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Abstract

The comparative study tries to find the common points in two different anthors’ works and in this kind of studying so many other
common but the bidden points may be revealed.postwar literature is somehow one of the best literary genres for finding the common
Sactors and features that the poets have tried to present in their works elements such as desire to be winner, cruelty, inhumanity, and
absurdity of the war. The Iranian poet late Qaisar Aminpour(1961-2007) and Yusef Komunyakaa ( 1947) from Bogalusa,
Louisiana, are among the great American and Iranian poets whose works so many times bave been interpreted and analyzed. The
[finding the outstanding and the most important points and themes in the postwar poems of these two poets is the main aim of this
literary comparative study.

Keywords: Comparative study, postwar literature, Komunyakaa, Aminponr.

Introduction
The Impact of Internet Banking on Financial Performance: The Case of French Banks

The eight-year war, years of the Holy Defense were not the only great position for Islamic soldiers on the
right-against-wrong fronts; because alongside them, the cultural community, and especially the poets, had
a different but equally effective weapon in their hands, and it was the pen. The contemporary history of
Iran is full of resistance, self-sacrifice and stability in the path of freedom and liberty of Iran, which was
suddenly attacked by Iraq’s regime, was tied to the most important mission of revolutionary literature and
the most influential current of those years, the poetry of the revolution.

Qaisar Aminpour

The Iranian poet, Qaisar Aminpour (1961-2007) is known as one of the best of the holy defense literature
writer , who with his brilliant works and magical pen, sang in the recording of the holy defense and eight-
year imposed war and the following years with such concepts as emotion, commitment, love, ideal and
peace, proved his great talent in this field . He is as one of the guides of the right path of the flow of holy
defense poetry forever in the history of our country's literature. Aminpour was a contemporary and
influential poet whose belief in the identity of the revolutionary people on the one hand and his
commitment to the epic creation of Islamic warriors on the fronts of right against wrong on the other,
caused passivity to be forgotten along with literature.

By composing the poetry of the Eight-Year War, he made the epic of the Holy Defense and the years that
followed with the nature of a poem about the war on the Iranian literature forever will be everlasting. In
tulfilling his mission and ideal, Aminpour was one of the poets who on the fronts of right against wrong,
he whispered the passion of epic and hope for the heroes, and the fire of love for the full support of the
people. To keep alive the people of the revolution and this land who sacrificed their lives for the freedom
and liberty of Iran.Perhaps the best word to describe Qaisar Aminpour’s image of as a poet of holy defense
is in Morteza Kakhi’s words as a literary critics and friends of Qaisar Aminpour, where he called Aminpour
the king of war poets. But besides the fact that we can call the emperor without any doubt the king of war
poets; We cannot simply ignore the fact that in the most epic and martial poems of Aminpout's holy
defense/ war literature, the bright colors of peace can also be observed and in a way he can also be called
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a poet of peace. In fact, Aminpout's poetry from two angles of idealism and commitment undoubtedly
made it possible to create a flow of holy defense/war literature.

Aminpout's poems, like those of his companions in this age and time, had a clear and unequivocal view to
reflect and increase the enthusiasm and motivation among the soldiers on the one hand and on the other
hand among the youth and men who in the form of popular forces and Basij consciously and with a sublime
ideal. For this reason, Aminpout's poems in the first years of the epic of the eight years of the holy
defense/war literature, using a sharp rhythm, a clear and passionate language, were close. Like one of his
masterpieces that he wrote:

Suddenly, they proudly attacked

They drove the tornado around

They washed the earth overnight with blood
They raised their swords to the sky
They kept their promise and left
They left but always stayed

In the face of this sonnet, every audience is confronted with more masculine men than any interpreter and
exponent of the concept of masculinity who, with a steely spirit, a loving heart and a fearless secret, had
only one goal in order to stay on the path of their country's honor. He was referring to a land that has
always been tied to the freedom of Iran and Iranians. For this reason, in many poems of the first years of
Aminpout's poetry in line with the era of holy defense, we rarely see the first-person narrative and "personal
self” of the poet, and he tries to express the concept of resistance through his poetic art and aesthetic look.
Interpret the epic this time in the coming together of Iran and Iranians for the victory of the right over

darkness in the form of "becoming us".

Qaisar Aminpour has left us many works in the form of books, which are the most important collections
of poems that have been published in the field of holy defense poetry:

I wanted to
Say a poem about war
I can not see
I no longer have the pen of my heart
1 said :

The pens must be dropped
Cold weapons are no longer effective
A sharper weapon must be picked up

A must for war
I read from the batrel of the gun

- With the word bullet —
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I wanted to
Say a poem about war
A poem for my city - Dezful —
I saw the word "missile"
Should be used
But
Rocket
The beauty of my words diminishes
I said that my poem is incomplete
Which is not better than city houses
Leave my poem too
Because people's earthen houses
Be crushed and bloody
It must be said that it is an earthy and bloody
poem I have to recite the poem of anger
Eloquent poetry shout —
Although unfinished ...
Wartime poetry is the poetry of passion and motivation. The poetry of holy defense has had its ups and
downs. " Aminpour " like other poets of this path, at the beginning of the path, considered creating
enthusiasm and motivation among the youth to rush to the front lines of war. As his poetic duty and using
his accurate knowledge of the rhythm of words, found his way in this Smoothed the route:
Suddenly, they proudly attacked
They drove the tornado around
They washed the earth overnight with blood
They raised their swords to the sky
They kept their promise and left
They left but always stayed (Aminpour, 1989: p. 41)
In these sonnets, the poet speaks of a one-handed and fearless group, a group that have united to achieve
their goal. In such poems, usually "I am personal” is not very important and is seen only in the position of
moving to "us".

Yusef Komunyakaa
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Yusef Komunyakaa (1947) from Bogalusa, Louisiana, a poor and impoverished neighborhood in the Deep
South which was full of poetically inspirational nature, yet dominated by a "Calvinist work .ethic" . He spent
his childhood surrounded by people who believed if they worked hard enough, they would get ahead in the
"American Dream" . Although this ideology often caused conflict between the intellectually driven
Komunyakaa and his carpenter father, the writer uses many childhood experiences to inform his work.
Familial relationships, his maturation in a rural Southern community, and the musical environment afforded
by the close proximity of the blues and jazz center in New Orleans provided inspiration for much of his
poetry, including some of those written about his experiences in the Vietnam War. Komunyakaa vividly
evokes his childhood in Bogalusa, Louisiana, once a center of Klan activity, and later a focus of Civil Rights
efforts.

Reports of the War back in the States often left Black soldiers feeling invisible or at least unimportant to
America's effort overseas. According to one correspondent's writing about Vietnam, "Anyone with white
skin caught outside protected areas after datk is courting hortible death".

In spring of 1984, fourteen years after Komunyakaa's participation in the Vietham War, the poet began
renovations on an old house in New Orleans. While removing layers of plaster to uncover the house's
original oak walls, Komunyakaa suddenly became inspired by this metaphotical "peeling away," as
previously suppressed images of war surfaced in his mind. With the humid Louisiana air as a backdrop,
Komunyakaa descended his ladder and gave instantaneous birth to the poems "Somewhere Near Phu Bai,"
"Statlight Scope Myopia," and "Missing in Action." Although Komunyakaa had begun writing during his
tour of duty in Vietnam, it took the author almost a decade and a half before his memories of War became
lyrical subject matter that he could transcribe onto paper. Komunyakaa had suppressed these violent
images. In "Control is the Mainspring," he writes, “I had purposefully evaded Vietnam related literature
and had seen only one 'Vietnham Wat' movie" (Blue Notes 14). Like other survivors of the War,
Komunyakaa spent years trying to forget the traumatic events he experienced during his time in the military.
Ironically, in the years since 1984, he's done his best to make himself and other people remember.

This experience allowed Komunyakaa to master a journalistic style which he would later use in poetic efforts
to assess objectively the time he spent engaged in warfare.

For Komunyakaa, it took fourteen years to "get down to the guts of the thing" and begin writing poetty
about the Vietnam War. However, this poet, however is not alone in his struggle with violent wartime
material. Literary critics have often cited the difficulty of assimilating the Vietnam War into poetry. Jeffery
Walsh, for example, has argued that "poetry of a traditional kind has proved inappropriate to communicate
the character of the Vietnam War, its remoteness, its jargonised recapitulations, its seeming imperviousness
to aesthetics”" (Walsh 204). In "Untitled Blues," Komunyakaa catches himself trying to "look into the
eyes/of the photo, of a black boy/ behind a laughing white mask" (3-5). When asked about the prevalence
of racial psychological watfare in an interview with William Baer, Komunyakaa responded:" . . . the Civil
Rights Movement was going forward back home, along with the anti-war movement. So the problem was
very much alive for the black Gis, and there was always a discourse" . A black GI in the historical narrative
The Courageous and The Proud claims: Our mighty [white] leaders talk about patriotism, which is supposed
to be the foundation stone of our nation. But those leaders can't understand that there is a lot of unrest
among Negro people because of their treatment in America ... how am I, as a Negro, supposed to feel about
going to a place whete I got a good chance of not coming back, and if I do get back, I'm still treated like a
second-class citizen? Whereas the previous poets had challenged the abstractions of the War with the
personal experience of racism at home, Yusef Komunyakaa had to begin with the experience of the Vietnam
War as well. Like Komunyakaa, most soldiers who fought in the Vietnam War came from lowermiddle and
working-class families. Although the war in Vietnam was presented as necessary for the national interest,
comparatively few men from other social classes were forced to fight it. Those who served in Vietnam
between 1965 and 1969 were America's "expendables” (Polner 162). Under the conditions of War,
Komunyakaa claims that racial distinctions become blurred.

"You are only trying to stay alive.
You're going to try to protect your fellow soldiers,
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black or white" (Baer 3).

This statement proved true in the heat of the battle, yet racial division and discrimination still occurred in
the private lives of soldiers.

The poem "Tu Do Street" focuses on this dual theme of segregation and intimacy shared by white and
Black Americans fighting in Vietnam. He begins the poem, "Music divides the evening" (1). This division,
this sense of separation, exists not only between the musical tastes of black and white soldiers, but between
wartime enemies as well. Komunyakaa shows this "division" to be a biased racial attitude that soldiers have
carried with them to Vietnam. Although "Tu Do Street" alludes to a potential "brotherhood" between
Caucasian and African American soldiers, it places Vietnamese prostitutes, not the sharing of near-death
experiences, at the root of the soldiers' integration. As these men enter private rooms with the women, they
too seek a womb-like place of protection and security. The poet emphasizes lines drawn and broken,
creating a lyrical maze that fantastically leads American soldiers underground quite possibly with the Viet
Cong and prostitutes, while sensibly leading them back home with each other. According to Vietnam and
Black America, this segregation was not at all uncommon. "Black soldiets, attracted by common music,
language, or hate, live when they can in black hootches and spend their off-duty time together in black
dominated 'soul' bars" . The prominence of Black nightclubs and African Americans' desire for a sense of
their own identity appears again in Komunyakaa's poetry, namely, "Hanoi Hannah." Employing every tactic
available to them to undermine the morale of the American troops, the North Vietnamese employed this
female radio DJ to produce homesickness by specifically playing black music and commenting on the irony
of African Americans' fight in Vietnam, a dual strategy captured by the poet:

Ray Chatles! His voice
Calls from waist-high grass,
& we duck behind gray sandbags.
"Hello, Soul Brothers. Yeah, Georgia's also on my mind."
"You're dead as King today in Memphis.”...
"It's Saturday night in the States. ...
Soul Brothers, what you dying' for?" (1-3, 21-22, 27)

This question, asked by Hannah in fluent Black English, preys upon African-American soldiers' ambiguous
position in the war.

In reference to "Hanoi Hannah," Kevin Stein writes: [IKomunyakaa's] poems become politically charged,
though always understated, as he offers a black American's perspective on psychological warfare strategies
that accentuate racial division. ( 6) 44 Like many of the writers of the Black Arts Movement, Komunyakaa
feels guilt about the Vietnam War and sees the necessity of political and social change in America. However,
he believes that what is needed to accomplish this change is no longer an explicit challenge to white
authority shocked by confrontation but instead lyrical sensitivity. The fact that Komunyakaa waited almost
two decades to publish poems on Vietnam differentiates him not only from other veteran poets but also
from the Black activist poets of the late 1960s and eatly seventies.

According to Richard K. Barksdale: . . . in some of the poetry of recent young Black writers there is a broad
humanistic concern that breaks through the cloud-cover of confrontation rhetoric to pin-point the evils of
the times, to subject these to trenchant political analysis, and to pronounce their desperate remedies for
mankind's moral and spiritual salvation. (Modem Black Poets 161) Certainly, Black soldiers remember
Vietnam differently than their white counterparts. The Confederate flags that fly in "Re-creating the Scene”
and the Viet Cong leaflets that read "VC didn 't kill Martin Luther King' in "Report from a Skull's Diorama"
provide visual representations of what it must have been like for an African American in the War.
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Aware of the hypocrisy of treating the Vietnamese as both enemies and lovers, Komunyakaa compares the
actions of the American soldiers with those of the Biblical character, Judas. According to Vietnam and
Black America, this segregation was not at all uncommon. "Black soldiers, attracted by common music,
language, or hate, live when they can in black hootches and spend their off-duty time together in black
dominated 'soul' bats" (213). 43 The prominence of Black nightclubs and African Americans' desire for a
sense of their own identity appears again in Komunyakaa's poetry, namely, "Hanoi Hannah."

Statement Of the Problem

The post/war literature is one of the divisions that in all of the world in different division and subdivisions
have been reflected and this reflections were mirrors for soldiers and refuges pains, and suffering. The
comparative literature tries to show the similarities and differences of emotions and sensation that witnesses
of the wars (soldiers and refugees). Iranian eight years Holy Defense (The first Persian Gulf war or as it is
known as the Imposed War) was a great source of inspiration for the Iranian poets to show Iranians’
innocence and loneliness at the front of universal imperialism. The Vietnam War also shows Vietnam’s
sinless and innocent people who tried to protect themselves against invaders. Aminpour's and Yusef
Komunyakaa poetry try to be a epic like resistance that Iranians and Vietnams had against the invaders.

What African American participation in the Vietnam War really meant. Yusef Komunyakaa, writing from
a veteran's perspective almost two decades later, showed how the Vietnam War both blurred and
emphasized the racial divisions between Black and white soldiers, along with the Vietnamese people
themselves. Komunyakaa implies that the discrimination of Black Americans was not only initiated by
whites, but also influenced the Vietnamese civilians whose rights they tried to defend. In "To Du Street,"
the female Vietnamese bartender doesn't know if she should serve a drink to Komunyakaa because he is
Black. Just as many former American presidents had done, she “skirts each white face for approval" (13)
before accepting Yusef as deserving of her service. The possibility remains, however, that her biased actions
stemmed from Vietnamese culture itself.

Research Questions

What are the similarities of post/war literary works?

How the effects and problems of post/war have been reflected in poetries?
Conclusion

Komunyakaa's poetry mostly resists the need for words to act as "fists" and "daggers." Instead of proposing
the violent overthrow of white racist government and suggesting the moral superiority of Black suffering
as the call to explicit direct political action, Komunyakaa's poems lean more towards the philosophy of
integration, peace, and equality. Although Komunyakaa undeniably addresses the issues of racial
opptession, much of his work portrays nature itself as a brutal yet beautiful force and questions the ability
of humans to acknowledge that natural duality, the capacity to create beauty and the capacity for brutal
destruction, within themselves.

By using literary techniques unique to the Black Aesthetic and the Black Arts Movement of the 1960s, these
poets lyrically showed how Black involvement in the War aided the dominant white culture in its attempt
for racial genocide. While Baraka related the oppressed condition of the African American to that of
oppression in Third World countries, Nikki Giovanni wrote to prove that the War was a waste of Black
youth that could better be used in the struggle for Civil Rights in the United States.

Aminpour portrayed the objectivity and reality of society. Especially for the adolescent and young
generation who in those years were either not born yet or if they were born at a young age did not have
memories, and mentality of those years. So this time, in order to keep alive the eight-year epic of the Holy
Defense, the mission of the poets was to educate a generation to be one of their most important role
models; May there be fathers, mothers and the past who simply lost their lives and worked hard to establish
Iran. Aminpout's pen, along with his always honesty with poetty, began to create hope and reflect on epics
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that evoke concepts such as self-sacrifice, martyrdom, perseverance and resistance. The concepts that the
teenagers and young people of the post-war years were supposed to depict in the shadow of fear of rain
rockets and escape from the red sirens

While many writers of the 1940s called for an end to "race-consciousness" in African American poetry
(Bibby 40), the Black Arts Poets of the 1960s reclaimed the right to express, with artistic pride, their
Blackness. Their images, language, and subjects were cast in ways that appropriated the discourses of
liberation and revolution generated through the U.S. intervention in Vietnam. Undoubtedly, the works of
Baraka, and Giovanni used this "blackness" as both a cultural and physical sign synonymous with corrosive
power aiming to destabilize the legacy of white dominance. Along with Yusef Komunyakaa, who wrote
about the war from a veteran's perspective almost two decades later, these poets linked themselves with the
Vietnamese people on the common basis of dark skin and the experience of racial oppression. They
portrayed this "epidermal difference” as the factor connecting all people of color subjecting them to
oppression by white U.S. imperialism. Peter X articulates this position in Black Vanguard:

Black is the basic of all colots; all colors come from black. White is the absence of color - no color. If the
persons who are blond and light-skinned, brunette and dark-skinned, or red-haired and freckled can call
themselves white, why can't we, who ate black, brown, yellow, and red call ourselves black? Komunyakaa
undoubtedly felt the influence of Baraka, Giovanni, and other anti-Vietnam War poets of the Black Arts
Movement. However, Komunyakaa chooses to leave his militancy in the jungles of Vietnam, and captures
the patticipation of Black soldiers of the Vietnam War through a personal, veteran's perspective. While his
comparison of the Vietnamese woman with "a tom water flower" will probably not stop the United States
from entering another brutal conflict, its image imprints itself upon minds and asks readers to continue to
question the traditional concept of"'enemy."
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