. Pagmawey sire
germekesi derxward deda.
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boys in another room.”**® (p. 247). Yet, despite acknowledging her brother’s
superiority and the risk of being beaten up by him, she keeps quarrelling with
Reh’im, asking him to quit gambling and get a job: “I made everything clear with
Reh’im last night. | said to him that he is not allowed to gamble in this house any
more. | said as long as | live in this house...” (p. 247).2*” Kallé needs a man to save
her, to take her away from the house where she is tortured by her brother: “I want to
come with you. Take me with you Ferhad, Take me with you wherever you go.” (p.
297).18 At first sight it might seem that Nahaee has presented the female characters
as dependent on men for their survival and happiness. Closer reading, however,
reveals the narrators’ sympathetic presentation of the women whose lives are ruined
in a patriarchal society. Kallé’s last words to Ferhad were, “I cannot bear this
sorrow. It's too much for me.” (p. 279).*° Then she ended her life by setting herself

on fire.

Unlike Kallé, Efsane enjoys more social freedom, partly due to an exceptional
opportunity which the prevailing revolutionary mode in society had created. Shoulder
to shoulder with men, as Hale Esfandiari writes, women “from all classes were active
participants in the events leading to the overthrow of the monarchy in 1979. They
joined the revolutionary movement for a variety of reasons—religious and secular,
economic and political, conservative, moderate, and radical. ” (1997, p. 3). Efsane’s
youth in the fictional world of Ballindekani Dem Ba coincided with the turbulent times
of the Iranian revolution. She participated in all of the demonstrations and rallies
and, “like all other youths, sang revolutionary songs.” (p. 268).2*° However, this
contradicts another description of Efsane earlier in the novel which depicts her as

someone who did not participate in political or other activities: “[...] she was a lonely

148 “Reh’im piyawi mallekeye. Xaweni mallekeye. Min hic desellatékim niye cige lewey xom le
biraderekani negeynim @ le jarekey xom le gell kurre kwérekanda ser be seri yekewe binéyn”.

147 «Dweéné sew hema qiseyekim le gell Reh’im birrandewe. Gutim Ttir ‘heqit niye lem malleda qumar
bikey. Gutim ta min lem malleda bim...”

148 -Minis dém. Le gell xot bimbe Ferhad. Bo her swénék degci le gell xot bimbe.

149 _Min em xemem pé hellnagiré. Dereget nayem.

%0 wek hemd gencekan sirGdi dexwénd.
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girl in a small world; a small world but a bright and intimate one.” (p. 174).1** Despite
this contradictory presentation of Efsane’s character, she enjoyed a higher place in
Kurdish society than Kallé. She was not locked in the house by her family and she
gained the right to utilize her agency as a political and social agent by participating in
demonstrations. However, as yet, her family and society do not see her as an
independent individual in control of her life like her male counterparts. Like Kallé, she
also depends on a man to build her life and future: “what about my life and future?’
Efsane said. ‘If you leave me alone, they [her family] will force me to marry Nasir?’
she said sobbing.” (p. 286).1*

Efsane’s lack of agency, especially in the immediate aftermath of the Iranian
revolution, could be explained in the broader context of women’s place in the new
regime which was founded upon Islamic doctrines. As Haleh Esfandiari notes,
women from all classes and with all ideologies embraced the revolution in the hope
of “an expansion, not a contraction, of their rights and opportunities.” (1997, p. 3).
But, they soon realized that the Islamic regime is not only reluctant to keep its
promises of improving women'’s rights, but it also reverted their status by eradicating,
one after another, the gains they had made in the past five decades (Esfandiari pp. 3
and 52-4).1%3 As an example of this it is worth mentioning the legislation on family
life, before and after the revolution, which greatly affected Efsane. The Family
Protection Law which was revised in 1975 gave a woman the right to, “participate
significantly in her own mirage, divorce, and decisions about her children, particularly

the custody of her children in case of her husband’s death.” (Afkhami 1994, p. 11).

L« ] Kigéki tenha w dinyayéki bicik. Dinyayeki bicik, bellam rosin G semimi”
%2 Efsane guti: “ey jiyan G dahatlly min?” Be dem heniskewe guti. Guti: “to birroy be zor demden be
Nasiri”.
153 |t is worth mentioning, as an example of this, women’s legal achievements in the domain of family.
The Family Protection Law revised in 1975 gave women the right to “participate significantly in her own
marriage, divorce, and decisions about her children, particularly the custody of her children in case of
her husband’s death.” (Afkhami 1994, p. 11). However, the Islamic Republic saw these pro-women laws
to be in contradiction with Sharia and hence reversed the process: “[O]nce the Islamic Republic was
firmly established, the government began to rewrite the laws and rules relating to women’s recently
acquired rights (ibid. p. 12).

137



However, the Islamic Republic saw these pro-women laws as contrary to Sharia law
and hence it reversed the process: “[O]nce the Islamic Republic was firmly
established, the government began to rewrite the laws and rules relating to women’s
recently acquired rights (ibid. p. 12). The change in divorce and child custody laws
after the revolution which completely ignored women'’s interests and its
consequences is well reflected in Ballindekani Dem Ba: Efsane finally killed herself
because she could not get a divorce without the consent of the husband who had
turned her life into a nightmare with his paranoiac suspicions (pp. 317-19).

Another female character who plays a significant role in the novel is Leyla, a
young teacher and poet who fell in love with Mihreban, who was several years older
than her. She is the only female character in the novel that has a job and could stand
on her own feet economically. She is represented mainly by the narrator and the
characters in the novel. Yet we learn some aspects of her personality directly
through her poems mentioned in the novel. That is to say, since Leyla has given her
poems to Mihreban to read and comment on, in effect we come to know Leyla’s
thoughts and world view predominantly through Mihreban’s reading of them. (pp.
218-222). Mihreban notices that in her earlier writings Leyla was obsessed with the
loss of her father and expresses her sorrow in ordinary language and a relatively
childish way. Later on, she finds her own language and a unique perception of love.
In her last poems she succeeds in evicting the ideal of a sacred man from her soul
and mind and to put herself first. Mihreban claims that in doing so, Leyla has started
to know herself better, firstly as a human being and a woman and secondly to begin

to communicate with the beloved man presented in her poems (ibid.).

Therefore, compared with Kallé and Efsane, Leyla is presented as being more
privileged. She is a teacher and poet who can enjoy her own personal life. Yet, more
important and ground breaking in a more or less traditional society is her marriage
proposal, although it was made indirectly to Mihreban: “can’t | be the character of
your stories? Those new stories you intend to write from now on.” (p. 274). Despite
all the privileges Leyla enjoys, there are still some basic and critical definitions and
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norms regarding womanhood and woman’s behaviour and appearance in the society
that remain unchallenged: her shyness, for example, when she talks to Mihreban
and her wearing of Chador. It is also worth mentioning that although Mihreban does
not accept Leyla’s love she does not end her life by setting herself on fire in the way
Kallé and Efsane did. This might be due to the relative relaxation of social and
familial restrictions on women in the 1990s compared with those faced by Kallé and
Efsane, together with her financial independence which made her less dependent on

a man for survival.*®

Nahaee’s first novel, Gulli Sorran, made him the pioneer of the Kurdish
experimental novel in Iranian Kurdistan and his second, Ballindekani Dem Ba,
became a fully-fledged experimental novel in the history of the Sorani Kurdish novel.
One of his main concerns in this novel was to unravel the process and mechanism of
meaning-making and the formation of subjectivity. To do so, he chose a protagonist
who is going to write a novel, that is, the novel is a novel about another novel. This
strategy enabled him to challenge the conventional perception of the novel as a
genre which reflects reality as it is, an attitude which dominated the Kurdish novel in
Iran before Nahaee. Ballindekani Dem Ba’s emphasis on form and its self-conscious
exposition of its artefact has made it a postmodernist novel. However it tends to be
modernist in its “tragic” reaction to the demise of ideal values and widespread
passivity in Kurdish society in Iran. In this novel, Nahaee is still to a great extent,
concerned with the social and political situation in Iranian Kurdistan and its grim
prospects. The post-revolutionary Iranian Kurdistan as portrayed in the novel, is no
longer the active society with revolutionary ideals it used to be in the months leading
to the 1979 revolution and the early post-revolution years, until the time that the

As Esfandiari has rightly pointed out, the status of women in the post-revolutionary era is a
complicated and contradiction-ridden issue: “[W]omen are oppressed and confined in many ways. Yet,
at the same time they are very much in the public sphere and part of a civil society that is reemerging
and stands apart from and against the state.” (1997, p.8). They also “engaged more actively than before
in literature and the arts. A substantial number of women writers, painters, sculptors, flmmakers, and
dramatists have emerged since 1979.” (ibid. p. 6).
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Islamic regime relentlessly suppressed the Kurdish movement. Most of the
characters presented in the novel had lost the dream of changing the world over time
and, consequently, their agency. That is, they have become passive, impassionate,
and indifferent to the future of their society and of the world. That said, the novel
shows the possibility of resistance by presenting the protagonists of both stories in
the novel, Mihreban and Ferhad, as subjects who never gave up their dreams and
hence their agency, even though they became alienated from the society that no
longer views them as heroes. Yet, the female characters possess even less control
over their lives and society than their male counterparts do; which does not come as
a surprise. The novel conveys a critical attitude towards the norms and policies
which reinforces the traditional perception of ideal woman as a selfless being who
sacrifices her personal needs for the happiness of her family members.

The 1979 revolution was a determining event in the history of Iranian Kurdistan
and its impact on Kurdish society along with other parts of Iran, is still felt after thirty
five years. The Kurds together with other Iranian ethnic groups participated in the
events which led to the revolution in the hope of achieving, among other things,
democracy, social justice, and cultural rights. As soon as the Islamic Republic
confirmed its establishment, it started to eliminate any political dissident. Thus, the
Islamic regime reacted with excessive violence against the Kurdish population that
followed a different political agenda from that of regime, that is, Kurdish nationalism.
It was not long before the full-scale war broke out between the Kurdish Peshmarga
and Iranian forces which lasted for about a decade. Neither the Iranian revolution,
nor a decade of armed conflict was able to achieve the political, cultural, and
economic rights the Iranian Kurds demanded. The social, political, economic, and
psychological consequences of an unsuccessful revolution, and years of a
devastating war in Kurdistan are still intensively felt by the people. This critical period
of Iranian Kurdistan’s history is widely reflected in the Kurdish novels of Iranian
Kurds. As it is in Ballindekani Dem Ba, the Iranian revolution is a dominant theme in

the other two novels from Iranian Kurdistan in this study. In the next section | will
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examine Qawami’'s Siweyla (2004) which tells the story of a district in Sine
(Sanandaj) and its once happy inhabitants who were strongly affected by the

revolution and the oppressive policies of the Islamic regime that had been inflicted
on the Iranian Kurds.
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CHAPTER FIVE

Space, sex, and nationalism: the fall of Utopia in Sharam Qawami’s Siweyla.

In Ballindekani Dem Ba (2002), Nahaee represented an alienated individual
character unable to adjust himself to the new socio-political conditions in Iranian
Kurdistan. The protagonist, who was cast into exile for a long time due to his political
activities, notices that all his old friends have turned their back on those dreams and
sublime values that they had fought for in the past. Resisting the social and cultural
pressures that sought to turn him into a normal person, Mihreban finds himself alone
and alienated from others. Two years after Nahaee had published Ballindekani Dem
Ba, Sharam Qawami produced his first novel, Siweyla (2004). It was the second
Iranian Kurdish novel to shift away from the classic realism that had dominated the

Iranian Kurdish novel until the late 1990s.

Qawami was born in 1975 in Sine (Sanandaj) in Iranian Kurdistan. In 2000 he
started his career as a writer by publishing a collection of short stories entitled
Méjayitirin Zami Daykim [My Mother’s Most Historic Anguish]. Since then, he has
produced works ranging from poetry, translation, and literary criticism to the novel.
His other two novels are, Birba (2006) and Palltaw Sorr [The Man with Long Coat]

(2007).

Like Nahaee’s Ballindekani Dem Ba, Qawami’s Siweyla is mainly concerned
with the social, economic, political, and psychological aftermath of the Kurdish
movement’s failure in Iran. Among others, the main themes in both novels are
alienation and frustration. However, unlike Ballindekani Dem Ba, Siweyla is not only
concerned with a single character, alienated from others and his environment, rather,
Qawami presents most of the characters as being alienated and frustrated following

the Iranian 1979 revolution and consequently the social, political, and environmental
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changes in Iran, generally, and in Kurdistan, specifically. In terms of form, a
fragmented narrative, stream of consciousness, multi focalizations, and sudden
shifts in perspective and voice are the prototype modernist narrative techniques most
employed by both Nahaee and Qawami in their novels. Equally significant is that
both writers are more obsessed with individuality and individual identity than
collective identities. To put it another way, in their novels, the characters are not
selfless beings assimilated into a greater collective identity; rather the collective
identity that is, the mainly national identity, becomes one aspect of the various
identities they aspire to, or have. This trend is in stark contrast to the earlier Kurdish
novels produced in Iranian Kurdistan in which, as Ahmadzadeh argues, “the
individual [was] dominated by the collective in accordance with traditional values.”
(2005, p. 34).

Qawami received the attention of Iranian Kurdish critics for his radical novels in
terms of form and content; but, apparently the quality of his works has not been
enough to arouse interest in Iragi Kurdish critics. To my knowledge, no Iraqi Kurd
has examined any of Qawami’s works.**® In his short article, “The Kurdish novel in
Iranian Kurdistan” (2005), Ahmadzadeh in one paragraph, and very briefly,
introduces Qawami’s Siweyla. He makes a general judgement on it without backing
his claims by providing examples from the novel. However, he was right, as | will
show in this chapter, to describe Siweyla as “[A]lnother successful novel to display
Kurdish progress in literary techniques.” (2005, p. 34). He also mentions some other
features in the novel which distinguishes it from the previous works: the use of
“stream of consciousness”, “flashback”, and “Dialogues and detailed descriptions of
the inner world of the characters.” (ibid.). These techniques, along with some other
formal features (for example, its fragmented structure, multiple focalization, its
unreliable narrator, and the replacing of objectivity with focalization) can be found in

the novel. However, a much deeper study needs to be carried out in order to explore

%5 Of Iranian Kurdish novelists, Ata Nahaee has received more attention by far from Iragi Kurdish critics

and literary circles.
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the formal features of the novel and its implications, something which | intend to do

in this chapter.

There are two articles on Qawami’s last novel, Palltaw Sorr, in the Persian
language; however, to my knowledge, Ahmadzade’s work is the only one on Siweyla
and nothing has been written on Birba. In his article, “Palto Deraz; Tasviri
Postmodern az Jame‘eyi Barzakhi” [The Man in the Long Coat: A Postmodernist
portrait of a Transitional Society], Peyman Yaryan views Palltaw Sorr as a novel with
“distinguished narrative, worldview and language.” (2010/1388, p. 113). Likewise,
Mes‘Qd Binende regards it as an “innovative” work for its “plot, narration, and
language.” (2010/1388, p. 100). Binende and Yaryan also revere Qawami for his
deliberate commingling of tragedy and comedy (Binende 2010, p. 109; Yaryan 2010,
p. 114). Yaryan maintains that Palltaw Sorr is both a postmodernist and magical
realist novel. Some elements of postmodernism are apparent in Palltaw Sorr but,
there are no fantastic or extraordinary events on which to classify the novel as a
magical realist text. On the other hand, Binende does not explicitly label it as a
postmodernist work; however, he points out the postmodernist elements of pastiche
and parody in the novel. The fundamental flaw in these articles is that both Binende
and Yaryan do not support their arguments by offering examples from the novel.
Consequently, their references to postmodernism, magical realism and the strategies
and techniques associated with them remain quite vague and abstract.

| decided to omit Palltaw Sorr from this study because it is not a character-based
novel: it does not contain even a single fully developed character. But, in Siweyla,
Qawami focuses on characterization and dramatizes the characters’ behaviours,
actions and reactions in various contexts and in relation to others. | also preferred
Siweyla to Birba since the former is more innovatory and complex in terms of formal

features and narrative techniques than the latter.

In the first section | shall examine the narrative structure of the novel with the

focus on its characterization. Siweyla has a non-linear plot abundant with flashbacks
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and recurring themes. Qawami has intentionally set up a fragmented, disjointed, and
arbitrary plot to show the “streams of consciousness” of the protagonist, Aram.
Multiple narration is another key feature of the novel which has given it a fragmented
structure, since the narration constantly and abruptly circulates among different
characters. The second section explores the “inserted genres” with whose help
“heteroglossia” and thus different viewpoints on the world have entered the novel.
The perception of heroism in the novelistic world of Siweyla before and after the
Iranian revolution shall be addressed in the third section. The discourses around
chivalry and heroism dramatically changed after 1979 revolution. Before that, as
depicted in the novel, a certain chivalry known as “pallewani” had dominated society.
Those who were admired and honoured for their chivalric behaviour were called
Pallewan. They were physically powerful people who sided with weaker people when
bullied by someone stronger; yet this action did not have any political implication
against the regime. As the novel shows, after the Iranian revolution, a new
perception of chivalry and heroism emerged in society: the real heroes were now
those who strived to change the world, were politically active and fought against the
Iranian regime. The last section examines gendered identity and sexuality. In
Siweyla, Qawami presents a new generation of female characters who are liberal,
educated, and have a good deal of social mobility. However this New Woman, in this
novel also, soon loses her agency and turns into a passive being both in sexual and

social arenas.

5.1. The polyphonic narration of subjectivity

Siweyla is the story of two generations: one whose youth coincided with the last
two decades of the Pahlavi dynasty and then the following generation, whose
parents were among the former generation during their childhood when the Islamic
revolution occurred and who grew up in the post Islamic era. It narrates their
concerns, dilemmas, hopes, desires, and dreams in two different socio-political

periods. Both generations are affected by some massive social, political, and
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environmental changes, of which the 1979 revolution in Iran is of utmost significance.
Before long they become disillusioned with the revolution and, accordingly, frustrated
and disappointed. Most of them find it extremely difficult to cope with such social,
political, and spatial changes and resort to drugs and alcohol.

Equally, the novel is about love and sex. Most of the characters presented in
Siweyla are affected by a mystified notion of love as disease. The protagonist, Aram,
was a young writer who used to be very energetic; he spent most of his time reading
and writing. This great enthusiasm, however, comes to an end when he falls in love
with Siweyla, a female character, though they have never met and have only spoken

to each other through telephone.

Whereas Ballindekani Dem Ba was concerned with both ontological and
epistemological questions, Siweyla mainly poses epistemological questions. In other
words, the “dominant” of Siweyla is epistemological and, like Ballindekani Dem Ba,
emphasizes perspective and deploys strategies to foreground “typical modernist
questions”, in McHale’s words, such as “[W]hat is there to be known?; who knows
it?; how do they know it, and with what degree of certainty?; How is knowledge
transmitted from one knower to another, and with what degree of reliability?; How
does the object of knowledge change as it passes from knower to knower?” (1987, p.
9). Siweyla’s approach to addressing these questions bears many similarities with
Faulkner’s The Sound and the Fury ([1929] 1966). As Faulkner does in his novel, in
Siweyla Qawami deploys multiple focalizations and voices to present the same thing
from different perspectives and confusingly shifts narrative voices between
character-narrator and other characters to capture the maelstrom of thoughts and
emotions in the protagonist, Aram. In the following section | will discuss these
strategies adopted by Qawami in Siweyla to deal with the above epistemological

guestions.

Siweyla is a non-linear, disintegrated, and disjointed narrative mostly in the form

of stream-of-consciousness. In it, a colour, smell, scenery, or a feeling, triggers

146



161

another memory, event, or thought in the past in the mind of the character-narrator,
Aram. For example, when he discusses with H’aci ‘Ebas how in the past it snowed
heavily, “such nice days; we used to walk on snow from one roof to another” (p.
24),*° In reply, H’aci ‘Ebas said, “time has changed my son. There is no snow and
joy anymore.” (ibid.).**” And Aram remembers a snowy day, “H’aci ‘Ebas and my
father were clearing a snow drift in the alley with a pickaxe. Ka Seyfe and A ‘Ebe 8
were shovelling the snow into a wheelbarrow and we took it to Berdest to dump it
there” (ibid.).**°

At other points in the course of the novel, the narrator switches from one topic to
a completely different one without warning. Aram portrays a scene of his childhood
when they were having a snow-ball fight with other boys and their parents. While
following this event we witness a sharp shift in the next line, both in perspective and
topic: H’aci ‘Ebas follows Aram’s narration about the snowball scene with, “we were
informed that a huge central government army is on the way. With some other
guerrillas we left for Kamyaran'® in a Jeep.” (p.25).1** However, it is not only the
sharp shift from one topic to another that is a core formal characteristic feature of
Siweyla. We also witness an abrupt shift from one character who is the focalizer, to
another from whose perspective the same event or a different one is presented. This
sharp shift between both past and present and from one topic to another indicates a
maelstrom of confusion and disorientation in Aram’s consciousness, especially on

the occasions when he is high on drugs. He is surrounded by an apparently

196 “yadi be xér sallan be ser befra banew ban erroyshtin”

37«33l 1 zeman gorrawe rolle. Kwa befir kwa dillxosi.”

%8 ‘Ka’ or ‘Kak’ is a Kurdish honour used before a male’s name. Its equivalent in English is Sir. “A” is
also the equivalent of ‘Ka’ or ‘Kak’ that is used in the Erdelani dialect spoken by most people in Sine.

%9 Haci ‘Ebas (1 bawkim her yeke u gollingé&kiyan be destewe b(i u diware befri kollaniyan errtixand. Ka
Seyfe u A ‘ebes be xakenaz firghonekeyan bo pirr dekirdin, émes berew berdest rawman ena u lewé le
ser seqam billawman ekirdewe.

160 Kamyaran is located at the south end of Kurdistan Province between two major Kurdish cities of
Kermanshah and Sanandaj.

Hewallman pé geyist hézE&ki gewrey dewllet be réweye. Le gell gen ¢cekdar swari cipék bayn 0 berew
Kamiyaran téman teqgand.
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disjointed succession of images, events, people, thoughts, and feelings, flowing

repeatedly from his subconscious or unconscious into his consciousness.

Mostly narrated by Aram the protagonist, Siweyla is a first-person narrative.
However, throughout the novel the narration circulates among other focalizing
characters and as such a “multiple focalization” narrative is created. Almost all of the
characters in the novel, major and minor, take on the role of narration. In Siweyla,
Qawami has taken multiple focalization to its extreme in order to convey a sense of
unreliability in the narration and subjectivity of the truth and reality. Moreover, this
strategy has enabled all the characters in the novel to interpret their actions,
behaviours, and thoughts and those of others from their own perspectives, as we

shall see in the following example:

[Slince he met my mom, | don’t think that my father has gone to bed dreaming of
another woman. During the Eylul war,*®®> my mom crossed the border with her dad.
Raining cats and dogs, one night she stepped into my father’s tea-house [...] night was
fallilrég and | wanted to head home. The other shops in Sirls Street were shut.” (p.

21)

Aram narrates from “since he met” up to “my father’s tea-house” but then suddenly
and without warning, Aram'’s father takes over the narration and the same event is

narrated from his perspective and point of view.

In another passage, a scene from a wedding is presented from three individual
character’s perspectives: Aram describes how a wedding provides a good
opportunity for young boys to enjoy themselves by watching beautiful women and
touching them while dancing. (p. 41). Aram’s narration is then disrupted by Yedi who

presents his observations, “Aram was drunk. Cindr and | were dancing hand in hand.

%2 1n September 1961 a war broke out between the Iragi Kurds under Mustafa Barzani’s (1903-1979)

leadership and the Iragi government which ended in 1975, after Iran stopped its support of Barzani.
Consequently the Kurdish movement failed and thousands of Kurds fled to Iran. This war is known as
‘%erl“ Eylal’ [Eylul War] among the Kurds (see McDowall (2004, pp. 302-42); Yildiz (2007, 17-24).

193 «nem wa niye lew katewe daykmi nasiwe be xeyalli hi¢ jinékewe xewtibét. Daykim le kati serri eyldl
le gell babi hellatibGn bo emdiw. Sewékiyan le jér IEzme barana seri kirdbwe néw gaxanekey babmewe
[...] Bangi séwaniyan dabd. Xerik bim berew mall bibmewe. Tewawi dikanekani siris bestrabdn.”
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At times my hand brushed her breast and | felt embarrassed.” (p. 42).'** Once again
the narration passes to another character, this time Cindr, “we were dancing arm in
arm. His arm was brushing my breast and my heart was leaping. When he stepped
back from me | pulled him towards me again.” (p. 42).*°®> One might compare these
three characters to three cameras set at different angles, each recording what it
could see. We see the circulation of focalization once more in the same passage.
Aram again becomes the narrator, “we were playing hide-and-seek in the garden, in
the midst of yellow flowers. She hid in such places that even a cat couldn’t go
through.” (ibid.).**® This method of narration provides a panoramic presentation of
events, characters’ hidden thoughts and feelings and their suppressed desires and

as such, provides a broader field of vision to the reader.
5.2. Siweyla, a novel of many worlds

Apart from the “character zone”, Qawami incorporates other methods and
genres, using songs, jokes, popular discourses and beliefs to create, in Bakhtin’s
words, a “novelistic hybrid” in which different languages are juxtaposed and
counterpoised in “an artistically organized system,” and this consequently produces
a heteroglot and polyphonic novel (1981, p. 361). Rooted in religious, cultural, and
mythical stories and beliefs, these reflect collective desires, dilemmas, anxieties, and
sufferings. In this section | will examine the construction and representation of
subjectivity in and through these discourses as well as how one reacts to them, that
is, expropriating, modifying and redefining them to fit into one’s dreams and desires

or rejecting them, partially or altogether.

184 “Aram mest 0 kelela le ser korsiyék danistibd. Le gell Cintra penceman be néw pencey yektira
kirdbd. Carcarék pencem ber memkey ekewit 0 teréq ebimewe”
185 “Baliman be néw balli yektirda kirdb(. Baski ber memkim ekewit O dillim elerzi. Xoy dir existewe u
disanewe bo xomim ekésayewe ...”
186 “le naw baxa le néw tatirrk G golle zerdekanda ¢gawsarkéman ekird. Le swéni wa xoy esardewe
bécwe pisilesi piya nedecd.”
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To begin with, songs are repeatedly heard during the course of the novel.
Yedi’s voice is very close to that of Ali Asghar Kurdistani,*®” a well-known classical
Kurdish singer. Mostly through Yedi we hear Kurdistani’s songs. The song, “Oh

friends of Tariga,”*®®

is frequently repeated in the course of the novel, similar to that
of a refrain in music or poetry, when disappointed about union/reunion with his
beloved. For example, in Siweyla, Aram remembers a song by Kurdistani in which he
recognises his desires, strong emotions, and sufferings, “Oh, friends of Tariqa,
solace the pain of my love/ or take my life away by tearing my liver apart with a
dagger” ... (p. 12)*° and, “Oh, my eyes'” it is Eid,*"* the season of freedom/ come
my love | will be your sacrifice” ... (p. 130)!’? and, “came hundreds of Hakims,
unable to heal my wound” ... (p. 15)*"® and, “do not believe anyone who claims to be

a lover/ unless you see a mark left by a snake bite on his face.” (p. 61).*"

The perception that a person could be afflicted by love at first sight, entered
classical Persian poetry from Arabic literature which in turn had borrowed it from
Greek philosophy. As Michael Dols has pointed out, “by the ninth century ‘ishq [love]
referred clearly to excessive love for another person, whether male or female.”
(1992, p. 315). This excessive love, however, could result in serious health problems

and mental disorders.

187 Sey Ali Asghar was born in 1876 in Sellwet Awa, a village nearby Sine. He died in 1937 and was

buried in his hometown. He was raised in a religious family and educated in religious schools. However,
impressing people by his amazing and different voice, he was encouraged to sing and soon became a
popular singer whose bearing upon the singers of the next generations is unquestionable; with many
singers yet rerecording his songs.

1% This song is based on a poem of Tahir Begi Caf who was an Iraqgi Kurdish poet.

189 «Ey reféqani teréqet derdi ‘esqim care ken/ yan be carék bimkojin cergim be xencer pare ken.”
791t refers to the beloved. In the Kurdish language people address those who they love as their eyes,
indicating how precious and important they are for them.

" This alludes to Eid-Ul-Adha “festival of sacrifice” that is “the second most important festival in the
Muslim calendar”. This festival celebrates “the prophet Ibrahim's willingness to sacrifice his son when
God ordered him to” (BBC 2014). The poet here analogizes himself to the sheep that was finally
sacrificed instead of the prophet Ibrahim’s son.

172“RojT céjne cawekanim masimT azadiye/bo bella gerdani ballat qo¢t qurbanim, were”

173 «3ed h'ekim hat G ‘flaci em biriney xo nekird.”

174 “her kesék hat 0 witi min ‘asigim birrwa meken/ta le ser gonay nisaney zexmi maran ges nebé”
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The fervid emotion of love was believed to originate from what in Greek
philosophy is called “the passionate love”. A “passionate love” is characterized by, as
Ruymbeke notes, an “acute stage [of] lovesickness, a disease that enduringly
disturbs the delicate natural balance of body and soul and leads to madness or
physical death [that is] traceable to Greek thought.” (2009, p. 356).

According to this theory, someone afflicted by love can never be cured and is
doomed to never-ending suffering. The lovers find themselves helpless in the face of
the overwhelming power of love. An illuminating classical example is the famous love
story of Layli and Majnun by Nizami of Ganja (d. 598). Afflicted by love, Qays is
transformed into a mad man who abandons his normal life. Due to his “self-
destructive” and unusual behaviour people called him, Majnun, literary meaning,
“possessed by a jinn or demon.” (Clinton 2000, p. 21). When his father pleads with
him to put aside his madness and unusual behaviour, Majnun says that “it is not
within [my] power to change.” (ibid. p. 20). As discussed above and in Clinton’s
words, since he perceived love as an affliction the lover, “was helpless to rid himself
of it, and that madmen were not legally responsible, were long established

conventions by the time Nizami took up the poem.” (ibid. p. 21).

Most of the characters in this novel are afflicted by love. Aram’s father, Derwés
‘Izet,*” has not yet forgotten his first love, Pirsing, though years have passed and he
has married another woman with whom he has two children. ‘Izet fell head over
heels in love with Pirsing. He says: “l used to ridicule falling in love in the past. For
me, a female was only to be touched on the face and breast and then fucked ... But
this time it was different, | was trapped by her love. | rarely opened my shop. In the

morning, before opening my eyes, | drank a big glass of arak” (p. 81).*"® In order to

75 “Dervish” or “Darwish”, as William Chittick notes, is a Persian word, meaning “poor man”, someone
who travels toward God on the Sufi path (2000, p. 85. Sufism: A beginner’s Guide. Oxford: Oneworld
Publications).

‘péstir pékeninim be dilldarf u siti wa ehat. Wemezani méyine her bo eweye dest be ser (1 singya

Her ke le xew heldestam gapéki gewrey ‘areqim helldegirt 0 berew teperrecew ebimewe.”
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gain her father’s consent, he thoroughly changed his life: he gave up gambling,
embraced Islam and became a Darwish. Their passionate love continued after they
got married. However, Pirsing’s infertility led to their separation. Yet, this self-willing
separation could not banish Pirging’s love from his heart, “God bless him, until his
very last breath”, says H’aci ‘Ebas to Aram, ‘Izet’s best friend, “he was thinking of her
all the time, so much so that your mother lost her patience” (p. 157).1"" Ridden with
frustration, she went to H'aci ‘Ebas’s house in the night and burst into tears: “I'm
going insane. I've been his wife for five years, we have two children, and yet he

loves her [Pirsing]. Sometimes he mistakes me for her and calls out her name.” (p.
158). Aram’s father, like some other characters in this novel, is doomed to suffer

from separation.

Yedi, Cindr, and Feranek are also highly affected by this certain view of love as
discussed above. There is a triangular love relationship between them, Yedi and
Cin0r’s love is mutual, and Feranek has a strong one-sided love for Yedi. Due to
some vague reason, Yedi and Cindr cannot marry. Yedi married another girl, one
that he did not love, and Cinar remained loyal to him until she died a few months
later. Since he continued to hold strong feelings for Cindr, Yedi’s marriage faced
serious problems and finally broke down (p. 174). Like Aram, he could not bear the
frustration and failure both in his personal life and on a political level: not being with
Cindr, and particularly, her death as well as the breakdown of Kurdish nationalism.
Yedi and Cin0r had loved each other from childhood. A generalisation that was
imposed on Yedi and Cinlr was, “If love is rooted in childhood,” says Aram, “it will
never be uprooted”. As he was extremely influenced by Kurdistani custom, Yedi fell
in love with him. He wished to “be a lover like Seyid, to have a nice voice like his.”
(p.164).}"® He became a true lover as depicted in Seyid’s songs, a lover who would
never forget his beloved, and he resorts to friends of Tariga to console himself from

the unbearable pains of separation. Feranek, the third side of this triangle, suffered

177

s “Xwa ‘efly kat heta tiya ¢ her birl be layewe b(. Weha b0 daykti yas kirdbQ.”

“Yedi hellweday Seyid b(. Emewé wek Seyid ‘asiq bim, wek Seyid deng xos bim.”
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for years for being apart from Yedi. This is while, as Perwin’s question emphasizes,
Feranek was not at all important to Yedi, “did he ever care about her? Did it matter to
him what Feranek was going through?” (p. 199). Even her marriage to another
person could not replace Yedi’s love for him. As Perwin says to Aram, her husband
“is a psychologist. He would give her the world and would satisfy her heart’s desires,
yet she doesn’t want to have a child by him. What’s more, she talks about Yedi all
the time and bothers her husband with that.” (p. 200).

None of the characters that have fallen in love once in their life are fulfilled by
actual union with the beloved. Rather, Love brings them unhappiness, reclusiveness,
and annihilation. This never ending suffering, at least partly originates from the
mystification of love, its presentation as a metaphysical phenomenon over which one
has no control whatsoever. Love is deemed to be a spiritual phenomenon that
happens only once and, once it has occupied one’s heart and soul, cannot be

eliminated or replaced.

Heteroglossia is also achieved by means of jokes, folk songs, and religious or
metaphysical beliefs. Embedded in them are socio-cultural conditions, society’s joys,
mentality, desires, and collective identity. For example, ‘lzet sings some comic

popular songs of the Sine region:

The bridge over the river may collapse/ My Sweetheart rolls up her dress and crosses
the river

Your watch’s glass might break/ | become a watchmaker and your visit satisfies my
longing desire

| told you many times, keep away from quince/ Lest it turns your face to its own colour

Jihad has come to provide water pipes/ But the spring drained, no joy has remained (p.
105).'7°

Ya xwa pirdekey ¢cem bibé xiraw/ Yar plzey derxat ba le xorrey aw
Se‘at ban deso slsekey biské/ Bome se‘at saz tasem |ét biské

Cené witim pét meco jér dar bey/ Reng( zerd ekat wek rengekey xoy
Cehad hatge bo lGlekesi/ Kani kwérew bl nemage xwesT
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This song is composed of several verses, each consisting of two lines. The verses
are independent from each other. The first two demonstrate the lover’s intense
desire for his beloved. This is mainly due to the cultural conservatism that has made
it difficult for them to see each other freely to the extent that the singer wishes the
bridge over the river to be broken so that he can see his beloved’s legs when she
crosses the river. Then he wishes that her watch would break so that he can become
a watchmaker and spend some time with his sweetheart. The third verse does not
contain a significant message. The last verse refers to the early years after the
Islamic revolution during which Jihad Sazandegi constructed, among other things,
the roads, and transferred electricity and water pipes to the remote towns and
villages.*® However, in this verse the singer is not happy with the new technology
and facilities that have led to a change in the people’s life style; and in this song
specifically, the draining of the springs where the young men used to see or date

their beloveds.

The folk tale is another genre used in the novel to create heteroglossia. Section
ten of the novel starts with the story of Sheikh ‘Ebas. ‘Ebas was a thief. Searching for
food and anything worth stealing, he moved from one village to another. Exhausted
and empty-handed, he fell asleep. Later he woke up and found himself in a garden
abundant with watermelons and melons. He took a bag of melons and made for
home. There, ‘Ebas put the bag in the living room and fell asleep again. After a while
his mother woke him up and told him that God had disgraced him by turning the
stolen melons into snakes, scorpions, and crabs. ‘Ebas opened the door leading to
the living room and saw that, “the room is full of snakes, scorpions, and crabs. They
come out of the bag and spread about the room” (p. 147).%! Overwhelmed by this

horrific scene, he closed the door behind him and ran away until he found himself in

Jihad Sazandegi, composed of Jihad, an Islamic term meaning fighting for the sake of God; and
Sazandegi meaning construction, was a ministry in Iran that later assimilated in the Ministry of Jihad
Keshavarzi, Agricultural Ministry.
“Jareke pir biwe le mar G ddpisk 0 qirjang. Le torbekewe déne der G be diwekeda exsén.”
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Pirkake;*®? then he took off his cloths and soaked his body in honey, and asked a
shepherd to tie him to a tree. Then ‘Ebas told him: “come back after a week and if |
am dead, bury me at the bottom of the tree; if not, take me home and put me in the
room where the snakes and scorpions are” (p. 148).'®% All of that week he was bitten
by mosquitoes and bees. At the appointed time the shepherd came back. He found
‘Ebas close to death and took him home. His mother opened the door leading to the
living room. Then, “those creatures turned into smoke and rose up into a rainbow.”
(p. 148). Then he took the path of Sufism and in a short time became a man of God

able to do extraordinary things, like boiling water with the heat of his heart. (p. 149).

The songs, jokes, and folk tales are ideological in the sense that they see the
world in a certain way that defines basic notions of, for example, love, humanity,
freedom, and morality. The incorporation of these genres into this novel has created
different voices, languages and hence ideologies juxtaposed and counterpoised
against each other. They provide, among other things, the ideological surrounding
against which characters gain their consciousness and subjectivity. To put it this
way, “[C]onsciousness becomes consciousness only once it has been filled with
ideological (semiotic) content, consequently, only in the process of social interaction”
(Voloshinov 1986, p. 11). Equally, Qawami creates his characters’ consciousness in
the process of social interaction with grand narratives, for example, of Islam,

Marxism, nationalism, and folklore against the social, political, and cultural backdrop.
5.3. From tea-house heroes to mountain heroes

Siweyla is not only the story of those characters whose names and stories are
mentioned in the course of the novel but also the story of many others who lived,

dreamed, fought against the new regime, and were executed and massacred. To

182 pirkake is an area near to Sine
183 “HefteyékT tir werewe, eger mirdibdm le pay em dar wene bimnéje, egeris mabim bimbewe bo mall
0 bimxere néw j0ri mar 0 dOpiskekan.”
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borrow Bakhtin’s words describing Dostoevsky, Qawami in Siweyla was successful
in hearing “the dialogue of his epoch, or, more precisely, for hearing his epoch as a
great dialogue, for detecting in it not only individual voices, but precisely and
predominantly the dialogical relationship among voices, their dialogical interaction.”
(1984, p. 90) (The emphasis is original). In Siweyla, the dialogues are different
before and after the revolution. Before revolution, people are mainly concerned with
chivalric (Pahlawani) values, Sufism, folkloric and religious stories and beliefs, while
the political, cultural, and economic rights, embedded in Kurdish nationalism, social
justice, women'’s rights, spatial and environmental issues, are the dominant
discourses after revolution. Yet, some elements are present in both eras, such as

sexual relationship, romantic love, religious, and folkloric stories.

To begin with the Pahlavi era, in Siweyla a panoramic picture of Kurdish society
is presented. People from different groups and social statuses are portrayed, each
possessing a dialect of their own. The life of gamblers, knights (Pallewan), and Sufis,
among others, is demonstrated. On the one hand, their world views, languages,
dilemmas and concerns are presented and, and on the other, their dialogue, in
Bakhtinian sense, with others is recorded. Pallewan ‘EZziz, a real person from Sine, is
well known to most of the Kurds in Iran for his chivalry and power. Different stories
and events attributed to him are still mentioned among people. Yet, the Pallewan
‘EZiz presented in this novel is a fictional character, that is, the author has combined
phantasy and reality to create a character who is not exactly the same as the real

Pallewan ‘Eziz.

Pallewan ‘Eziz is represented through his language and his actions. He is a
knight who protects the poor and the oppressed. Passing by a tea-house in Tehran,
he notices that a group named “The eleven brothers” is bullying people. He stops

and sits down in the tea-house. The brothers do not like him being there:

- What are you doing here, fat ass?
- | was waiting for you
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- If you don’t leave here then I'll have to kick you out.
- Just by yourself or with the help of the other ten chickens [his ten brothers]? (p.
75)184

Then a fight broke out and Pallewan alone beat them all; soon they fled from the
place (p.76). The author has found the correct language for his characters, both
Pallewan and the one from the group of eleven brothers; he has successfully
portrayed and narrated knighthood discourse and culture. Pallewan ‘Eziz’s words
and actions are prototypes of a “Pallewan”. After the revolution when his friends ask
him to explain his case to the new government - that he was sacked in the Pahlavi
regime from his job as a gendarme due to political activities - he refuses to do so.
His resistance is especially heroic taking into account that “he was in a very bad
condition. Being addicted and helpless, he became a recluse. We couldn’t convince
him to get a pension from the new government. Whenever we asked him to do so,
he replied, ‘God is Generous’. He was such a great man.” (p. 113).'® This shows
another virtue of Pallewan ‘Eziz as someone whose self-esteem comes above
anything else and does not compromise it at any price. Likewise, some other heroic
actions in the course of the novel further demonstrate that he is a “Pallewan”. (for
example, see pp. 112-113).

Qawami deliberately presents various views of Pallewn Eziz's fall. People
believe that a woman has deceived him and is responsible for his fall and misery.
One of these rumours attributes his misery to a woman named Firiste; elsewhere in
the novel another woman named Killaw is assumed to have made him addicted to
opium. (pp. 113 and 119 respectively). Yet, another opinion is mentioned that

negates the previous views; Ibrahim, a guerrilla who helped Pallewan to quit drug

%% Wirce bor bo lewé westawi?

Be temay éwe danistim.

Neroy xaw késit ekem.

Tenya xot ya le gell de qule miriskekey birata?

18 «Ca lew kate le dox&ki zor xirapda ejiya. Mo‘tad G keftekar le sG¢i mallda kewtib(, ke ¢T her ¢iman
kird nemantiwani razi bikeyn magey dewllet werbigré. Berdewam yek wellami edaynewe ‘Allah Kerime'.
Be rasti zor piyaw b0.”
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addiction, asked him whether it was true that Killaw gave him heroin for the first time.
Pallewan ‘Eziz refutes this. Instead, he attributes his fall to a metaphysical event:
“one night Xeyrizne®® came to me in a dream and told me that my spirit is
contaminated with sin.” (p. 119). He continues that since then, Xeyrizne stopped his

spiritual support as a result of which he suffers from terrible backache (ibid.).

In this way, Qawami provides a polyphonic representation of Pallewan ‘Eziz, as
his “self” is presented respectively from his own and others’ perspectives. These
different, and occasionally contradictory versions of his character and personality

have created a dialogic representation of his subjectivity.

‘Izet, Aram’s father, is another major character in this novel. He is a very good
example of how an individual can be “interpellated” into a given “subject” by a certain
ideology. Throughout the novel he switches between two different personalities:
gambler and Darwish. ‘Izet is presented as the best gambler in Sine. He has turned
his tea-house into a place for gambling and drinking alcohol. His life style and
subjectivity transforms as a consequence of his embrace of Sufism or gambling. This
is evocative of Althusser’s notion of ideas as having their “existence ... inscribed in
the actions of practices governed by rituals defined in the last instance by an
ideological apparatus.” (1984, p. 159). Atoning for being a gambler and becoming a
Darwish, as an ideology, then, is not achieved, but occurs through a thorough
change in his behavior and actions: “Pirsing made him change from being a gambler
to Mad ‘Izet.*®” He released all of his birds and filled his shop with snakes and
scorpions. He replaced the photos of naked women on the walls with those of
saints.” (p. 77).1%

Xeyrizne, in the Kurdish language, and Khidr Zende (Alive Khidr), in Persian, is a saint whose shrine
is near Sine. He is highly respected by local people as they believe that he has been alive since
Prophet Muses’ time and has supernatural power.

He is mad in a spiritual sense and probably because he turns his back on worldly issues.

‘Pirsing le qomar bazékewe gorrayewe bo déwane ‘izet. Hem( gazlax 0 seyre u genaryekant berda
u ddkanekey pir kird le mar 0 dOpisk. ResmfT jine rGtekani hénaye xwar 0 qapi $séx 0 ewlyakanT le cégey
hellwasi.”
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That is to say, ‘lzet changed from being a gambler to being a Darwish not as a
result of thinking and meditating, but rather, to achieve his ultimate goal, that is,
marrying his beloved Pirsing. Her father is content to give his daughter’s hand to him
only on condition that he quits gambling. Hence, when he divorced Pirging, once
again he returned to his old life style as a gambler that is gambling, having sex with

various women, and getting drunk.

Through ‘Izet we get to know the world of two different social groups: believers
and non-believers. These two are presented as binary oppositions in terms of their
views of the world: one is concerned with other-worldliness while the other is
preoccupied with this worldliness. In Sufism, one is to follow specific instructions and
rules while in the non-believing ideology one is permitted to follow his desires and
fulfill his needs in this world; in contrast to the former that is very strict in terms of
morality and to-dos and not-to-dos, the latter permits violation of these moral norms.
Having said that, Qawami has placed these two voices against one other without,
drawing on Bakhtin, each dominating the other and thus a “dialogue” is maintained
between them. As demonstrated in Siweyla, before 1979 heroic actions occur either
in public spheres like tea-houses in the form of siding the weak against oppressors,
or in places in which Darawish were doing extraordinary things. After the 1979
revolution, the public spheres shifted from tea-houses to the streets and then to the
mountains, and the heroic actions pertaining to chivalry and Sufism, that is, in one
way or another attributed to a supernatural force, to mainly against the Islamic

regime.

Along with unrest in the other parts of Iran during the final years of the Pahlavi
regime, the Kurdish people actively participated in protests against the Shah, so
much so that “Kurdistan became the geographic and political centre of the opposition
to the Shah’s regime.” (Koohi-Kamali 1992, p. 180). However, it was not long before
the revolutionary government broke all its promises regarding the rights of minorities
that earlier encouraged the Kurds to collaborate with other Iranian oppositions
(McDowall 2004; Koohi-Kamali 1992). The Kurds soon realized that the new regime
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is strongly against any share of power with other minorities or granting autonomy to
the Kurds or other ethnic minorities in Iran. No later than August 1979, Khomeini
“declared a holy war against the Kurds, banned all the Kurdish political
organizations, cancelled [Abdul Rahman] Ghassemlou’s membership of the
Assembly of Experts and denounced Ghassemlou and Sheikh 1zzaddin Hosseini as
enemies of the Islamic republic.” (Koohi Kamali 1992, p. 180). As a result of these
authoritarian policies, the Kurds had no option but to undertake armed-struggle as a
way of claiming their cultural, economic, and political rights. Consequently the
clashes escalated between the Kurdish fighters and the Revolutionary Guards, or
Pasdaran, “a formation which asserted the Shia values of the new government,” that

soon turned into a full-scale war. (McDowall 2004, p. 162)

The new social and political environment produced new discourses. In this
political turmoil, the previous chivalric values lost their significance amongst the
people. Now the real heroes for them were those who sacrificed their life for their
nation. They were the new heroes who fought for a better tomorrow for their people
who strived to change the world and hoped to bring about justice and freedom.

Qawami exposes his characters to meta-narratives, for example, of nationalism,
religion, and myths. Of these, Kurdish nationalism in its armed-struggle form has
been presented as the only emancipatory discourse. Yet, the perception of armed-
struggle as a legitimate way to achieve freedom is challenged by Ni‘met and the
narrator, Aram. They argue that the very act of resorting to violence, even when
responding to ruthless oppression by the central government, reproduces further
violence and does not bring about freedom and peace. Having said that, as was the
case in Ballindekant Dem Ba and as we shall see in Zindexew, in Siweyla Kurdish
nationalism is represented as a unifying force capable of bringing people together to
claim their cultural, political, and economic rights. This is achieved by constructing a
collective agency, that is, an agency that can only exist if individuals get together and
form a collective subjectivity. To put it this way, each individual has a certain extent
of agency which implements power in the face of socio-economic realities but which
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by itself does not lead to a change in the existing order; however, when these trivial
individual agencies are accumulated, a remarkable collective agency will be formed

which has the power to challenge the current situation.

Aram and his friends were exposed to Kurdish nationalism when the Kurdish
Peshmerga was fighting against central government in Iran. The Peshmerga was
highly idealized and respected amongst people and this made them heroes to be

praised by Aram, ‘Ebe, Yedi, and the other boys in this group:

In the afternoon and at nights we listened to the radio in our homes.

- Last night the heroes of ... attacked a military camp. After a breath-taking and
courageous battle they annihilated this camp including those trapped in it.

And we were intoxicated by listening to this news. The more the number of victims, the
more delighted we became; as if simply some balloons had exploded and not a drop of
blood had been shed, nor had one person’s eye been closed upon this world forever.
We were presuming that by Killing these few poor soldiers and hirelings who had been
made scapegoats we could avenge the lost lives, oppression, and inequality we had
suffered. The noise of RPGs and bullets disturbed the children’ sleep and we went onto
the roofs and dreamed of tomorrow. (pp. 121-2).'%°

Aram criticizes those actions, behaviours, and beliefs that he as a child and the
majority of the people once assumed to be heroic and emancipatory. He remembers
how war had metamorphosed people into thoughtless killer machines or killing
admirers and how the enemy was dehumanized, presumed to be and presented as,
non-human and, even worse, as devils completely different from themselves. They
grew up in an era when, as Aram believes, a bright tomorrow was blinking at them

through the barrels of their guns, a bright tomorrow that was but a mirage. However,

189 “Nijwero u sewan le kolesti¢i mallanda gwéman be radyowe ena.

Dwéné sew kure garemanekani ... desréjiyan kirde ser binkeyiéki dewlet (0 pas seréki dijwar G
bwérane, em binkeyeyan be hem( ew kesanewe téyda ban, tefritina kird.

Emes her ewe neb ball bigrinewe. Her ¢i jimarey kustekani dewllet zortir baye, zyatir keyfman lé
dehat, wek( ewey lem swénaneda tizan teqgabét 0 bes. Ne xwéné rijabét, ne kesék bo hemise cawi le
riy dinyay rosin daxrabét. Waman ezanf be kujrani em ¢en serbaz ( bekrégirawe bestezmananey
eblne berpel toley xwéne rijawekan 0 sitem 0 naberaberyekan ekrétewe. [...] girme w nirkey arpici w
girme qirmi fisek, xewni mindallani ezrrand, @mes emankirde serbanan 0 xewnman be sibey
rojekanewe ebini.”
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it did not take long before people found out that the war would not bring them
freedom and happiness and began to find someone, a group, or party to blame for

declaring war against the central government.

There are different accounts of the outbreak of the war between the Iranian
Kurds and the central government presented by unknown voices, each representing
a major group in Kurdish society. One part of society was accused by another of
having a desire for war, of being deceived and trapped in an unequal war with a
much stronger enemy that was armed to the teeth. The accused part in response
said that they defended themselves and attributed their failure to the betrayal of

some Kurdish forces:

- We could not resist the lust for war and blood.

- Why do you say that? We could have stopped the flood of war like a dam. We built up
battlements right in front of our houses. Our bullets didn’t go over the garden wall. We
wanted to kill the war, to stand against it and not to give up; but we gave up and that is
the rule of war.

- It was such a great stage. We were free. We were no longer under the enemy’s heel.

- It was like a dream; the dream of standing against bullet and tank. We were deceived.
We were pushed towards war and were annihilated.

- Had we not been betrayed, we would have seen a different outcome. (pp. 18-19)**

These statements probably allude to the conflict between two main parties in
Kurdistan, that is, the Democratic Party of Iranian Kurdistan (PDKI) and Komala. The
PDKI sought to resolve the Kurdish issue peacefully, through negotiation with the

central government; however, they could not gain consent from Komala who

1% Eme h'izin be sehweti serr, éme geh’beyn be toxmawi xwén.

- Bo wa elléy? Eme emanwist wek lemperék ber lafawi serr bigrin. Eme sengerekanman le ber demi
malekanmanda bin. Fisekekanman sin(ri h’esarekanmani nedebrri. Eme emanwist ser bikojin 0 dij be
serr rawestin 0 koll nedeyn, bellam kollman da, emes yasay sere.

- Qonaghéki écgar xos b0. Azad bayin. Zori dojminman le ser neb0.

- Corék bl le xewn. Xewnf berengari fisek 0 tank. Firiwyan dayin. Berew serr hanyan dayn @ tefir O
tGnawyan kirdin.

- Eger héze xeyanetkarekan neblnaye, derencam corékT tir ekewtewe.”
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accused them of being compromisers. The KDPI was a moderate pragmatic party
with leftist attitudes whose main concern was that the Kurdish issue be resolved
peacefully and with minimum casualties (McDowall 2004; Yildiz 2007). Komala, on
the other hand, was grounded in the radical Maoist left that viewed Kurdish
nationalism, in McDowall’s terms, as “parochial in ambition” and derided KDPI
leaders as “bourgeois nationalists.” (McDowall 2004, p. 265). They claimed that they
were fighting for a sublime ultimate goal, that is, the elimination of the class system,
and that they were fighting along with other leftist parties in the world to defeat
imperialism. In Iran they wanted “power to be returned to all the communities of Iran,

and the defeat of central government.” (ibid. p. 262).

At times this ideological difference hindered Komala and the PDKI’s unity and
collaboration to undertake one policy against their common enemy, that is, the
Islamic Republic. “Komala was less willing than the KDPI”, McDowall holds, “to brook
compromise with Tehran and more determined than the KDPI to continue fighting.
This inevitably weakened the Kurdish negotiating position. In November 1979 when
the KDPI agreed a ceasefire with the government as a prelude to negotiation, it
found its endeavours undermined by Komala’s repeated attacks on government
forces.” (ibid. p. 266).

Elsewhere in the novel these two opposite attitudes clash with one another, this
time personified by Ni‘met and Kak Xelil. Kak Xelil represents the Komala party
which is established upon Marxist ideology. We get to know from his words that he is
a knowledgeable person fighting for an ultimate humane goal, that is, “equality for
humans” (p. 122). He is challenged by Ni‘met who believes justice and equality could
not be achieved by resorting to violence: “Kak Khalil for how long could you go on
with this war? Could you think of any other achievement in war except suffering and

destruction? When you Kill people, you should expect the same. When you spill
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another’s blood, inevitably your blood would be spilt too.” (ibid. p.122).*** Ni‘met
maintains that human equality is not such a great goal for which to sacrifices one’s
life. For him life is too short to fight for. Possibly, his attitude towards war is the result
of the failure of the Kurdish movement to achieve its demands through armed
struggle. As was the case with the Kurdish novels in the previous and following
chapters both from Iranian and Iragi Kurdistan, Kurdish nationalism in Siweyla
mobilized people, empowered them and increased their self-confidence to create a
fairer society. However, the crushing of the Kurdish movement, along with other
social, political, and environmental changes, led to the characters’ frustration and
passivity in this novel, Ballindekani Dem Ba and Temi Ser Xerend. Ali in Sari
Mosigare Sipyekan, instead, granted some characters a magical power to do justice
for people after the Kurdish authority established in 1991 turned into an interior

tyranny.

The world in which Aram and his friends live is a fraught and dangerous one, not
only due to the war and random persecutions, but also due to issues pertaining to
Kurdish society itself. Young boys and even adult men are shown vulnerable in
terms of sexual harassment; the narrator, Aram, describes that era, most probably
the years following the revolution, that were so hazardous and unsafe that even “an
adult man did not dare leave his own district. If he was seen in another district on his
own, he would have been raped.” (p. 46).'% Three sexual harassments to young
boys and men are narrated in this novel, in which the victims managed to flee and
escape being raped. Haci ‘Ebas approaches a group of men and boys sitting in front
of his house. He warns them: “beware of going to other districts,” he says. When
they asked the reason, he explained that on the way back home he heard a low
scream over the hill: “| ran towards the voice and | saw two men over a boy, one

grabbing his butt and the other put his hand over his mouth and tried to fuck him.” (p.

191 «Kak Xelil ta key etanewé diréje be serr biden? Serr ¢i derencaméki ebé le mall wérani zyatir? To ke

xellkit kost, 1&t ekojré. Xwén birjéni ebé dillnya bi xwénit erjé.”
192 «nyawi kamill be tenya neydewéra le gerreki xoy dar kewétewe. D kes be tenya giryan bihénaye be
zor eyankird be qinyewe.”
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193

194

48).* Then he continues how he stabbed them and saved the young boy (ibid.).
This story reminds Aram of a day when together with Yedi, ‘Ebe and Umid he went
to the gardens nearby to eat fruit. A huge man chased them and grabbed Aram, then
released him and went for Umid. “He took off his [Umid] pants and threw him on the
ground. Being beneath him, Umid was scared to death. As he took his cock out,
Yedi stoned him on the head.” (pp. 48-9).2%* The fight between the man who
attempted to rape Umid and other young boys went on until another man arrived and
saved them. The third harassment occurred when the young boys were in a
swimming pool. A young man played with them in the pool and this time again they

were saved with the help of another, good-hearted man. (p. 86).

Growing older, they see themselves in a new era in which their society was
more secure and stable, since the war had come to an end after the government
crushed the Kurdish uprising. Yet, this safety and stability came with a price. The
government had established stability in Sine and the other Kurdish cities by resorting
to extreme violence by oppressing dissidents and intimidating others to remain
submissive. Aram, ‘Ebe, Yedi and other boys in their group could not believe that
their hopes and dreams had been shattered. They all took drugs to relive the past in
which they dreamed of a “bright tomorrow”, a tomorrow that was different from today,
where all humans would be equal as they were once, when teenagers, were

repeating the adults’ slogan for a better tomorrow:

Down with capitalism oppression
Down with inequality
Long live equality for humans

Down with ... (p. 168)

“berew dengeke hellatim. Dim le pist diwarf merged dd nefer korékyan pall xistiwe. Yekyan bawesi
kirdbwe gqlnya w ewitir desti xistibwe ser demi. Xerik ban be zor bigén”

“Siwalli le péy kend G palli xist. Omid le jér desida pirant kirdbd. Her ke kéri derhéna yedé hellat O
berdéki gewrey kutaye tewq serya.”
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These slogans reveal well Komala’s leftist ideology of striving to establish a classless

society, something which never came true.

Apart from the political failure to launch autonomy in Kurdistan, the
environmental changes were another issue that drained any meaning from Aram’s
and his friends’ life. They felt alienated in the new political and environmental
situation. Their habitat had undergone such a dramatic change that they no longer
felt at home in it. In this respect Siweyla and Temi Ser Xerend lament the “good old
days”. In the former, the characters’ habitat is changed as a result of the expansion
of the cities while in the latter, the protagonist’s village was razed to the ground due
to civil war. However, the psychological effect of these environmental changes is
more or less the same in both novels: the characters affected by them can no longer
connect to the new environment and feel alienated. In Siweyla, for example, Aram
complains about what happened to a valley named “Kani Cemil” so much loved by
him and his friend: “[NJow Cemil Spring, a valley abundant with trees, like many
other images of our childhood, is nothing but a mirage [...] We the children of
Berdest will never forgive those who ruined our childhood images”. (p. 38).% Their
shared space of childhood has undergone dramatic changes in less than two
decades. Their district, Berdest, had seen the trees cut down, the springs drained,

and the forest replaced with a park (ibid.).

Above all, the Kurdish uprising had been relentlessly suppressed. Hence, it
would not be a surprise if they all, more or less, ended up in one and the same fate:
resorting to drugs to escape their great frustration and dolour. Cemil committed
suicide, Kak Xelil, Iorahim, Yedi and Cinar were dead and Aram who was once
respected by everyone as an activist and writer was now far from the imagined ideal
self he desired to achieve. Unlike their male counterparts, the female characters

were not directly affected by these overwhelming environmental and socio-political

198 «Esta Kani Cemil wek dolléki pirr dirext, wek zorék le dimenekani mindall, tenya xeyaléki ddre u bes

[...] Eme mindallani Berdest get xos nabin lew kesaney dimenekani mindalliyan & tékdayn.”
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changes. But they were indirectly affected through their relationships with their male
relatives whose lives were ruined under the new circumstances. This suggests that
the novel reinforces their position in society as dependent subjects. Above all, in the
novelistic world of Siweyla they are objectified and reduced to being sexual objects

for the satisfaction of the desiring male characters.
5.4. Virile men, passive women

In this section, as in the previous chapters, | will examine the representation of
gender and sexuality from a feminist perspective which seeks to deconstruct the
normative perception of masculinity and femininity. Siweyla revolves around several
themes of which sex is one of the most significant. Most of the characters are in one
way or another concerned with sex or love or both. Although the narration circulates
among other characters, Aram, a male character, remains the main narrator.
Presenting the events, memories and experiences from almost entirely the male
characters, either Aram or others, then the novel obtains the reader’'s sympathy and
approval of them. Siweyla does not invite the reader to challenge the sexual power
as the determining factor of masculinity, if not actually reinforcing it. The male
characters freely talk about their penises and proudly express their sexual needs and
desires. In one scene, for example, Aram, ‘Ebe, Cemil, and Yedi compare their
penises to see whose is the largest. Then, they compete in another game, that is,
splitting the tomatoes with their penises, “the tomatoes were too hard for our penis to
penetrate; they were bending like plastic when we tried to penetrate them; but, ‘Ebe
penetrated the tomatoes with his penis like a skewer, splitting them and laughing
loudly while throwing them to one side” (p. 56).**° The young boys proudly
participate in a competition to test their masculinity, the bigger and stronger the
penis, the more powerful and masculine its holder is assumed to be. It might be

worth mentioning that Kérzili “having a big penis” in the Kurdish language means,

1% Tematekan zor sift ban, her ke kérman beri ekewit xéra wek lastik ecemayewe, bellam ‘Ebe wek sis

eykird be tematekana 0 eytilisandin. Yek yek firi edane la u qa qa pé ekeni.
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according to Hejar, “bullying, coercion” (cited in Hassanpour 2001, p. 240), that is
“associated with the exercise of physical and political power” (ibid.). This coercion
and consequently, the physical power are well conveyed in the narrator’s tone when
describing ‘Ebe splitting the tomatoes with his penis, “but ‘Ebe penetrated the

tomatoes with his penis like a skewer” (p. 56).

An image of the ‘ideal’ man takes shape in the course of the novel as virile,
dominant, and physically and/or intellectually powerful. ‘Ebe, for example, is
presented by the narrator as a hero who “as soon as he sexually matured, he found
[Feride] and screwed her” (p. 52).*°" This heroic action earns him honour and
respect from his friends, and also invites the reader to admire his virility. Also, ‘lzet
since falling in love with Pirging, became a recluse and drank alcohol day and night
as he could not obtain her father’s consent to marry her. His friend, ‘Ebas, blamed
him for ruining his own life and showing weakness for a woman: “You should be
ashamed of yourself. Why on earth do you behave like this? There is not a single
woman in Iran and Iraq who you haven’t screwed” (p. 81).1%® For him, a woman is
just for fucking; she is not worth sacrificing one’s life for, especially by someone who
has had sex with plenty of them, that is, a strong man who is not expected to show

any sign of weakness.

Furthermore, masculinity signifies not only power and domination, but also
aggression in the sexual intercourse that furthers manliness and powerfulness. This
is well demonstrated in the following quotes, “a Jack doesn’t give a damn if a Jenny’s
vagina tears apart” (p. 81);199 or, in another example, Aram and his friends, then
teenagers, played football in the alley and then their plastic ball fell into one of the
houses in the neighbourhood whose young daughter, at their own age, tore it apart.

Angry at what she did, they took revenge by insulting her, “now enjoy yourself, tear

7 Her ke gonf pésey kird xoy pégeyand 0 boy péwe na.
1% “Hetiw danarrizi em karane ciye eykey? Jini ‘Eraq G Eran nemawe netgabé.
199 «“Néreker key der bayse maker quzi edrré.”
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our ball apart, but you will be torn apart soon.” (p. 85).2%° This shows their attitude
towards a female’s body and her sexuality. She is viewed as inferior and pitiful
because she is being fucked, or, in this case, is to be fucked, and to be “torn apart”
in the future. Thus, “male sexual power,” holds Hassanpour, “is in the transitivity of
the verbs that signifies men’s ability to remove female’s hymen (to tear, to pierce,
and to squirt).” (2001 p. 239).

If the bigger penis equals more power and masculinity, then, accordingly, those
who do not have one atall, should be assumed to have less power than their
counterparts with the phallus. At stake here is how femininity and masculinity are
(re)presented in the sexual behaviour of the two sexes and the way they are able to
freely and equally express their sexual desires or talk about their sexual experiences

or not.

Throughout the novel the male characters talk about their sexual needs, desires
and experiences, either directly or through the medium of the narrator. However, in
this novel, a female character cannot be found to talk about her sexual needs and
desires to others or even to herself in the form of, for example, interior monologue.
They are not “desiring subjects” when it comes to sex, but merely “sexual objects”
desired by men. In a scene from a wedding, for example, the narrator, Aram,
expresses his desire for the female body: “I was stealing glances in the women'’s big
butts’ direction. Their butts were swaying from one side to another, stretching their
maxi dresses.” (p. 37). Or, “a woman’s beautiful leg caught my eyes [...] she was
sitting half-naked, wearing a mini skirt. She had exposed thighs. When she bent |
snuck a look and could see her cleavage.” (pp. 40-41).?°* As a male character Aram

demonstrates a desperate craving for the female body and uniting with it. Given that

200 “xosi bike, top bidrréne, biza da roji tir xot ¢con edrrénin

201 “[NJigam arastey simti jinan eb(. Simti zili jinan le néw maksiye tengekanyanda eleraiyewe. [...] Le
naw seyr keranda pQz G ranékim ber caw kewt [...] niwe rlt danistibd. Mini japi posibd. Silkey ranT &
xistibwe der her ke xoy egemandewe seqi memkekani ekewte ber ¢aw [...] le jér cawewe hem(
memkim helnosi.”
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he has never slept with a woman in his life, this strong desire for sex might seem
quite natural. The first time he saw a naked woman was when working in
construction in Tehran, “| peeped into the room through the door ... her white and big
butt had pressed against her green and thin shorts... It was the first time that | stared
at a woman'’s butt and thigh from such a close angle.” (p. 103).2%? He unequivocally
reveals his strong desire for sex. In this scene he is overwhelmed by the sight of a
beautiful naked woman in front him. He describes this scene as if it is quite natural,
listening to his inevitable instincts asking for satisfaction. He goes even further in this
naturalization of his carnal needs that has to be satisfied at any price and without
taking the woman’s needs into account: “Firoze, so beautiful and young, was lying
only a meter away from me. A girl ready [for sex] was in my hands. | was staring at
her butt and thigh and biting my lip... Anyway this is my last day here, | would tell
her, if she didn’t like it, | would fuck her by force.” (p. 103).2° He says that Firoze is
in his hands; she is alone at home and almost naked and that gives him the right to
approach her for sex; and if he doesn’t gain her consent, then he is allowed to rape

her.

Finding no outlet for his sexual needs, Aram believes that a wedding is a good

opportunity to enjoy watching and touching women:

A wedding is a good opportunity for us to watch women’s breasts shaking and to say to
one another, ‘look how beautiful they are dancing’. You let your sister, daughter, and
wife ... expose themselves to other men’s sight and quench their thirst so that you can
ogle other women'’s bodies. (p. 41)**

292 4 e qillisi dergawe bo néw jirekem rwan ... Simti zil 0 sipi dablye jér shorte sewz (I naskekeya u
derperribd. Sortekey le néw seqi golpekaniya qat dirrabd. ... Hewell car b aweha le nizikewe ¢cawim le
simt 0 ranf jinék ekewit.”

93 «Fioze ter ( tergik le yek mitriyewe rakisabi. Kigéki amade kewtibwe ber destim. Le simt ¢ rani rama
bdm O gepim be ligma ekird ... Ca xo min axir rojme |érem, ba péy billém, hezis nekat her be zor
eygém”.

ZOX “Zemawend derfetéki base bo éme ta pirr le dill bo lerinewey memki jinan birrwanin 0 billéyn ¢cawi ke
¢en cwan helldeperé. Le zemawend bo ewey bitwanT lesi jin hellnosi ehélli xoskit, jinit, kigit ... kewne
ber cawi xellki u be niga tinwekaniyan ¢éj bibexsin.”
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205 «

According to Aram, a sort of invisible and unvoiced compromise occurs between
men in this unique occasion, that is, they loosen their patriarchal grip around their
wives, sisters, or other female relatives’ neck and let them show parts of their body
and dance with other men. Doing this, however, men do take into account merely
their own sexual needs; they risk their honour only when their repressed desires
come to the surface and seek satisfaction. Here, Woman is pictured as a creature to
make man happy and give him pleasure with the beauty of her body and is turned
into the male’s object of desire. In this compromise she is not taken into
consideration whatsoever and is devoid of any agency and control over her needs
and desires. Female characters are pictured as if they do not have sexual desires in
the same way their male counterparts do. Even when they show some desire for
sex, they are treated as loose and morally corrupted. When ‘Ebe, for example, asks
Aram why he does not take Soma, with whom he has fallen in love, home to sleep
with her, Aram replies, “Do you think she is like those whores you take home with

you in front of other people’s eyes?” (p. 109).2%

Moreover, his strong desire for sex gives Aram the right to violate the others’

private life by peeping at them while having sex:

A light was lit in the Gendarmerie alley. | grabbed the window and lifted myself up.
Inside the room a naked man and woman were making love. The woman was lying on
her back and the man was touching her butt and breasts [...] He grabbed her breasts
and made a pillow of her butt. The woman’s mouth had drooped open [...] He went
over her body and rode with her butt, grabbed her hair, lifted her head and breast up
and took her boobs into his mouth from the back. The woman was whining. He turned
her over, slid into her legs and screwed her. (p. 139)**

wa ezanf lew kige klniyaneye be ber cawi xellkewe eyanbeyte mallewe?”

2%« e néw kollanéki Jandarmirida ciray malék helkira ba. Cingim kirde sawi sitadyeke u xom berz
kirdewe. Lew diwi hewdakani baranda jin 0 piawék be rati xeriki esigbazi ban. Piyaw jiney demewr(
rimandibQ u desti be simt 0 memkekaniya ehéna [...] pencey kirde jér sikya u memkekani girte ¢ing G
simti kirde serin. Jine demi tag mabd [...] Ciwe ser jestey 0 siwar simti bQ, ¢ingl be qijya kird, ser 0
siney helbirri u le pistewe memkekani girte dem. Jine eynlzandewe. Helligerandewe xoy be néw
gacekaniya kird 0 téy tepand.”
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There are two points here that is worth mentioning. Frist, this scene is presented
from a male perspective and out of his fantasy at a particular place and time. The
man is presented as active, virile and dominant, literally and symbolically. The
woman, on the other hand, is completely passive and in the man’s hands. Nowhere
in this scene is Woman demonstrated as participating in the sexual activity. She only

makes weak screams similar to that of a dog whining.

Furthermore, the verbal expression used here is also sexist. The words, for
example, “téy tepand” and “eynlzandewe” have a visible and invisible meaning. On
the surface they mean “screwed her” and “she was whining” respectively. However,
beneath the surface meaning there is an invisible patriarchal history. “Téy tepand” is
not a neutral word simply referring to a certain natural behaviour when mating;
rather, it has a more cultural meaning than a biological one being accompanied by a
patriarchal overtone as a result of which men are granted the upper hand and more
power. This word which describes the action of penetration, in the Kurdish language
belongs to men’s vocabulary and is only used for them. In this novel, sexual
intercourse, while seeming to be a completely natural human behaviour is ridden
with ideology, through and through. Not only is it the biological behaviour that
satisfies the male characters’ sexual needs, is also something to gratify their desire
for power and dominance in the sexual and social relations with women, that is

underwritten in the language used to describe it.

To establish an inequality, the words describing women in the sexual activity
emphasises their weakness, passivity, and looseness and, hence, reinforces their
position in the sexual relation, that is, jérkére, literally meaning a person “under
penis”. It connotes, according to Sirwan (1998), one who is “subject, inferior,

subordinate, powerless, unimportant, [and] undignified”” (cited in Hassanpour 2001,
p. 240), which reveals that sexual intercourse is not a relation in which woman and
man stand on the same plane. Rather, “it is constructed hierarchically as a form of
the exercise of masculine power. In Kurdish, as in other languages, men and women
are constructed oppositionally as fuckers and fucked. The former is the dominator
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and the latter the dominated. This is the case even in the male homosexual
relationships.” (ibid. p. 240). In this case, in the description, “she was whining” (with
pleasure), the woman even loses her place as a human; She is dehumanized and
given a place equal to that of a dog. This especially makes sense in the
Islamic/Kurdish culture in which the dog is assumed to be dirty (najes); and it is an
insult to call anyone a “dog” or to describe someone as behaving like a dog, for

example, barking, howling, or whining.

There are other examples in the novel that serve to illustrate this point. There
are plenty of misogynistic idioms and sayings. In the following quotes “Ebe whined
like a woman, beneath him” (p. 48)?°” and “this is our time/ Qetarcianis®®® are our

women (wives)"?%®

(p- 112), Woman stands for weakness and subordination. It
shows how “abusive” it is for a man to be called a woman or a bride (Hassanpour
2001, p. 239) as this endangers his manliness (piyaweti) from which his sexual and
social power originates. Piyaweti as a signifier stands for the signified concepts of,
among others, physical and sexual power. This arbitrary relation between piyaweti
and power has been culturally and politically constructed throughout history to the
extent that now one of its meanings, as Hesenzade (1995) says, is “one who has

fucked” (cited in Hassanpour 2001, p. 239).

Yet there are a few occasions when the novel takes a critical tone towards
patriarchal culture and misogynistic statements. Because she wears a short skirt at a
wedding, Sirin, a female character, transgresses the patriarchal rules of her society;
and it is not tolerated by those around her. However, the narrator conveys his
disapproval of the insulting statements addressed to Sirin by sympathising with her

against those who make them. He overhears them saying:

207 “Epe wek jin le jér desiya eyndizand”.

208 Qetarcian is the name of a district in Sine and Qetarciani is one who lives there.
299 “Dewr, dewr xwemane/getargiani jinmane.”
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-It would have been better if she had not worn anything. She doesn’t feel ashamed that
she has exposed her body.

-1 should throw her on the floor and put her legs on my shoulders. (p. 107)**°

A female character has violated the norms of the patriarchal society regarding how a
woman should dress properly in public, as a result of which the society, both men
and women, overreact. Yet, men’s reactions takes an extreme form, that is, making
her re-surrender to the patriarchal system by dishonouring and humiliating her
through offending and raping her body over which she intends to implement control
and agency. In all of these examples, he gains his power and domination, at least
partly, in the very act of sexual intercourse. In short, when a man has plenty of sex
with a variety of women and shows some extent of aggression it demonstrates his
superiority and manliness. Womanhood, on the other hand, signifies weakness,

passivity, and subordination both sexually and socially.

The discourses regarding masculine and feminine sex in this novel are similar to

those in “western cultures” as Luce Irigaray (1977) asserts,

[P]resent a certain isomorphism with the masculine sex; the privilege of unity, form of
the self, of the visible, of the specularisable, of the erection... Now this morpho-logic
does not correspond to female sex: there is not ‘a’ sex. The ‘no sex’ that has been
assigned to woman can mean that she does not have ‘a’ sex and that her sex is not
visible nor identifiable or representable in a definite form (quoted in Grosz 1989, p.
111).

This isomorphism with the male sex prevails throughout Siweyla and enables the
male characters to freely and proudly talk about their penises and measure their size
and power. Also, they would gain honour and respect for having sex with women,
while women would be labelled as loose and prostitute for having sex with men. Not
even once in this novel has a woman talked about her vagina, as if she is completely
unaware of this organ or ashamed to talk about it as the male characters frequently

do, and thus a woman does not have “a” sex to be identified or represented. That

210 «_her higi nekirdayéte beri maqalitir ba. ‘eybi nakiré gell G qani 1& xistiwete der.
-Neyxewénéte ser ew sekoye u lingl keyte h’ewawe.”
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being the case, no “room” has been left for women in sexual relations. Conversely,
the whole space is allocated, in Grosz’s words, to “men’s fantasies of a femininity
that conforms to their (oedipal) needs.” (1989, p. 119). The male characters’ fantasy
of femininity and womanhood not only leaves women with no space of their own, but

it also deprives them of their very control over their body.

For Irigaray, as Grosz notes, isomorphism, the “correspondence of form or
shape between phallocentric representational systems and phallic male sexuality”, is
not a natural or objective one, but a “socio-linguistic construction.” (Grosz 1989, p.
111). That is, the human body, whether female or male, is “already coded, placed in
a social network, and given meaning in and by culture, the male being constituted as
virile or phallic, the female as passive and castrated. These are not the result of
biology, but of the social and psychological meaning of the body.” (ibid.) (The
emphasis is original). The female body, being considered as weaker, has been
subordinated to its male counterpart. Furthermore, a woman'’s life and fate is in his
hand. This attitude is especially true of the characters from the older generation,
among others, ‘Izet, ‘Ebas, and Ka Shemsa, most of whom are parents of the group
of young boys. Women are seen to be property they possessed and they even had
the right to sell them to others. ‘Arif, a professional gambler from Tehran, for
example, after losing everything in a gamble, gambles his wife and loses her to ‘Izet.
‘Arif is held hostage until his wife comes to Sine from Tehran. We get to know later
on in the novel from H’aci ‘Ebas, talking about that day to Aram, that his friend has

raped ‘Arif’'s wife (p. 76).

Siweyla is polyphonic in the sense that the characters take turns to narrate the
same or different events or reflect on other characters and the novel is heteroglot as
it has incorporated other genres and discourses, for example, folklore, jokes,
nationalistic and religious discourses. It questions the very legitimacy of Kurdish
nationalism in its resort to armed struggle to fulfil the basic and human rights of the
Kurdish people. Yet, it provides other perspectives, viewing armed-struggle as
inevitable. The novel shows that the Iranian Kurdish movement'’s failure had
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devastating impacts on social, spatial, and economic arenas in Iranian Kurdistan. In
this respect, Siweyla shares with Nahaee'’s Ballindekani Dem Ba the belief that most
of the problems in Kurdish society are due to the lack of a Kurdish authority or
autonomy in Iran and the discrimination and relentless suppression by the Iranian

regime.

Furthermore, Siweyla is a ground-breaking novel in that it directly and explicitly
addresses sexual issues, which is strictly taboo in Kurdish culture. Yet, the way sex
and gender are dealt with in this novel mostly reproduces and reinforces the
traditional conventions on masculinity and femininity which presents the man to be
both socially and sexually active and desiring and the woman passive in both.
Siweyla presents a monologic narration of sexuality by misrepresenting it from only
one perspective, that of the male characters. No female character takes on
narration/focalization to narrating or presenting sexual matters. Presenting sexuality
merely from the male characters’ gaze and perspective, Siweyla reproduces the
already existing definitions of femininity and masculinity in society and does not
create a new female subjectivity to enjoy, in Grosz’'s words, “activity, satisfaction,
and a corporeal self-sufficiency.” (1989, p. 116). Instead, female characters have,

more or less, been objectified and are without agency.

The 1979 Iranian revolution and its aftermath produced conflicts between the
new regime and the Kurds over their demand for the right to self-determination had
been widely reflected in Kurdish novels written by Iranian Kurds. The last novel from
Iranian Kurdistan in this study also covers this historical period. Amiri’'s Zindexew
tells the story of a bourgeois boy during the political turmoil of the months leading to
the Iranian revolution. Unlike the previous novels by Qawami and Nahaee,
Zindexew'’s closure coincides with the overthrow of Mohammad Reza Shah and the
beginning of an unknown era. This was a time when the country excitedly celebrated
the possibility of a brighter future which is well reflected in Amiri’s novel. Hence,

while Siweyla and Ballindekani Dem Ba had a bitter tone and presented a grim
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prospect, Zindexew has an optimistic tone which conveys the revolutionary

enthusiasm to the reader.
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CHAPTER SIX

Revolution, nationalism, and gender: overthrowing the dictatorship,

reproducing Patriarchy in Amiri’s Zindexew

In chapters four and five, | discussed how in Ballindekani Dem Ba and Siweyla,
Nahaee and Qawami employed modernist forms and narrative techniques to convey
the extensive changes that their home towns of Sine and Bane had undergone.
Through flashbacks, both novels describe events from post-revolutionary Iran to the
massive demonstrations and protests against the Shah. In Ballindekani Dem Ba,
Nahaee set a fragmented, disjointed, and minimal plot to convey his protagonist’s
isolation and alienation from his society. Qawami also portrayed the frustration and
alienation of the residents of a district in the city of Sine to be the consequence of
political failure and environmental changes. Siweyla’s plot is more or less, like that of
Ballindekani Dem Ba. Apart from a similar plot, both novels use stream of
consciousness, flashbacks, multiple focalizations, and a broken and fragmented
style to register the elusive, relative, subjective reality and fragmented and alienated

subjectivity of the characters and protagonists.

The novel that | shall examine in this chapter is Fatah Amiri’s Zindexew
[Nightmare] (2003) from Iranian Kurdistan. Until Amiri wrote his first novel, entitled,
Hawarebere [Boisterous] published in 1990 there had been no other novel published
in Iranian Kurdish for three decades. This was the second Kurdish novel written by
an Iranian Kurd and the first one to be published in Iran. Three years later, his
second novel, Mirza [Amanuensis] was also published in Iranian Kurdistan in 1993.
As Ahmadzadeh says, these two novels are in fact “two volumes of a single novel”
(2005, p. 30). Both novels have a simple structure, narration, and characterization.
Ahmadzadeh describes them as “little more than simple narrations with simple
characters whose perspectives are confined to the borders of the village.” (ibid.).
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These characters are mechanically polarized into the good and the evil and in the
end, the former defeats the latter; the plot is linear and the narration objective and
omniscient. Both novels are set in rural areas in Iranian Kurdistan prior to the 1979
revolution, and they both glorify rural life and lament the “good old days”. His last
novel, Zindexew [Nightmare] (2003) has also, to a lesser extent, some of the
elements found in his previous works. For example, there is a dualistic presentation
of the universe and it validates and reinforces some traditional values and norms in
society. Nonetheless, it has a more complicated structure, plot, and characterization
than his earlier novels and it deals with more complex socio-political issues and

relationships between the characters who live in bigger societies, that is, in the cities.

Like the other two novels from Iranian Kurdistan in this study, Zindexew covers
the last years and months leading to the 1979 revolution, but it does not touch upon
the post-revolutionary period and the socio-political consequence of the revolution in
the same way as the other two novels. Unlike Ballindekani Dem Ba and Siweyla,
Zindexew employs realist narrative techniques to construct his characters and to

mirror the reality of his society objectively.

Amiri was born in 1946 in a village between Mahabad and Bukan?®*! in Iranian
Kurdistan. He was only seven months old when his father died. The more
devastating event, however, was his mother’s death when he was seven years old.
He mentions this event as the most tragic in his life. As an orphan at such a young
age, he experienced an extremely hard life under the protection of his cousins:
“since then, | have not had a single happy moment in my life”, he said on a Kurdish
TV channel (Ezmdni Jiyan 2013). His traumatic experience of death is reflected in
Zindexew’s protagonist, Azad, who loses his father when he is a teenager. Another
traumatic event was that Amiri was jailed from 1976-1979 under the accusation of

being a leftist separatist. He mentioned that his arrest was not the result of his being

2t Formerly known as Savoujbulagh (Sabllagh in Kurdish) Mahabd is a Kurdish city in West Azerbaijan

province. Bukan is about one hour away from Mahabad. It is located in West Azerbaijan province too.
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engaged in political activities. The only documents of his that SAVAK produced, he
continues, were from his personal library in which a variety of books from Marxist to
religious intellectualism could be found (ibid.). He is inspired by his own experience
in prison, talking with the prisoners and torturers, which helped to create one of the
characters in Zindexew — a Kurdish student who like Amiri himself, is imprisoned on
the accusation of being both separatist and leftist without any legal documents

against him.

In the first section | shall examine the premise underlying the representation, the
narrative techniques and strategies used in the novel to achieve it and its implication
for subjectivity. | also discuss the relationship between the main characters and their

LN

society and the representation of the Kurds’ “other” in the novel. Zindexew shares
the premise with the realist novels that the reality out there could be reflected
objectively. To do this, Amiri presents a detailed description of the external features
of places and characters in order to evoke a sense of certainty and familiarity for the
reader. The main characters are shown to be in conflict with the political system but
not with the cultural and social norms and values. While striving to replace the
dictatorship of the Pahlavi regime with a democratic government, they embrace the
cultural norms as they are. Yet, significantly, Amiri effaces the strict border between
the Kurds and their “other”. He shows the relativity of national identity and
foregrounds the similarity between “us” and “them” by avoiding dehumanization of,
even, a SAVAK officer who tortures a Kurdish prisoner. The second section deals
with gendered identity, that is, one’s perception of one’s self from a masculine or
feminine lens which is greatly formed in and through social values and Kurdish
folklore. The novel polarizes femininity and masculinity, (re)defining for each a set of
features to be met in order to become an ideal man or woman. In this binary
opposition of man/woman, the former enjoys a higher social status over the latter in

the novelistic world of Zindexew.
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6.1. The world of certainties: from representing to reinforcing reality

In Zindexew, Amiri recounts three interwoven stories: the story of a boy from a
well-off family in Mahabad, the story of a SAVAK officer, and the great men of
Mukiryan. The first tells the story of a teenager, about sixteen or seventeen years
old, who disobeys his family’s plan for his future career and life. The father wants
him to follow his profession as a merchant and marry early, but, he craves the
opportunity to study. His resistance and diligence finally pays off and he enters the

University. This part of the story is set mainly in Mahabad, Wirmé,**2

and, at the end
of the novel, in Tehran. It covers a period of approximately five years from 1974 to
the unrests of 1979 leading to the Islamic revolution. The second story relates the life
of a SAVAK officer and the awakening of his conscience, over time. He gets to a
point where he can no longer continue torturing the prisoners. Consequently, he kills
himself to put an end to his “disgraceful” life and unbearable sufferings (pp. 257-8).
The stories of the great men of Mukiriyan and other amusing tales and memoirs are
told in parallel with the other two stories. Their story is narrated by Daye Xeyal for
Azad and transports the reader on a journey to some historical moments in the
world, for example, World War | and its impact on Iran, generally, and Mahabad,
specifically. Those great men had huge influence on a given era in the history of
Mukiriyan whose stories of bravery and chivalry are yet told among people. Thus,
three different, yet interrelated worlds are created in this novel: one in Mahabad
whose protagonist is Azad, one in Wirmé with H'usén as its protagonist, and the

other, set in the past, in Mahabad concerning its great men and heroes.

Like Temi Ser Xerend, Zindexew could be considered as a realist narrative in

terms of its narration, characterization, plot, and its attempt to mirror reality

Wirmé is a big city in and capital of West Azerbaijan in the northwest of Iran, populated mainly by the
Azeri Turks, Kurds and a minority of Assyrians and Armenians. In Azeri it is called Urmiya. However,
officially it is called Oram1yeh or UrGmiyeh, in Persian. During the Pahlavi era, from 1925 to 1979 it
changed to Reza'1yeh (See, for example, http://www.orumieh.net/ and
http://www.britannica.com/EBchecked/topic/433619/0Orumiyeh).
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objectively. In Ballindekani Dem Ba and Siweyla, we noticed a multi-narration and
multi-focalization narrative abundant with flashbacks and sharp shifts in perspectives
and voices. Zindexew, however, is entirely narrated through one single character’s
perspective and voice, that of Azad in the form of first person narration. What J. Hillis
Miller suggests about the Victorian novel could, largely, be applied to Zindexew:
“[the] Victorian novels were often relatively stabilized by the presence of an
omniscient narrator ... a trustworthy point of view and also a safe vantage point
(cited in Stevenson 1992, p. 25). Azad, however, is not omniscient; but his
perspective is a God-like one, since what he tells us is presented as truth; in this
sense it is quite similar to Sari Mosiqare Sipyekan and Temi Ser Xerend but in stark
contrast to Ballindekani Dem Ba and Siweyla which present truth to be bound up
with perspective and subjectivity. He also enjoys a safe vantage point from where he
observes the world. His perception of the other characters, of himself, and socio-
political issues are rarely challenged, and when they are, he usually takes the upper

hand in the arguments and discussions.

As is the case with realist novels, Zindexew enjoys a well-organized and linear
plot with a beginning, middle, and end. There are few flashbacks in the course of the
novel and the events unfold one after another in a cause-and-effect order. In this
novel Amiri has set the plot in a way that mirrors reality as it is, in order to convey a
tangible, familiar, and certain world. To achieve it, he has produced a plot that is
typical of classical realist novels, embodying enigma, surprise, suspense, and,
detailed description of places and the physical features of the characters. By the end
of Zindexew, the enigma of Azad’s nightmare is revealed, the conflicts are resolved,
and he is united with Meli, although their marriage is postponed due to the political

turmoil of the months leading to 1979 Iranian revolution (p. 264).

Robbe-Grillet describes nineteenth century novels as “crammed with houses,
furnishings, costumes, exhaustively and scrupulously described, not to mention
faces bodies, etc.” (1989, p. 146) In Zindexew Amiri wants to enable the reader to
“see” by way of detailed description of the places and characters. Azad, for example,
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describes Mahabad’s old bazar in detail: “Mirza Semtdn has a pocket watch in the
pocket of his vest. The sound of Kak H’ebib’s teacups echoes in my ear, the smell of
perfumes from Semedi’s shop is everywhere, Welizade’s lantern, H'aci H'usén,
Tedeyon, ‘Imadi.” (p. 80).2** Most importantly, however, this exhaustive description
of the characters and their surrounding world constitutes a “stable” and “certain”
universe, one that the reader is already familiar with and could easily refer to, against
which, in Robbe-Grillet words, “the authenticity of the words, the evens, the gestures
which the novelist would cause to occur there” is “guaranteed by its resemblance to
the ‘real’ world”. In this way, the realist novelists, he continues, would convince the
reader “of the objective existence — outside literature — of a world which the novelist

seemed merely to reproduce, to copy, to transmit” (1989, p. 146).

As for characterization, Amiri has also predominantly employed realist narrative
techniques. Unlike Ballindekani Dem Ba, Siweyla, and Temi Ser Xerend, in which,
along with modernist novels, the characters are indeed “anti-heroes” unable to
conform to the society and, hence, becoming isolated, in Zindexew we see classic
realist heroes or heroines who are well fitted into their society. Thus, the novel
resembles a bildungsroman.?** The subject of the bildungsroman novels is “the
development of the protagonist’s mind and character, in the passage from childhood
through varied experiences—and often through a spiritual crisis—into maturity, which
usually involves recognition of one’s identity and role in the world” (Abrams and
Harphams 2009, p. 229). Charles Dickens’ Great Expectations ([1861] 1994) and
Charlotte Bronté’s Jane Eyre ([1847] 1992) are two good examples of bildungsroman
novel in Nineteenth-century Britain which focus on the maturation of their
protagonists. In the same vein, Zindexew follows the development of Azad in the

passage from adolescence to adulthood through various ups and downs.

213«

‘Mirza Semtin se‘atéki baghelll de girfani ciligekey daye. Teqey istikani Kak H’ebib de gwémda
dezringétewe, etri dikant SemedT willati dagirtGwe, ciratorri Welizade, H’aci H'osén, Tedeyon, ‘imadi”
214 “Bildungsroman” and “Erziehungsroman” are German terms referring to the “novel of formation” or
“novel of education.” (Abrams and Harphams 2009, p. 229)
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The novel opens with two psychological crises with which Azad grapples: his
father’'s death and his recurrent nightmare in which he is a SAVAK officer and
torturer. Under the influence of these two events, he becomes depressed and
consequently, lives as a recluse. However, after one year or so he decides to
resume a normal life and face the problems like a man: “I must be strong, life is a
fight, fight to overcome problems ... | must be patient ... from today on | have to be a
man, a strong and courageous man.” (pp. 44-45).%*®> That is, he is going to accept
the social values of his society regarding manliness and manhood and hence fit back
into society and becomes at one with it. This is while, except for Sari Mosiqare
Sipyekan,?*® in the previous novels in this study the protagonist remained rebellion to
the end and ended in alienation from the society.

Another major character, Meli, is strongly against marriage until the end of the
novel, since she believes that love would be destroyed in marriage. But, she finally
conforms and is extremely happy to marry Azad, since this is the only legal and
acceptable way of living with him. (pp. 262-4). What Matz notices about “novels of
the past’, that is, the classical realist novels, could largely be applied to Zindexew:
“[they] were very often concerned to show how such rebels eventually and positively
can fit back into society—how, for example, a headstrong young woman would
ultimately decide to soften, conform, and marry.” (2004, p. 48). However, while in
Zindexew the characters rebelling against the conventions and norms ultimately
embrace the social norms and values, they are allowed to remain rebellion in the
political arena. One such character is H'usén, a SAVAK officer, who revolts against
the political system in which even he, as the torturer, finds himself a victim. Over and
above that, Amiri blurs the border between the torturer and the tortured by having the

former incarnated in the latter.

215 “debé be héz bim, jyan yané xebat, xebat bo serkewtin ... debé be taqet bim ... lew ro ra debé

E)ié/awék bim, piyawéki merd 0 gera tall.”
'° In Sari Mosiqare Sipyekan the protagonist and other main characters following his ideology are
rebellion throughout the novel but they are not alienated from the society.
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6.2. Challenging the essentialist perception of ethnic/national identity

Unlike the general trend of the novel which strives to naturalize, among other
things, the gendered or class identity of the subject, Amiri deconstructs the ethnic
and national identity. To do so, he creates a simple, but successful strategy, that is,
the incarnation of the oppressor (from the dominant nation) in the oppressed (from
the dominated nation). In this way he has relativized the national or ethnic identity
and shown that it is largely constructed and “imagined”. As such, he conveys his
message, that no nation or ethnic group is inherently superior to others and does not

have any natural right to suppress them.

In his nightmare, Azad is a SAVAK officer in the past; his name is H'usén, and he
is Azeri. The fact that the novel opens with the narrator, Azad, recounting his
recurrent nightmare indicates the significance of the dream and its long lasting
impact on the protagonist’s life. Later on in the novel the reader’s speculation about
something extraordinary in Azad’s nightmare is further backed by a palm reader’s
interpretation of his dream: “you are suffering from nightmares ... you will enter
university, there you'll find out what your dreams mean” (p. 44).2*” Surprisingly, the
palm reader’s prediction comes true: Azad enters university and a series of events

occur which reveal the mystery of his nightmare.

In his dream, Azad becomes H'usén who tortures political prisoners to death to
make them confess, no matter whether they are guilty or not. In this particular case,
H'usén has to make a Kurdish student confess to his accusations of being anti-Shah
and a separatist. Overwhelmed by his dream, Azad wakes up, shivering, and his
body is soaked in sweat. His nightmares seem so real that they have turned his
actual life into a nightmare, too. He asks himself why he, an innocent, oppressed

27 «yewni naxos debini péyanewe girawf ... de¢iye danisga, lewé xewn G manay xwneket 1& rin
debétewe”.
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Kurd, should have such a terrible dream; how could he be an Azeri officer in SAVAK

who tortures an innocent Kurdish student (p. 37)?

In Azad’s dream, H'usén entered Military College in order to protect his country
and serve his people. Having graduated as a top student, he received an offer from
SAVAK to work for them. In effect, it was more a command than an offer, and to
disobey would put his life at risk. Thus, he joined SAVAK against his will. The job
was rewarding for him at the beginning as he was paid three times as much as an
officer working at other military sections, and he enjoyed further power and influence
(pp. 16-17). He forgets his ideals when he is in the college and gradually adapts to
his new place in society as a SAVAK officer and torturer by suppressing any sort of

mercy and sympathy he once felt.

However, after a while he is seized by a sudden pang of conscience. For the first
time in the two years or so that he has worked in SAVAK, he feels guilty for breaking
Amir’s toes (p. 105). This is because Husén had been enlightened by reading Amir’s
BA. Dissertation in Sociology, which had been used as evidence against him. Also,
after a series of dialogues with him he found Amir innocent of those accusations
attributed to him. He could no longer continue to torture Amir or anyone else. But, it
was not possible for him to resign: “I can’t get rid of SAVAK; | know all of their
secrets, no doubt they’ll kill me if | resign” (p. 257). Trapped in a dead end, he
decided to kill himself to put an end to his suffering; he shot himself in the head and
blew his brains out (p. 258). Surprisingly, Azad finds that he was born on exactly the
same day that H'usén died. The striking similarity between Azad and H'usén’s photo
as well as his dreams all indicate that H'usén’s soul had been incarnated in Azad’s
body.

Amiri has not dehumanized H'usén by presenting him as a monster: conversely,
he portrays him as a human, as one of us, who might make mistakes, yet capable of
,say, falling in love, having children, or sympathizing with his prisoner. In this respect,

LT

Amiri’s presentation of the Kurds’ “other” is similar to Qawami’s in Siweyla in which
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he presents a complex and relative sense of identity. It seems that the Kurdish
writers writing in the early years of the twenty first century, mostly of the younger
generation, have abandoned the simplistic representation of “us” against “them”. All
three novels from Iranian Kurdistan in this study counter the general trend in some of
the Kurdish novels written during 1990s, especially the ones written in diaspora by
the writers affiliated with the political parties of Iranian Kurdistan (see Ahmadzadeh
2005, pp. 26-7). In these works a strict line is drawn between the Kurds and their
enemy (Iranian regime), representing the former as the good and the latter as the
devil (ibid.).

In Zindexew Amiri encourages readers to sympathise with the revolutionary
characters; however he undertakes a conservative approach when dealing with
cultural and patriarchal values in society in the sense that he invites the reader to
accept, for example, the social values and norms pertaining to love, sexual
relationship, and femininity and masculinity by reinforcing a given discourse and

presenting it as “natural”. In the next section | shall examine such discourses.

6.3. Insane women, sane men: (re)construction and the representation of the

ideal man and woman

Like the other novels previously examined, the protagonist in Zindexew is a male
character at the centre of the fictional world. The bulk of the novel is presented from
his perspective and through his voice. As such, a certain knowledge and
understanding of society, history, other characters, femininity and masculinity is
conveyed to the reader mainly from his perspective. For example, Amiri through
Azad’s and other characters’ perspective tells us what it feels like to be a man or a
woman; and in this section | shall explore the way in Zindexew, Amiri tackles such

guestions.

Azad and Meli, who are next-door neighbours, have been playmates and close

friends since their childhood, to the extent that they cannot live without each other.
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She spends a few hours with Azad and his family in their house almost every day.
During the course of the novel, we see how gendered subjects are constructed by
tracing Azad and Meli’'s childhood through to adulthood. From the very beginning
Azad and Meli are treated differently by their families. Azad does not even make tea
for himself; clearly this is regarded as a woman job, even by him who presents
himself, (as he has the advantage of being a narrator and hence directing the
narration), as an open-minded young man with liberal ideas. In the course of the
novel, he and other male characters are always served by women. He orders Meli
and Fewzye, his beloved and cousin respectively, for example, though politely, to
make tea for him (p. 85). As such, the older social roles that are designated
according to one’s sex are ratified, reinforced, and reproduced for the younger
generation as well, although, unlike older generation, they are having the opportunity
to attend school and to be educated. Like their mothers, they will have to do all the
domestic work in the future, no matter whether they are educated, revolutionary,
liberal and progressive or not. Meli shows as much enthusiasm for reading and
learning as Azad does, though she finds text books boring and does not do very well
at school. The text reveals that under the influence of the books other than those
they need to study at school she becomes liberal and progressive in her attitude and
is socially and politically active to the end of the novel. Yet, she is expected to do the
housework and cooking and to behave delicately and gently, like a woman. On the
other hand, Azad receives quite a different upbringing as to how to behave and what
to do. His territory is outside the home, therefore, he does not need to bother about

the trivial work of cooking or cleaning.

Cixous maintains that the difference between the sexes may lead to “psychic
consequences”. However, she criticizes Freud for his patriarchal theorization of
sexuality. Her critique of the Freudian account of these differences could be applied
to the way gender is represented in Zindexew. “Starting with the relationship of the
two sexes to the Oedipal complex,” Cixous remarks, “the boy and the girl are

oriented toward a division of social roles so that women ‘inescapably’ have a lesser
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productivity, because they ‘sublimate’ less than men and because symbolic activity,
hence the production of culture, is men’s doing” (1988, p.291). Throughout the novel,
the sexual division of social roles is described in a way that shows that women’s
share brings them “less productivity”; the social roles allocated to men, however,
enable them to produce the culture. Likewise Millett blames Freud, his followers,
and, above all, his popularizers for rationalizing “the invidious relationship between
the sexes; to ratify traditional roles, and to validate temperamental differences.”
(2000, p. 178). The above critiques could be applied to Zindexew because in the
novel the traditional roles are ratified, temperamental differences validated and
invidious relationship between male and female characters rationalized. This
hierarchical division of social roles and unequal relationships, however, does not
bring about any resistance or challenge on the part of female characters. The
characters in this novel, in Althusser’s terms, are “interpellated” into gendered

subjects by internalizing discourses around ideal femininity and masculinity.

In the course of the novel an image of ideal femininity and masculinity is forged.
The characteristic features of an ideal man mainly relates to his deeds, actions, and
thoughts, while an ideal woman first and foremost requires some degree of physical
beauty and attractiveness. Throughout the novel the ideal man is demonstrated as
brave, strong, wise, and authoritarian. This ideal masculinity is partly constructed
and conveyed through Daye Xeyal recounting to Azad the story of some great men

T218

in the history of Mukiriyan. Aga Mirza Fatah Qazi“™" is the one who had a deep effect

% Qazi describes him as a “man of pen and man of sword ... Despite being a cleric and wearing a

gown and turban, he was an extremely brave warrior.” Mirza Fatah never compromised with other
oppressive tribe chiefs and the Mahabad governors appointed by central government. Hence, there
were a great deal of tensions and conflicts between him and other tribes which at times led to bloody
wars. (Qazi 2009, p. 63) Qazi holds that “due to his freedom-loving, Mirza Fatah was always at war with
local governors” and was hosting people who were taking refuge under his protection from the local
government’s harassments and suppressions (ibid. p. 66)
During World War | some members of the Kuzat (Quzat, meaning Judges) family took Turkey’s side
against Russia mainly due to religious affiliations. Among them, Qazi Ali, Mirza Fatah Qazi’s nefew, and
Mirza himself played a significant role in collecting donations for the Turkish army. Alexander lyas,
Russia’s consul in Soujbulak, in a report to his government describes him: “[T]his fervent supporter of
the Turks is organizsing public prayers for the victory of Turkish arms every Friday in the town’s main
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on her. She describes him as a “good, wise, educated, brave and mighty”**° m

an
who “was stopping the Russian army”.?®° Likewise, Azad’s father is described by
Meli’s father as an exceptional man and the kind of man one used to see in the olden
days: “he was not like the men in our time; he was awe-inspiring, everyone was in

awe of him. Sabllagh has not seen a man like H’aci Mirza since he passed away.”**

Elsewhere, Azad’s father is complimented by his uncle as “great”, “wise”, “social”,
‘communicative”, and “generous” (p. 57). As such, bravery, wisdom, and authority
are of the utmost significance for a man and without which one’s masculinity could

be doubted.

The ideal femininity, however, stands in contrast to the ideal masculinity. The
sort of behaviours and traits considered as appropriate for a “good” woman has
nothing to do with bravery or authority. On the contrary, an ideal woman is portrayed
as shy, obedient to her man, and sacrificing her life for her family. Being submissive
and tacit, she is viewed, by both men and women, as a wise woman. Subverting
these norms by a female character leads to severe reaction from the patriarchal
system, as we shall see later in the case of Meli. Daye Xeyal, for example,
compliments Daye Xanim for being submissive and obedient to her husband to the
extent that she “was always obedient to her husband’s wishes.” (p.77).2?* There are
other conditions yet to be met in order that a woman achieves her ideal femininity.
Physical beauty, coyness and chastity, and being a good housewife are of great

mosque; in addition, he has energetically set about organizing collections for the Turks in their struggle
against the cursed ‘infidels’.” He also warns his government of Mirza Fettah’s negative role in
destabilizing the region by “stirring up intrigue among the Ashiret chieftains”, on one hand, and “inciting
the Ashiret Kurds to insubordination” from the Governor of Soujbulak, Sardr Mukri, against whom he
holds an old grudge (Tchalenko, 2006, p. 122).

Outnumbered by the Russian forces, the Ottomans are easily broken down. Mirza Fatah decides to
stop the Russian army entering Mahabad at any price. Together with some of his men and sons he
went to war with the Russian army which ended in his death (Qazi 2009, pp.67-68). The Russians
deceived Mirza’s sons, his brother and nephews by promising to guarantee their freedom if they go
back to Mahabad. However, upon their arrival, they are arrested by Russians and sent away to Russia.
They all are released from captivity after Russia’s 1917 revolution and return to Mahabad. (ibid. p.70)
219 “ciwangak, xwéndewar, aza ( bekar”

220 “pési qusani H'orlsatl degirt”.

2L “eure xo wek piyawl ésta nebd, besam b0, hem( kes sermf |€ dekird pasi H’acl Mirza reh’'metl
sabllagh piyawi way be xoyewe nedibd.”

22 “e h'ast H’act roh’i nebd.” It literally means “she didn’t have a soul vis-a-vis H'aci”
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significance that along with submissiveness makes a perfect ideal woman. Azad’s
mother, for instance, thinks of Fewziye as a good candidate for his son’s future wife
only because she is “beautiful and sweet.” (p. 62);** or Daye Xeyal recommends
Azad to marry Meli as she sees her as the ideal wife for him because “she can be an
ideal housewife, she is not loose and a lazybones ... as for beauty, she is a bit olive-
skinned, but she is quite beautiful.” (p. 74).?** Elsewhere in the novel, the
compliments to female characters refer to their physical beauty and household skills.
Azad is impressed by Meli’s skills in housekeeping: “[I]n no time she sets the table
like an experienced housewife. She is clean and agile.” (p. 88).?%°> H'usén loves his
fiancé’, Zeri, as she is “slim and tall, clean and a fastidious housewife.” (p. 12).2%
Throughout the novel the female characters are presented to the reader with the
focus on parts of their body. The narration, like a camera, slowly moves up from the
woman’s legs, to wrist, hands, breasts, lips, cheeks and hair. They are sexually

objectified by the narrator, protagonist and other characters.

The female characters are evaluated according to different parts of their body.
Azad describes Meli, for example, as follows: “I look at her head to toe from a
suitor’s view... Meli is slim and agile ... her teeth are shining and she has plump
lips.” (p. 29).2?" This sexual description is not only limited to his beloved, Meli, but
also, he fantasizes about other female characters in the novel. Eshref Xanim, an
Azeri and married woman, loves Azad and tries to seduce him, but this ends in
failure (p. 42). Yet, Azad’s characterization of her is overwhelmingly sexist and
sexual. He introduces her to the reader from a male’s sexual gaze: “she stretched
her slender neck out of the door, and was wearing a tight sleeveless blouse which

223 «

ciwan 0 sirin”
224 «

ewhe jinni mallane, stk G ¢irdk niye, qin Iékewtd niye ... le bo cwanis hendék resesmere, belan le
kes naménétewe.”

225 «Handi billéy yek 0 d( sifrey radexa, wek jinéki malldari be ezm(n. Pak O xawén 0 tond 0 tolle.”

226 “xos tas O bejin balla cwane, malldar 0 pak 0 xawéne.”

27 e beri péy ta toqi seri, be gawéki kirryarane derwanim ... Meli gosti ziyadt niye, tond @ tolle ...
didani rék 0 befrin, Iéwi hewayék gostin.
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made her waist look thinner.” (p. 57).2?% Elsewhere in the novel, H'usén, praises Zeri
for her physical beauty: “a tall, olive-skinned woman with round breasts ... her white
teeth look whiter in contrast with her olive skin... She is slim, sylphlike and a clean
housewife.” (p. 12).° Nowhere in the novel is a male character reduced to his
physical beauty. His identity is not represented as fragmented, as a woman’s is
through descriptions of her legs, arms, lips, breasts and other parts of the body.
Female characters in Zindewxew are represented as ideal women only if they enjoy
a certain degree of physical attractiveness. That is, there are pieces of their body
which makes a perfect woman of them, of course, from a male character’s gaze. The
male character on the contrary, is presented differently. His body is portrayed as a
unified whole inseparable from his mind, with the concentration on his wisdom,

bravery and virtue.

The entire novel, as shown above, relies on a dualistic view of the world in which
every phenomenon, concept, or value gains its meaning against its opposite. In this
binary system, Woman functions as “other” for the male character against whom he
can shape his subjectivity. Cixous lists a set of binary oppositions “Activity/passivity,
Sun/Moon ... Father/Mother, Head/heart, Intelligible/sensitive, Logos/Pathos” and
poses the question as to where the place of woman in this binary system might be
(1988, p. 287). These couples are not neutral; rather one opposition overweighs the
other. Each couple “can be analyzed”, notes Moi, “as a hierarchy where the
‘feminine’ side is always seen as the negative, powerless instance.” (2002, p. 102).
These oppositions are, in one way or another, associated with femininity and
masculinity. To put it another way, the opposition of “man/woman” has underlain the

hierarchal binary system throughout the history (Cixous 1988, p. 287).

228 “gerdini wek kéli le derga weder xistiwe, billz&ki tengi ¢cespawi, bé qolli deberdaye, néw gedi bariktir

denwéné”.

229

“Zeri jinéki res esmer, kelleget, néw qged barik, sing qubey kél gerdine, she’et stk 0 reza xos, didane
sipiyekant le ser esmerey rengi sipitir le caw deden ... Zeri xog tas 0 bejin 0 bala cwane, malldar G pak

0 xawéne”.
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Most of these binary oppositions presented by Cixous could be found in
Zindexew. Activity/passivity, as Cixous remarks, “traditionally” comes up when
dealing with sexual difference (ibid. p. 288). All female characters in the novel are
demonstrated as passive in contrast with their male counterparts who take on an
active role in the political, intellectual, social, and economic realms. Amiri brings to
the fore some social, cultural, and familial constraints which have led to the female
characters’ suffering. Zohre and Eshref are two characters whose lives has been
ruined by some socio-familial factors over which they have no control. Eshref Xanim,
as we come to know from Azad’s perspective and comments on her, is not happy
with her marital life. Azad reads a deep and hidden sadness and frustration in her
eyes, her sighs, and the tears she drops. (pp. 64-65). However, she has accepted
her life as it is and passively puts up with it without doing anything to improve her
situation. Also, Zohre, Azad’s landlord’s daughter in Wirmé, is ashamed of her
mother who is a prostitute and suffers from loneliness as she spends the night at her
customers’ places. She finds herself completely helpless and doomed to failure in

her life. Her only hope is to wait for a prince to take her away with him and make her
happy. (pp. 192-3)

Another significant binary opposition separating men from women in Zindexew is
“‘head/emotions”. The second term in the dichotomy is associated with women,
presenting them as naturally inferior beings. In the novel, Amiri portrays Azad as a
cool, wise, respectable, and logical character in the novel but, on the other hand, the
female characters are presented as emotional, mysterious, and irrational. Meli, for
example, is head over heels in love with Azad. Her excessive love for him takes her
to the edge of madness. She is extremely suspicious and jealous of any woman,
stranger or relative. Early in the novel when Azad returns from his uncle’s place to
»230

his home, Meli is waiting for him there (p. 26). “She turned pale and looks angry,

as she is suspicious of Fewziye, Azad’s cousin, trying to steal his heart. Calmly,

230 «Zerd hellgerawe, we tres decge”
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Azad teases her and makes her more furious with his response when she asks what
he was doing in his uncle’s house for the whole afternoon: “I was with Miss Fewziye;
the cousins’ fates are entwined in the heavens. She blushes with anger and goes
into attack mode; she is about to grapple with me.” (ibid.).?** The novel abounds with
such scenes in which Azad behaves wisely, calmly, and patiently, while Meli,
controlled by her emotions, behaves irrationally and is easily irritated. She is
described as “wise” by Azad, the narrator, yet she cannot help her extreme jealousy
and impulsive nature, especially when it comes to her relationship with Azad. “l am
worried that her jealousy,” Azad says, it “affects her health. It seems that | have been
under her surveillance for a while.” (p. 118).2%2 However, this insanity is not
perceived as a big surprise by the narrator, and probably Amiri himself, as he does

not regard this behaviour very unusual in a woman.

Allocating the inferior place in the patriarchal binary system to women, however,
is not questioned by the female characters in Zindexew. Rather, we witness an
internalized self-humiliation. “This notion of female inferiority”, Pearce notes, “is held
by both sexes in a set of shared, but mostly unspoken, “beliefs” that women ... are
intellectually inferior, emotional rather than rational, primitive and childlike.” (1996, p.
27). At points in the novel Meli is treated like a child who needs some degrees of
control by Azad, his fiancé. Azad punishes her for the scandal she caused at the
wedding by ignoring and not speaking to her. Suffering from Azad’s ignorance of her,
she appeals to Daye Xeyal to intervene. Consequently Azad agrees to talk to her:
“[M]y feeling for you will not change, but only if you promise to be a bit wiser. Had it
not been for Daye Xeyal's sake, | wouldn’t have talked to you.” (p.168).%*® This is not
a relationship based on an equal footing: it seems to be more a parent-child
relationship in which the former resorts to punishment for the latter's sake. This

“le xizmet Fewziye xanimda bdm, ¢arey amozayan le asman lék birrawe. Sin sin hellgerawe, h’alleti
héris hénani heye, xerike angajim bé).

‘Lewe detrisim ew h’esldiye nexosi ka. Wewey decé leméj bé le jér cawedéri dabim.”

‘Min her Azadi caranim bew sertey tos kemék agqil bi. Daye Xeyal zori tika bo kirdi, dena bem
zGwane degelit ast nedebimewe.”
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parenting and protecting role is granted to Azad by his society and the families, as
presented and approved of in the novel. Meli’'s mother and Daye Xeyal, are content
when Azad slapped Meli on the back to exercise his power and control over her and
to stop her attending demonstrations and doing activities against the Shah (p. 204-5)
Likewise, Meli happily accepts Azad as her man and does not show any sign of
objection to the inferior place imposed upon her. All she wants is to have Azad, to
possess him; her world is confined to him. Her extreme love for him has led her to
teetering on the brink of paranoia, psychological imbalance, and behavioural

disorders.

As with the other novels examined in the previous chapters, the traditional
perception of love presented in Zindexew is rooted in Persian and Kurdish classical
poetry, itself under the influence of Greek thought. Of these Greek ideas on love, the
“passionate love” and a “theory of affinity” are utterly significant which makes the
warp and weft of classical Persian and Kurdish love poems.?** As | explained in the
previous chapter, “passionate love” is characterized by “lovesickness” which in its
extreme can lead to madness. Meli is afflicted with such a deadly love disease.
Unlike the other novels in this study in which the love disease is presented as a
gender-neutral phenomenon, Zindexew represents women to be the only sex

susceptible to lovesickness and its mental consequences.

24 1t is worth mentioning two quatrains from Sa‘di and Sarkhosh respectively to illustrate the point.

“Come, | am lovesick and desolate without you

Come and see how sick | am in this sorrow without you

At night | lament your absence, oh fairy-faced,

And when the morning comes, it is as if | am on fire without you.” (Sa‘di, cited in Curtis and Canby
2005, p. 50)

Sa‘di complains of the hardness and suffering of separation. Sarkhosh, on the other hand, registers a
moment in which love is bestowed upon the poet. Yet, this is the beginning of hard times for him:
“Love came, and away went patience and fortitude,

As did endurance and tranquility, comfort and sleep.

This flame of love set my heart on fire

This flood of love drowned me.” (Sarkhosh, cited in Curtis and Canby 2005, p.68)
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As discussed above, in Zindexew a binary system of thought underlies
representations of events, phenomena, and characters. Combining bravery,
manliness, and wisdom borrowed from the great men of older generation with
modern values, for example, of open-mindedness and egalitarianism, Amiri tries to
forge a modern ideal man in the personality of Azad. As such, this ideal man could
not be too emotional or infected with the love disease. Unlike the female characters,
the hero, Azad, is overly cool and sensible in his relationships with the opposite sex.
Apart from Meli, Fewziye, Esref, and Zohre are also interested in Azad but
throughout the novel, although they try hard to strike up a love relationship, he

rejects them all.

Amiri depicts the female figures as dependent, vulnerable, and emotional in all
aspects of life, generally, and in love and sexual relationships, specifically. Meli is
extremely emotional and unreasonable in her relationship with Azad. Perpetuating
suffering and never-ending jealousy are the consequences of her lovesickness which
has taken her to the edge of madness: “[J]ealousy has ruined Meli’s life ... I'm
worried that it makes her sick,” Azad says (p. 58).%*°> He is also concerned about her
excessive love for him: “| can read a perfect love in her eyes... For the first time |
have noticed that her love is different from mine, her love has crossed the line.” (p.
159).2% While Azad strives to live out his dreams of, for example, entering university,
earning knowledge, and contributing to improve the situation of his people in Iran, all
Meli’s dream is limited to Azad. Day and night she is thinking of him, dreaming of
and spying on him: “| want to be with you then [when Azad has achieved his
dreams],” Meli says to Azad, “be the topic of your poems, your stories. This
relationship satisfies my restless soul.” (pp. 116-117).2%" A relatively similar request
was made by another female character, Leyla, in Ballindekani Dem Ba. However,

there is a significant difference between them: Meli simply wants to be the topic of

‘H’esdT jiyani le Meli tall kirdwe ... detirsim tdsi nexosT bika”.

Xosewistiyéki tewaw de cawekanida hest dekem ... Bo hewell car tégeyitim xosewistl meli weki
27 “Demewé ewé demé ke renge diris nebé le penat bim. Sijey si‘rekanit bim. Rawkey girokekanit
bim. E ew blne wist 0 daxazi roh’i nesrewtly min dabin deka.”
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Azad’s poems while Leyla aspires to being a character in Mihreban’s stories. As a
topic of someone else’s poetry, Meli would be passive and without agency as she is
just there to inspire that person. On the other hand, being a character in someone’s
story indicates some degrees of agency and activeness, since the characters in any
story would be affected by, and at the same time, affect other characters and their

environment.

The “affinity of the soul” is another Greek idea about love that was adopted by
Islamic Philosophy (Ruymbeke, 2009, p. 357), and consequently the classical
literature of the Islamic territories. This theory overshadows the novels’
representation of love examined in this research. According to a myth, recounted by
Aristophanes in order to illustrate the “affinity of the soul” underlying the nature of
love, in the beginning human beings were in spherical forms with “four hands, four
legs, two identical faces upon a circular neck, and a single head that could turn in
opposite directions.” Having confidence in their power, they initiated a war against
the gods which ended in failure. Had it not been for Zeus’s intervention, they would
have completely been destroyed by the gods. However, this war did have ever-
lasting consequences for the primordial creatures: in order to “preclude the
possibility of future rebellions, he [Zeus] weakened the spherical beings by dividing
each of them in two.” Thence love was born as “each half yearned for the part from
which it had been severed... Ever since these prehistoric events, every human being
has been only half of himself, each forever seeking the opposite portion that would

make him whole again.” (Singer 1984, p. 51).

Under the influence of this theory, all of the Kurdish novelists in this research
have presented love as a unigue moment that only occurs once in one’s life. In other
words, they presume that each person has a lost half, like two pieces of a puzzle,
which can only be matched by that lost half. Mihreban in Ballindekani Dem Ba never
again fell in love because he had lost his half, Efsane, years ago when he left Iran. In
Siweyla, a couple of characters’ lives are significantly affected by this notion of love.
Ferhad in Temi Ser Xerend has been looking for Sirin since he was a child, when he
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was forcefully separated from her until the end of the novel when he had reached
adulthood. Daliya in Sari Mosiqare Sipyekan has been searching for her lost
beloved and willingly sacrifices all her life to reunite with him again. Amiri in
Zindexew, likewise, has adopted this discourse of love and as such the heroine in his
novel is affected by it. Meli is burning with love. Restlessly, she craves for reunion
with her lost half, Azad: “I just want you for myself,” Meli says to Azad, “want you to
be my eternal love. Only your presence can satisfy my restless soul.” (p. 118).%*® On
another occasion, when Azad asks her if she wants him to marry her, she replies:
“ninety nine per cent of marriages are contracted for instinct or lust; love might only

happen once in one’s life, and it doesn’t happen for everyone.” (p. 32).%%

Meli embodies this notion of love as an ascetic and sublime phenomenon not to
be contaminated by sensual desires. That is, Amiri formulates a sort of love more
similar to platonic love than romantic love. Unlike romanticism in which sex is not
separable from love, serving “as vehicle of merging,” in Plato’s view, “the coital union
is an interpenetration of bodies, not the mingling of properties.” (Singer 1984, p.65).
For Plato, represented by Aristophanes, “sex is a physical makeshift... Far from
being sexual, love is the search for the state of wholeness in which sex did not exist.”
(ibid. p. 52).2*° In the same way Amiri in Zindexew valorises spiritual love by letting
his novel’s heroine speak to Azad of her understanding of love without being
challenged by a different view on love. For Meli, love and sex could not coexist.
“‘Love is something else,” she remarks, “it will not even be ruined by death ... | can
kill the part related to instinct in me; but | can’t throw away the part that has rooted
deep in my heart, that is, love.” (p. 159).%*! Elsewhere in the novel she explains to

Azad the reason why she loves him so much: “Among your age-mates you are the

2% «“Tenya demewé hi min bi. ‘Esqi hemiseyi min bi. Roh’f serk&si min bem biine razi debé.”
Jyani hawbesi le seti newed G noy, gherizeye, hewese, ewin her carék renge pés bé, ewis bo
héndék kes, zor cari was heye her yekyan desité, ewitir be bay xeyallida naye.”

In Aristophanes’s myth love is “the yearning for one’s other half ... and this occurs before Zeus
moves the reproductive organs around to make sexual intercourse possible.” (Singer 1984, p.52)
241 «Xosewist stéki dikeye, tenanet merg natwané téki da ... Min ew besey gherizeye detwanim
dexomda bikojim, bellam ewey regf le dillim hallawe yani xosewisti, emeyanim pé firré nadré.
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only one capable of suppressing your lust. | want to strengthen that power too, to
overcome my lust, to control it ... | try to kill lust in me, even to stop you if you show

any sign of weakness against it.” (p. 117).24

This spiritual love presented in Zindexew, however, as discussed above, is
rooted in the Persian and Kurdish classical poetry and lyrical love songs of Kurdish
folklore, itself under the influence of old Greek myths on love. In the novel, for
example, Meli sings the Kurdish love song of Xec and Siaymend.?*® To her, true love
is a spiritual and “chaste love” in which one’s physical yearnings are suppressed.
The separation of love and sex, originating from a perception of them as two
oppositional entities, was also predominant in the pre-modern Arabic poetry. In it, as
As‘ad Khairallah notes, passionate love “has rarely concerned the body in an
outspoken manner. It is generally sublimated into a chaste love, leading to the denial
of sensual pleasures and ending in divine love.” (1995 p. 210).?** The love story of
Xec and Siyamend also presents the same notion of “chaste love”. Xec elopes with
Siyamend to the Sipan Mountain.?*> Despite being together on the mountain for a
month, they do not have any physical contact: “I have been with you for one month

7246

and a night/yet our wudu (ablution) has not been broken,”*™ says Siyamend to Xec

(p. 162). 2*" Meli calls herself Xec’s disciple when Azad, jokingly, suggests that they

42 «Tenya to de néw hawtemenekanitda hézi serkutkirdni hewesit heye. Minis demewé ew héze
dexomda beqewet kem. Beser gherizeda swar bim, le jér pémi ném ... min hewll dedem hewes
dexomda bikojim, tenanet eger to tast hatl ratgirim.”

243 Xec and Siyamend (or Siyabend) is a folkloric Kurdish lyrical love story sang by the singers called
beyt béj (those who sing beyt). Beyt is the name for a long narrative form, says Allison, “in most Sorani
areas and some Kurmaniji areas” (1996). Xec and Siyamend, as the title indicates, is a long narrative,
most of which is in verse, about two cousins who love each other. However, they decide to escape from
home as Xec’s brothers are against their marriage. They take refuge in the Sipan Mountain. One day
Siyamend heads out to hunt. During the hunt he is gored by an antelope and dies. Unable to bear this
tragedy, Xec commits suicide by jumping off the mountain.

2| ikewise, in the pre-modern Arabic poetry, passionate love, as Khairallah says, “has rarely
concerned the body in an outspoken manner. It is generally sublimated into a chaste love, leading to
the denial of sensual pleasures and ending in divine love.” (1995 p. 210)

245 Also called, Sipana Xelaté by the Kurds, it is a mountain in Turkish Kurdistan.

2% He means that they have not yet touched each other, as in Sunni Islam one’s wudu (ablution) is
nullified by having a physical contact with a stranger from the opposite sex.

47 “dezani mang G sewéke degell tom/destman her wa be desnwéje”.
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run away together. Following Xec, she claims: “My wudu won’t break even if we live

together in the mountains for one hundred years.” (p. 164).24

Yet Meli’'s emphasis on suppressing her physical yearnings does not seem to
arise from a genuine thought or a given philosophical perspective; rather, it
originates from her society defining an ideal girl, and lover, to be chaste and virgin
until she marries. Unlike her claim regarding love without marriage that was very
radical in Mahabad thirty five years ago, in which the story takes place, in practice

she is almost as conservative and traditional as other female character in the novel.

In Zindexew Amiri has created, more or less, a realist novel in terms of novelistic
form and structure and the representation of the characters and their environment.
As was the case with classical realist novels, and unlike the previous novels in this
study from Iranian Kurdistan which, following the mainstream modernist novels,
foregrounded the antagonism between the characters and their society, Zindexew
presents us with a world in which the characters are in tune with their community.
Although various languages and voices are present in the novel, they are not
orchestrated by Amiri in a way that creates a polyphonic novel, since the conflicts
between these languages and voices are resolved, in Waugh’s words, “through their
subordination to the dominant ‘voice’ of the omniscient, godlike author,” (1984, p. 6)
that is, Azad.

Amiri portrays an image of the ideal woman in the course of the novel. Meli and
Zeri, Azad’s beloved and H’'usén’s wife respectively, are the embodiment of physical
beauty, chastity, self-sacrifice, and great skills in housekeeping. Amiri has attempted
to characterize Meli, as representative of the young generation in the novel: modern,
more educated than previous generations and one who mobilizes women against the
Pahlavi regime during the political turmoil leading to 1979. Having said that, he

grants her a limited freedom the violation of which would endanger her very gender

248 «3ed salli tewaw lew kéwane pékewe bin, deznwéjim nagké.”
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identity, as discussed earlier. She has to act and behave properly as a woman in
order to fit into the Patriarchal definition of female subjectivity, that is, in Afsane
Najmabadi’s words, a “modern-yet-modest” image (1991, p. 49) and, be accepted by
others, both male and female characters. In other words, Amiri’s redefining of ideal
woman requires her to have a minimum of literacy, education, courage, and
intelligence. Yet these characteristic features have a complementary role in the
female characters’ subjectivity—unlike their male counterparts who are required, by
both male and female characters in the novel, to enjoy a good deal of those
characteristics. The primary features a woman needs to have are still those of the
previous generation, that is, self-sacrifice, submissiveness, patience, and

housekeeping.
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CHAPTER SEVEN

Conclusion

In this study | engaged in an exploration of the presentation of subjectivity in a
selection of Kurdish novels published in the twenty-first century. | also investigated
the new forms and modes of narration which emerged in the Kurdish novels in the
twenty-first century against an Iragi and Iranian Kurdistan historical backdrop.
Whereas the previous studies of Kurdish fiction in English language have mainly
emphasized national identity and have overlooked its literary and artistic elements,
the current research conducted a close textual analysis of form and content of the
selected novels in order to yield a deeper understanding of subjectivity. Studying
these novels, as is the case with any literary text, without taking into consideration
what formal features are utilized for a given content or ideological purpose, would

have failed to fully grasp the nuances and complexities of subjectivity.

To that end, this study opted to answer such questions as: what is the
relationship between the formal characteristics of the novels in this study and
subjectivity? How do they bridge aesthetics and political commitment and what is its
implication for national identity and subjectivity? What do these novels say about
gender and sexual differences? And how do the representations of male and female
sexuality constitute a gendered subijectivity in line with patriarchal values? This
chapter will discuss the findings of the thesis in three sections: an evaluation of the
theoretical approach of this thesis, a discussion of its general results, and an outline

of the major findings of each chapter.

This study, draws on narratology and Bakhtin’s theory of the novel, on the one
hand, and feminism, on the other, in its analysis of subjectivity in Kurdish novels. In

the light of narratology and Bakhtin’s theory, it has revealed that the formal structure,
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narrative techniques, and stylistic strategies directly affect subjectivity. Yet another
theoretical approach was needed to reveal the discursive formation of subjectivity.
Feminist theories of subjectivity were preferred to, for example, Lacanian
Psychoanalysis or Foucauldian discourse analysis, because the former not only,
formulates a theory of subjectivity, but also, in a greater scale than the latter, deals
with the cultural transformation of human subjectivity into a gendered subjectivity and

its consequences for both women and men.

A combination of Bakhtin’s theory of the novel and feminist criticism has
provided an effective analytic perspective for a better understanding of the
mechanism of subjectivity formation and its representation in the novelistic world of
the texts in this study. Both theories revolve around language: Bakhtin’s socio-
linguistic approach to literature lends itself to feminist criticism which, in its various
forms, is concerned with the role of language in marginalization and suppression of
women. His concepts of “dialogic”, “Heteroglossia”, and “polyphony”, as this
research has done, could be appropriated for a feminist analysis of subjectivity in
literature and other cultural manifestations. These concepts can be used to disrupt
the dominant patriarchal discourses as they emphasize the presence of multiple
voices and languages in an ostensibly unified language which, according to Bakhtin,

has to be reflected in any literary work in order to be truly polyphonic.

Drawing on feminist criticism and narratology and Bakhtinian theory, this study in
a close textual reading investigates subjectivity in Kurdish novelistic discourses. In all
examined novels in this study male characters are at the centre of the story and
they, or other male narrators, take on the narrative while female characters are
assigned a secondary role. As such, various issues from love to sex to Kurdish
nationalism are presented from a male perspective and for an implied male reader.
Except for Temi Ser Xerend, all novels discussed here opt to present a different
image of woman, a New Woman who is educated, participates in socio-political
activities, and has wishes of her own. However, with the exception of Ballindekant
Dem Ba, the rest of the novels substantially reproduce essentialist gendered
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subjectivity. They reinscribe the binary opposition which defines woman as man’s
“other”. In this hierarchical binary system women are allocated the inferior status:
they are described, for example, as caring, self-negating, emotional, and sexually
passive as opposed to supportive, independent, rational, and sexually active men. In
other words, these novels propose a “modern-yet-modest” woman. Whereas they
idealize traits like chastity and selflessness for women, Ballindekani Dem Ba adopts
a satirical tone towards the female characters’ selflessness and, hence, destabilizes
the patriarchal power structures by disrupting its binary opposition. Since no
discourse in this multi-voiced novel is granted an ultimate authority, a unique

opportunity is provided for marginalized feminine voices to be heard.

The various modes of writing and compositional strategies deployed by the
Kurdish novelists here, and Kurdish novel in general, are all modelled on European
or Latin American novelistic traditions. This might indicate the lack of an organic
relation between socio-political and economic circumstances of Kurdish society and
the formal techniques adopted by the Kurdish novels. But, on the contrary, the
broader socio-political context is determinant of the appeal of certain novelistic forms
for Kurdish writers at different historical periods. The close textual analysis of the
novels here has supported this argument: with radical socio-political changes in the
air, the Kurdish writers opted for new narrative techniques and modes of writing in
order to present the changing reality. That is the majority of them, to one degree or
another, found Victorian literary realism unable to convey the frustration of people or

individuals in a disintegrated society both in Iragi and Iranian Kurdistan after 1990s.

Except for Amiri’'s Zindexew which is set in the mid to the late seventies, the
other novels are mainly set in the nineties and the beginning of the twenty-first
century. whereas the late seventies was a time of new hopes, high ideals, and belief
in people’s agency and power to overthrow dictatorship, the nineties and the twenty-
first century in both Iranian and Iraqi Kurdistan is a period when the hopes are lost
and dreams are shattered. As such, there is an essential difference between
Zindexew and the other four novels here in terms of their representation of
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subjectivity. In Zindexew, Amiri presents a “traditional” view of subjects as unified,
fully self-conscious, at peace with themselves and in tune with their environment.
The novel’s reliable narrator, linear plot, and its realistic and optimistic tone, among
other formal characteristics, all contribute to convey the feeling of certainty,

familiarity, and harmony.

In stark contrast with Zindexew, the other four novels portray a Kurdish society
that has lost its high values due to disillusionment with Kurdish nationalist movement
in Iragi Kurdistan and frustration ensuing the suppression of Kurdish movement in
Iranian Kurdistan. The characters that these novels present are in disharmony with
their new environment and, accordingly, either become alienated and recluse, as is
the case with Temi Ser Xerend, Ballindekani Dem Ba, and Siweyla or heroically opt
to change the world, as Ali in Sarf Mosiqare Sipiyekan does. Having that said, these
novels have adopted different approaches to subjectivity. In Temi Ser Xerend the
protagonist, Ferhad, is a subject split between his ideal and real self. However, the
novel’s narration and linguistic strategies does not convey the protagonist’s split
subjectivity and it is only revealed through the story of the novel. Like Zindexew, Sari
Mosigare Sipiyekan reproduces a perception of subjectivity as unified, free, and
autonomous. The novel ostensibly sets out to dismantle its fictionality, narrative
strategies, and subjectivity, but closer inspection reveals that it reinscribes
essentialist versions of, among other things, language, art, truth, and subjectivity. On
the other hand, Ballindekani Dem Ba and Siweyla are crucially different from the
other novels in the sense that they have successfully adopted linguistic strategies
and narrative techniques to indicate the fragmented, multiple, and discursively
constructed nature of subjectivity. Both novels have adopted a fragmented and
unreliable narration with frequent shifts in perspective and voice in order to challenge
conventional perceptions of history, Kurdish nationalism, reality, and subjectivity and
instead convey fragmented subjects in search of meaning in an unfamiliar

environment.
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The year 1991, during which the Kurdish region in Iraq was established could be
regarded as the turning point in literary orientation in Iraqgi Kurdistan. Before long, the
Kurdish government not only failed to provide a different political system, but also
plunged into a devastating civil war. This failure affected the Iraqgi Kurdish novelists’
worldview and their perceptions of Kurdish nationalism and identity, which in turn,
was reflected in their works. Both of the novelists from Iragi Kurdistan, to one degree
or another, found the prevailing social realist or Victorian realist mode of writing
inadequate to portray the people’s disillusionment and frustration with Kurdish
nationalism and the identity crisis that ensued. While in Sari Mosiqare Sipyekan Ali
employs magical realism to present an alternative world, in Temi Ser Xerend,
Hassan deploys a realism transcended by metaphor and symbolism to expose the
corruption, backwardness, ignorance, authoritarianism, and constraining conventions

prevailing in the Kurdish society of Irag.

Ali’s magical realist novel, however, has two major flaws. First, the magic and
fantastic happenings in the novel are not presented in a “realist matter-of-fact”, which
makes them unbelievable for the reader. And second, instead of destabilizing the
status quo, that is typical of magical realist literature, it reproduces and reinforces the
already existing power structure in Iragi’s Kurdish society. It seems that Ali in Sari
Mosigare Sipiyekan has turned to magical realism to bridge the gap between political
commitment and aesthetics. To that end, he apparently fuses reality and fantasy to
present a surrealistic tragedy of genocide, displacement, and authoritarianism which
otherwise might have been impossible. However, not incorporating the magical
happenings into the everyday reality of Kurdish society, the novel has failed to
demonstrate the unspeakable sufferings of the Anfal genocide’s survivors and their

psychological trauma.

Sari Mosiqare Sipiyekan, is much less concerned with aesthetically rewriting of
the tragic history of Kurdish people in Iraqgi Kurdistan than praising Western art over
and over again througout the novel and, ironically, presenting it as the only “true” art.
Although the novel is narrated by an external narrator and a character-narrator, they
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are essentially one and the same voice and perspective and, thus, the novel does
not constitute polyphony. The characters are not treated as equal subjects who
stand on the same plane with their creator; rather they are merely vehicles serving
the author’s ideological position. The conflicts raised from the confrontation of
different voices and ideologies are resolved by their subordination to the dominant

voice and ideology of a god-like author.

Accordingly, the novel presents a monologic account of the crisis of Kurdish
nationalism and national identity ensuing the appalling corruption of the Kurdish
political parties which took control of Iragi Kurdistan after 1991 liberation. Ironically,
while accusing the political parties of betrayal and authoritarianism, what Sar?
Mosigare Sipiyekan offers as an alternative, is essentially authoritarian and
hierarchical. It reinforces the common belief in Kurdish society that a saviour hero is
needed to save Kurdistan and as such reproduces a social structure in which one
person stands above others. This dominating voice, no doubt, belongs to a
monologist male who also defines masculinity and femininity and determines the
nature of their relationship and their social status. The novel presents a stereotypical
image of woman as angel or demon. The angel woman in this novel is Daliya
Siracedin, a self-less being who sacrifices her wishes to fulfil those of others. On the
other hand, $Sanaz Selim is dehumanized into a devil only because she insists upon

having wishes and dreams of her own.

Unlike Sari Mosiqare Sipiyekan, Temi Ser Xerend resembles literary realism
stylistically and formally. Yet, at the same time, the presence of an anti-hero
alienated from society echoes modernist novels. Such mixture of realist and
modernist strategies and techniques is perhaps due to the specific socio-political
circumstances of Iraqi Kurdistan. For Hassan, unlike modernist writers such as Woolf
and Joyce, the world is not “a condition and experience” that is largely perceived and
modified by language. This, however, is not always the case; early in the novel,
Hassan creates unrealistic scenes and uses symbolism, for example, the galloping
horses which suddenly fall and die, to convey the obliterating civil war in Iraqi
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Kurdistan. Like realist writers, he uses language to “explore” and “communicate” the
tragic reality of Kurdish society that, in Morris words, “do exist ‘out there’ beyond
linguistic networks” (2004, p. 93). Thus, Temi Ser Xerend although bears a radical

socio-political viewpoint, it remains conservative in its treatment of language.

The novel severely criticizes the patriarchal and conservative culture dominating
Iragi Kurdish society during1980s and its totalitarian Kurdish political parties for
starting a civil war which had brought the newly established Kurdish region to the
brink of collapse in mid-nineties. The novel’s protagonist from the very young age
refuses to conform to social norms and traditional values as a result of which
receives the worst corporeal punishments meted out by his father and school
authorities. Over time, an unbridgeable gap is formed between him and his
environment which leads to his alienation. This heralds a literary shift in Iraqi
Kurdistan. Up until 1991, Kurdish novelists depicted a tenacious hero sacrificing his
life for his country, Kurdistan, and people. Soon after 1991 liberation, the Iragi Kurds
realized that all those sacrifices and heroic actions were betrayed by the ruling
Kurdish political parties. The Kurdish movement in Iragi Kurdistan, according to the
novel, not only failed to bring democracy, justice, and prosperity, but, due to the main
political parties’ authoritarian policies, made Kurdish society disintegrated and
“‘morally bankrupt”. As reflected in Temi Ser Xerend, this new environment left no
space for heroic actions and triggered a wave of frustration among people. Despite
linguistic, religious, and cultural parallels between Iragi and Iranian Kurdistan, there
are remarkable differences in terms of historical and socio-political circumstances,
which is largely connected to their hosting nation-states. These socio-political
differences between the two parts of Kurdistan could be traced in the form and

content of novels produced by the writers of each region.

After the short-lived republic of Mahabad (1945-1946), the Iranian revolution of
1979 is the most significant event in the modern history of Iranian Kurdistan. Most of
the Kurdish novels in Iranian Kurdistan (which except for Qazi’'s Pésmerge were all
written and published after 1990), in one way or another deal with Iranian revolution
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and its consequences for the Kurds in Iran. Of the novels written by Iranian Kurds
examined here all cover this historical period. Two of them tell the story of the people
whose life was affected by the revolution and the ensuing conflicts between the
Kurdish forces and central government. Unlike the earlier novels, these texts, with
varying degrees of breaking up, have taken on a more complicated structure and
abandoned simple realistic narration of the Kurdish people’s sufferings, heroism, and

romanticizing of their homeland.

Nahaee is one of the first Kurdish writers in Iranian Kurdistan who in his works,
both short story and novel, shows awareness of the power of “systems of
representation” in forming one’s perception of reality and constructing one’s sense of
self. In Ballindekani Dem Ba, he skilfully experiments with modernist and
postmodernist literary modes and techniques to convey the changing reality of
Kurdish society and to aesthetically express his political concerns. The novel deals
with and, at the same time, engages the reader in both epistemological and
ontological questions. To tackle the former, Nahaee in Ballindekani Dem Ba has
chosen a fragmented, incomplete, and unreliable narration, some of the defining
features of modernist novel, to convey the subjective experience of reality and the
fragmentation of Irani’s Kurdish society. At the same time, by laying bare the very
frame used to present the fictional world, he shows that the reality as we experience
it is always framed. The self-conscious, self-referential, or metafictional aspect of the
novel involves the reader in the process of meaning-making and raises questions
about the existence and nature of reality by violating the border between real and
fictional worlds. That said, in Ballindekant Dem Ba, Nahaee experiments with formal
features of literary modernism and postmodernism not merely for aesthetic reasons,
but also to express his social and political concerns regarding the current and future

condition of Kurdish society.

Nahaee’s attention to formal aspects in Ballindekani Dem Bath prevents it from
turning into a didactic or ideological novel and, thus, overtly and monologically
expressing political messages. On the contrary, using modernist and postmodernist
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formal techniques, he comes up with a new form in order to raise questions, for
instance, about women’s problems in the patriarchal Kurdish society, social justice,
nationalism, politics, and subjectivity. The novel, for example, criticizes the law for
not treating women as equal citizens and protecting their rights. As was the case in
Hassan’s Temi Ser Xerend, the protagonist in Ballindekani Dem Ba finds himself
alienated among people who have forgotten their sublime values and ideals and are
only concerned with their personal interests. While in Temi Ser Xerend and Sari
Mosigare Sipyekan authoritarian Kurdish parties in Iragi Kurdistan are to be blamed
for the failure of Kurdish nationalism, demise of values, and the collapse of Kurdish
society, in Ballindekani Dem Ba, disillusionment with Iranian 1979 revolution and the
suppress of Kurdish uprising by the new regime are presented as the main reasons
underlying people’s disbelief in their ideals which has, accordingly, resulted in the

disintegration of Kurdish society in Iran.

Likewise, Qawami’s Siweyla is concerned with 1979 revolution and its
consequences for Kurdish people in Iran. Like Nahaee, Qawami pays as much
attention to the formal aspect of his novel as to its content. He has deployed
modernist formal features and narrative technigues such as non-linear and disjointed
plot, frequent shifts in voice and perspective, and stream of consciousness to convey
the changing forms of human relationships and to reveal the inner life of characters.
It raises questions about Kurdish armed-struggle in Iran as an appropriate means to
achieve freedom and democracy. In dealing with these questions and other socio-
political concerns, except for gender and sexual relations, Qawami orchestrates
different voices, each holding its own ideology, without one dominating the others. In
other words, various voices in the novel enter into a dialogical relationship which

makes the novel polyphonic, in Bakhtinian sense.

While in Ballindekani Dem Ba, only the protagonist is presented as being
alienated from others and his environment, in Siweyla most of the characters are
demonstrated as being alienated and frustrated following the Iranian 1979 revolution
and the ensuing social, political, and environmental changes in Kurdish society.
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Although Qawami’s experiment with prototype modernist techniques in Siweyla has
led to a relativization of “truth” and a radical political viewpoint, it is not progressive in
presenting gendered identity, femininity and masculinity. The way sex and gender
are dealt with in this novel mostly reproduces and reinforces the traditional
conventions on masculinity and femininity which presents the man to be both socially
and sexually active and desiring and the woman passive in both. The myth of
superiority of masculine sex over female sex, as reinforced in Siweyla’s novelistic
discourse, is a significant factor in perpetuating the patriarchy and women’s

subordination.

The last novel under scrutiny in this study was Amiri’'s Zindexew from Iranian
Kurdistan. There is a big difference between this novel and the other two works from
this region in terms of form. Unlike them and similar to Temi Ser Xerend, it enjoys a
well-organized structure, cause-and-effective narration, and a reliable and
trustworthy point of view. Having that said, the realism in Zindexew, in comparison
with earlier Kurdish realist texts, including his own works, is more complicated and
aesthetic as it has engaged in formal experimentation and symbolism. At times the
novel suffers from its overtly political and ideological messages; yet, at other times,
using symbolism and formal innovation, it skilfully raises questions over the
privileges or discriminations based on ethnicity or nationality and dramatizes the oral
stories of Mahabd region.

Whereas the other novels from Iranian Kurdistan in this study deal with 1979
revolution and its aftermath, Zindexew only covers the last years and months leading
to it. That is, as reflected in the novel, a period when a great number of people were
politically active and determined to overthrow Shah whom they assumed to be the
main impediment in the way of establishing freedom, social justice, and the right to
self-determination. The realist form of Zindexew — in stark contrast with Ballindekant
Dem Ba and Siweyla — constitutes a “stable” and “certain” world in which the
individual is in tune with the social whole. Furthermore, within this familiar world the
traditional and normative masculine and feminine subjectivities are (re)constructed.
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Essentialist ideal masculinity and femininity are discursively constituted in the
novelistic discourse of Zindexew. The characteristic features of an ideal man mainly
relates to his deeds, actions, and thoughts, while an ideal woman first and foremost
requires some degree of physical beauty and household skills. The traits of bravery,
wisdom, and authority are highly recommended for a man which bring him political
power and higher social status. On the other hand, chastity, shyness,
submissiveness, physical beauty, and self-abnegation, according to the novel, are
what an ideal woman needs which confines her to the domestic space and keeps her

away from the sources of power.

For most part of the twentieth century, the unfavourable socio-political and
economic circumstances made it difficult for Kurdish writers to write novel and yet
more difficult to get published. When the very existence of Kurdish language and
culture was in danger, writing and publishing novel, regardless of its literary quality,
was a great achievement. The last decade of twentieth century witnessed an
unprecedented boom in the number of Kurdish novels published. More significantly,
as the situation had remarkably improved, especially in Iragi Kurdistan and to a
lesser extent in Iranian Kurdistan, Kurdish writers started to experiment with new
forms and innovative techniques. Attention to the formal aspect of novel came to its
zenith by the turn of the century. | have shown that the contemporary Kurdish
novelists in this study have opted to bridge their aesthetic needs and political
concerns. In a close textual analysis of these works, | have examined their formal
aspects and their implication for subjectivity, followed by a discursive analysis of

subjectivity in their novelistic world.

This thesis has shed light on the modes of subjectivity in contemporary Sorani
Kurdish novels from Iragi and Iranian Kurdistan, yet there are many aspects of
Kurdish novels in need of investigation which can deepen our understanding of
subjectivity in Kurdish novels. For instance, a study of Kurdish novel, including
Sorani and Kurmaniji texts, from its emergence to present and an examination of its
formal and thematic evolution is a gap that needs to be filled in the future. While |
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have examined gendered identity in contemporary novels, extensive studies of
gender in Kurdish literature, poetry (classical and modern), fiction, and theatre, is
needed. Examining gender in Kurdish literature will shed light on the role of literature
in reinforcing or challenging the patriarchal discourse and will uncover the literary
representation of women and men in various gene over time. Furthermore, due to
the scope of this study | had to limit myself to the contemporary Sorani Kurdish
novels from Iraqi and Iranian Kurdistan. A comparative study of novels from all parts
of Kurdistan, in both dialects of Sorani and Kurmaniji, would also uncover their formal
and thematic specificity and the relationship between each region’s socio-political
circumstances and the modes of subjectivity presented in the novels from that

region.
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