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INTERPRETATION AND UNDERSTANDING OF
THE TEXT IN THE TRANSLATION OF PERSIAN POETRY

The concept of interpretation is understood in different ways and used in logic, everyday speech and
in literary communication. In the most general representation, interpretation is the disclosure of meaning,
the clarification of a text. The literary text is untranslatable from the point of view of one-to-one correspon-
dence: its linguistic elements can not be objectively replaced by analogous elements of the translating
language because of the structural and functional relativity of the linguistic sign, since in different languages
the sign relations do not coincide, and therefore the literary functions of these relations. The given paper is
belonged to the problems of interpretation and understanding while translating persian poetry.

Key words: text, literature, Persian literature, Persian poetry, interpretation, interpretation problems.

Kbiabip T.E.", MyxaH6eTKkaAneBa A.?

th.F.K., aoueHT, an-Dapabu atbiHAarbl Kasak, yATTbIK, yHUBEpCHUTETI,
KasakcraH, Aamarbl K., e-mail: qydyr.torali@gmail.com
2marucTpaHT, oa-Papabu atbiHAarbl Kasak, yATTbIK YHUBEPCUTETI,
KasakcTaH, AAamartbl K., e-mail: m.aktoty@gmail.com

Mapcbl N033UACHIH ayAapy Ke3iHAe MATiHHIH, TaAAay XOHe TYCiIHY MaceAeAepi

TyCiHAIPY YFbIMbl AOTMKA, KYHAEAIKTI COAey MeH KepKeM KOMMYHMKaLMsSAQ 8PTYPAI TYCiHAIpiAeAi
>KOHE KOAAAHbIAAAbI. TYCIHAIPYAIH HEFYPABIM >KaArbl KOPIHICi - BYA KaHAaM Aa 6ip MOTIHHIH MBHIH auly,
TYCIHAIPY. Kepkem MaTiHAI GipbiHFai COMKECTIK TyPFbIChbIHAH ayAAapPMaiMbI3: TIAAIK SIAEMEHTTEpP TiA-
AIK GEATIHIH KYPbIABIMABIK-(DYHKLMOHAAADIK, KATbICTbIAbIFbIHA GaiAAHbICTbI ayAAPbIAATBIH TIAAIH YKCaC
SAEMEHTTEepPiIMeH OObEKTMBTI TYPAE aAMACTbIPbIAMAMAbBI, 6MTKEHI 8p TIAAE TIAAIK KaTblHAacTap Con-
KeC KeAMenAi, aAemek, kebiHece ByA KaTbiHACTAPAbIH, KOPKEMAIK (DYHKLMSAAPbI Ad COMKEC KEAMEMAI.
ATaAMbILL MAKAAAQ MAPChl MO33UChIH ayAapy 6apbiCbIHAA TYCiHY >KOHE TaAAQY MOCEAEC] 3EPTTEATEH.

Ty#in cesaep: MaTiH, 8Ae6MeT, Napcbl 9AEOMETI, NapChl MO33MSChI, ayAaPMa, ayAapMa MOCEAEAEPI.

Kbiabip T.E.", MyxaH6eTkaaneBa A.A.?

K..H., AoueHT, Kazaxckuil HaUMOHaAbHbBIN YHUBEPCUTET UM. aab-Dapabm,
KasaxcTtaH, r. AAmaTtbl, e-mail: qydyr.torali@gmail.com
2MarmcTpaHT, Kazaxckuil HauMOHaAbHbBIA YHUBEPCUTET UM. aab-Dapabm,
KasaxcraH, r. AAmaTbl, e-mail: m.aktoty@gmail.com

MHTepnpeTau,ml U MOHUMaHHE TEKCTa B NMepeBoAE ﬂepCMACKOﬁ nos3un

[MoHsITHE MHTEPMPETALMM MO-PA3HOMY MOHMMAETCS M UCMOAb3YETCS B AOTHKE, OObIAEHHOM peun u
B XYAO>ECTBEHHON KOMMYHMKaumu. B Hanboaee o6LiemM NpeACTaBAEHWM MHTEPrpeTaums — 3TO pack-
PbITHE CMbICAQ, Pa3bICHEHME KAaKOro-AMGO TEKCTA. XyAOXKECTBEHHbIN TEKCT HEMEPEBOAMM C TOUKM 3pe-
HWSI OAHO3HAYHOTO COOTBETCTBMS: €r0 S3bIKOBbIE SAEMEHTbI HE MOTYT ObITb OGBHEKTMBHO 3aMeLLEeHbl
AQHAAOTMYHBIMU DAEMEHTaMM MEPEBOASLLETO S3bIKa B CUAY CTPYKTYPHO-(PYHKLMOHAABHOM OTHOCUTEAb-
HOCTU $I3bIKOBOTO 3HaKa, MOCKOAbKY B Pa3HbIX s13blkax 3HAKOBblE OTHOLLEHUS HE COBMAAAIOT, @ 3HAUUT,
yalle BCEro He COBMaAAIOT M XYAOXKECTBEHHbIE (PYHKLMMU STUX OTHOLIEHWIA. AaHHAs CTaTbs OXBaTbiBaeT
npo6emy MOHATUS M MHTEPMPETALMK NPU NEPEBOAE MEPCUACKOA MOI3UM.

KAloueBble cAOBa: TEKCT, AMTepaTypa, MepCUMACKas AUTEPATYpa, NMepCUACKasl Mo33us, NMepeBoA,
Npo6AEMbI MEPEBOAA.

© 2018 Al-Farabi Kazakh National University



Interpretation and Understanding of the Text in the Translation of Persian Poetry

The literary texts tell us something about a real
or fictional world. If we evaluate this message in
terms of logical analysis, the carrier components of
the literary text are special kinds of figurative con-
cepts. We will understand the conceptual system of
judgments and notions about the essential and par-
ticular attributes and properties of an object in the
real world. In stereotypical logical analysis, the con-
cept is formed as a distraction from the real image,
the result of reflection, the sequence of judgments
and other analysis procedures. The logic of the liter-
ary text is that in it the concept is presented not as a
sum of logical conclusions (an expanded representa-
tion), but in the form of an entire literary image (a
folded view), which we propose to consider a figura-
tive concept. (Baker M.. 2009: 138)

If the main function of literary translation is to
consider the creation of a foreign-like similarity
to an original work that meets the requirements of
readers, then in essence, literary translation is a kind
of interpretation, interpretation of the source text.

A characteristic example of the problem of the
discrepancy between literary functions is rhyme:
it is impossible to keep the same words in the
position of rhyme in the translation, but since the
rhyme itself must be translated, it is formed by
other words, which means that in the translated text
there are emotionally distinguished other figurative
meanings, being put in a strong position of sound
similarity. This change of semantic positions
inevitably entails a change in the general literary
function. The translator only remains that to try to
pick up rhymes, as close as possible to the original,
but some sense distance will inevitably persist.

The literary function of a linguistic sign or of a
whole system of signs constituting the source text
goes far beyond the text itself and in many cases
requires multilateral knowledge, the experience of
“long reading” and intuition, pre-thinking. In the
case of literary translation, the situation is further
complicated by the fact that the interpreter needs not
only an understanding of the original meaning, but
also the ability to reproduce it in another language,
that is, in effect, create foreign language conditions
in which a similar literary function of the linguistic
sign is manifested.

The first objective condition for translating
a literary text is that the translator reproduces not
only and not so much the linguistic signs composing
this text as their individual and cumulative literary
functions.

For example, a non-rhyming pair of words (let
it be glove - love) is translated, but a function of
sound similarity: it can be a rhyme - in a culture

that knows the rhyme tradition, or alliteration - in a
culture in which the main kind of sound similarity
is alliteration. If the attention of the translator is
not directed to the rhyme itself, but to a couple of
words that are included in it under the conditions
of sound similarity, then in a Russian translation
such a pair consists of the words “glove - love”,
not related by sound similarity, and therefore not
transmitting initial information about the nature of
the sound ordering of the text. (Baker M., 2009:
309)

Translated text, built on the principle of verbal
similarity, becomes less orderly and thus loses the
status of an equivalent to the source text. Of course,
in this case, some semantic losses are practically
unavoidable: a pair of words marked in thyme in the
original text carries an additional literary function,
opposing not only the sounds, but also the meaning.
In part, this function is recoverable by looking for
a similar or similar pair in the target language in
the target language. It is in such situations that the
character of the interpreter’s co-creation is most
clearly manifested. Orientation for an interpreter
can be the selection of the main word in a rhyming
couple. For example, in our case this word can be
“glove” then we will look for a rhyme to the word
“glove” or to its case forms (it can be assumed
that the word “mitten” does not fit into the general
figurative concept of “glove - love”). (Baker M.,
2009: 312)

The initial function can be an opening
for a transferring culture - and thus serve the
purposes of literary and literary development
of this culture. Some of the forms brought into
it by means of translation creativity later turned
out to be very productive, for they organically
intertwined with the possibilities of the persian
language, the interests of the literary society and
the needs of the reader. This was the fate of the
iamb, which came with poetic translations from
Germanic languages: iambic dimensions became
very popular for a long time in the original Persian
poetry. Other translation experiments were tied
to a narrow category of texts, for example the
Persian semblance of a hexameter, applied by
Bertels to the translation of “Rubaiyat”, served
as a sample of a hexameter in Persian poetry,
but the “Persian hexameter” created in this way
was not widely disseminated in poetic creativity
outside of the connection with the Ancient Greek
sources or motives. Some attempts to create new
poetic forms through translation remained only
experiments and did not take root, for example
syllabic forms in Persian poetry. For example:
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Bui jui muliyan ayad hami

Yad-e yar-e mehreban ayad hami
Rig-e amuyi va dereshti rah-e u
Zir-e payam pur niyan ayad hami

As we can see in this Rudaki’s qasida, the ending
is repeated in the form of a-a-b-a. The translation
of this qasida into Kazakh language by Utegen
Kumisbayev also repeats the same form a-a-b-a.

Xomr micti MynbsiH OYpKbIpail TachI Kenexi,
Kap meitipimi MelipOaH KYIIaFbIH allbIIl KEIe/Ii.
OMynapus TacTapbl TabaHbIHA Oarca Ja,
JKymcax Oompim xkiOexrelt OLmiHOCH I TemMerti.
(Kymucoaes, 2011: 57)

In order to recognize, evaluate and reproduce
into another language the literary function of the
original sign, to interpret it, the interpreter has
to comprehensively interpret the meaning of the
translated text in its connection with the literary
process and the expressive possibilities of the original
language and, on the basis of this interpretation,
restore the image system in its unity with ways of
expression. (Bahaa-eddin A., 2011 : 27)

Understanding the meaning, that is, the system of
images of an literary text in its unity with the means
of expression, is the second necessary condition for
literary translation.

The process of understanding is certainly
a creative process. As a cognitive category,
understanding is a set of assumptions about the
measure of the ordering of the source information.
These assumptions are either confirmed or not
confirmed as the secondary semiosis unfolds, that
is, the meaningful interpretation of the textual text.
There are several levels, or stages, of understanding.
The first level is the recognition of the sign,
burdened by the literary function by correlating it
with the already known one. This process occurs
almost subconsciously, that is, to a certain extent,
is automated. The only complication at this stage
of understanding can be the complication of the
known text, while the author of the source text uses
this sign in a different capacity, that gives it a new
function. While working with literary text, this level
of understanding is inferior.

A higher level of understanding includes literary
function of the sign by the derivation of a new
meaning. This process can take various forms either
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go through the application of an algorithm (for
example, some syllogisms or some other definite
output procedure) or using heuristics, or be mixed.
Professional translators, even relying on experience
and intuition, never neglect the procedure of logical
inference.

A high level of understanding concerns
translation of the literary text. The level of
assessment is a necessary condition for successful
interpretation in the literary translation, since at
this stage when an interpreter projects a system of
figurative meanings accumulated by him during the
processing of the source text, possibilities and needs
of translating of the word and culture, essentially,
develops a program, or supposedly the general
image of the translated text.

The effectiveness of this program depends on
many conditions and, first of all, on the completeness
of the secondary semiosis. The interpreter makes
quite objective actions, set by the object outside of
it — the texts to be translated. Defining the semiotic
parameters of the source text, the translator refers this
text to a certain type of sign systems (prose - poetry,
elegy — sonnet, story - novel, drama, comedy, etc.),
in other words, correlates this text with other texts
known to him. Further, if necessary, the character of
the signs constituting the semiotic system of the text
is determined, the types and methods of the relations
between them, the measure of their semiotic depth
and order, and their (signs) hierarchy is established-
that is, the text correlates with real and imaginary
figurative concepts. (Riffaterre 1992: 201-202).

Literary translation is a type of translation which
is distinguished from translation in general. A literary
translation must reflect the imaginative, intellectual
and intuitive writing of the author. In fact, literature
is distinguished by its aesthetics. Little concern has
been devoted to the aesthetics of literary translations
because these translations are popularly perceived as
unoriginal summarizes the characteristics of literary
translations:- expressive - connotative

The Pragmatic Approach- symbolic - focusing
on both form and content - subjective - allowing
multiple interpretation - timeless and universal -
using special devices to ‘heighten’ communicative
effect - tendency to deviate from the language
norms. Moreover, literary translations must reflect
all the literary features of the source text such as
sound effects, morphophonemic selection of words,
figures of speech ...etc. (Riffaterre 1992: 204-205).

The practice of literary translation demonstrates
that not every interpreter, even has a very rich and
able to enrich the stock of concepts and tools for
their formation, creates the same information-
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rich symbolic equivalents of the source text to the
translation.

Translation is the third important condition for
literary translation. This condition is so difficult that
it deserves a separate consideration.

In the history of the translation there are curious
statements by interpreters that are evaluative: “this
is not my poet,” “this poem is does not sound like
me,” “this imaginative series does not carry me,”
“I translate it with love,” etc. It is quite obvious,
that we are talking about the presence or absence
of such an important element of evaluation, as
emotional empathy. Unlike texts of an objective
type, the literary text is aimed primarily at empathy,
on interaction with the emotional basis of the
individual. However, the exaggeration of this aspect
is also detrimental to literary translation, as is the
underestimation of logical conceptual analysis: the
overly emotional perception of the translated text,
as a rule, contributes to subjectivization of semiosis,
as a result of which the translated text loses its
logical basis, becomes excessively emotive. It is
for this reason, in particular, that the negative effect
arises when the profanity or some stylistic devices
are translated too “careful” into the translation. Not
always dividing emotional functions with poetic
dimensions is useful. For example, V. Derzhavin
had translated one of the well-known ghazals of
Khafez into russian:

Otkyna 3HaTh TeOe, Xa/Ka, YeM Hallla pajoCcTh POKICHA,

O, KaK B JIOTaJIKax Thbl yOOT, KaK KJICBeTa TBOSI CKyJHa!

Kak MHOI0 HU urpaii cyan0a, st — Helmii — NemKko Moy

Ha maxmartHOW J0CKe Tyisik, ObITh [IAXOM IICHIKa HE
JIOJDKHA.

A 4TO OTKpOET B IIyOMHE Ceil 3yKpalleHHbIi yepTor?

He 3nar0. Mynpenom 3eMHBIM pa3rajika TaliHbl He JaHa.

O 0oxe, st 3a0bIT TOOOI! Win cynp00it mpeapeiicHo,

UT0 51 HE CMEI0 MPOCTOHATD, & IPY/b JKEJIE30M IPOH3eHa?

JlvBaHa HAIIIETO IVIaBa, BUAATh, HE BEAACT O TOM,

UTto majguiiaxckas rnedyatb HeOSCHON BJIACTH JIUILIEHA.

JIr000#, KTO XO4€eT, K HaM BXou!

CoracHo cepuly — peub Beau!

V Hauei 1Bepu CTpaKu HET, OHA JIOCTOWHBIM HE HY)KHA.

JIuie yrcThie yepes mopor mepeniardyT B Halll MOrpedok,

A TeMm, KTO COBECTb IIPOJIALT, I0pora K HaM 3aripelieHa.

U MBI TeOs1 TOIDKHBI BCET/Ia 32 MUJIOCTH MTPEBO3HOCHTH,

[lycTh OT OKJIOHOB ¥ MOJIMTB Y HAC CYTYJIUTCSI CITMHA!

PasBanuH rpy/apl — HaIll YEPTOT, HAIIl KPABYUN — MUJIOCTHU-
BBII THD.

A MUJIOCTB 11IeiiXa HEBEpHA, TO HET €€, TO €CTh OHA.

He cran Xadu3 miaBoit ctona mo 61aropoicTBy CBOEMY.

BrnroOnennblit mbet orcroii BuHa. Uto caH emy? 3auem
kazna? (Kymucbaes, 2012: 450)

The same ghazal of Khafez was interpreted by
Shakarim Kudayberdiyev this way:

MoruTest 4eMy yrofiHo Cy(uii — XOIDKa, He 3HaeT OH IPO Hac.

[TycTh uTO XOUET CKaXKeT 3a IVIa3a, He OOMKYCh Ha HETO.

Jlo6poMy Bceraa cormyTcTByeT 100po,

Ko nzer no npssMoMy IyTH, He 3ai/IeT B TYIHK.

[Tenrxom 1oy, BUAUMO, UTPEI HE OY/IeT.

Ha sT0i1 10CKe HeT MecTa AJIs pa3yMuil.

UYro 3a u3yKpalleHHbI BEICOKUI yepTor?

[Touemy HUKTO 00 3TOM HHYEro He 3HaeT?

BbecnieyanbHblii, CHIIBLHBIN, 3HAIOIININ OOT,

CTOonbKO y MEHsI paH, CTPALIHO MOJyMaTh, 1K€ CHUJI HET
cKazaTb «ax»!

He Benaer cuera xo3stMH HEOECHOTO TPOHa,

He cxaxer naxe, X0oTst ObI MEUMOXOJIOM, YTO 9TO TaKoe.

TaxoMy 1apro gopora OTKpbITa, YTO OH HU IONPOCUT, YTO
HU CKaXeT.

Kpasuero Hert, myTh cBOOO/ICH, HUKTO HE IIPOTOHHT.

W3bsiHbl HAligyTCS 1y HAC.

Kaxyto nryOy ain 60r HaM HOCHUTB, TAKyIO ¥ HOCHM.

KyMbIC IIBET TOT, KTO 3HAET €0 LICHY.

Iopony, B KOTOpOM IpOJAETCS KyMBIC,
pojaBath?

51 pab nenuTeNs, KOTOPBIH JEUNT HACTPOCHHE,

He nonpaxaro cyduro, ABYIHYHEIM JICHCTBUSIM €TO.

Cuxy y BX0J1a, 3aTO YECTCH U [IPABJUB,

51 KyMBICHUK, U Y MeHs HU OorarcTBa, HH Kapbepbl. (Ky-
mucOaes, 2012: 451)

3aueM ceds

Matter the fact that those one of the most
known writers that has been living through different
lifestyles and at different centuries, they have
expressed similar emotional levels.

The problem of understanding while translating
Persian poetry includes several reasons. One of them
is that most of the Persian poets of the XII — XIII
centuries wrote their poetries, ghazals and rubayy
including a lot of religious contexts.

The Sufi phenomenon is not easy to sum up
or define. The Sufis never set out to found a new
religion, a mazhab or denomination. They were
content to live and work within the framework of
the Moslem religion, using texts from the Quran
much as Christian mystics have used to Bible to
illustrate their tenets. Their aim was to purify and
spiritualize Islam from within, to give it a deeper,
mystical interpretation, and infuse into it a spirit of
love and liberty. In the broader sense, therefore, in
which the word religion is used in our time, their
movement could well be called a religious one, one
which did not aim at tying men down with a new set
of rules but rather at setting them free from external
rules and open to the movement of the spirit.

This religion was disseminated mainly by poetry,
it breathed in an atmosphere of poetry and song. In
it the place of great dogmatic treatises is taken by
mystical romances, such as Yusuf and Zuleikha or
Leila and Majnun. Its one dogma, and interpretation
of the Moslem witness: ‘There is no god by God’, is
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that the human heart must turn always, unreservedly,
to the one, divine Beloved. (George Allen, 1964)

Sufism has its great names, its poet-preachers,
its ‘saints’, in the broad, irenical sense in which the
word can be used. Names Maulana Rumi, Ibn al
‘Arabi, Jami, Mansur al Hallaj are household words
in the whole Islamic world and even beyond it.They
might have expressed their love to the God by the
love between beloveds. There are several examples
that confirm that fact.
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Shir-e shekar-e bar chulbet lal- ei
Gir-e chashni tu lab az shekar
Man del-e baridanet zelf az

Az najer barid- o- shad divane
Ham dar kard bargereft az lafsh
Shabgir-e bad hezar fariyad
Tiram be zani mi va giri mi

Gir u zad az in shadam kashte man
Tu bar nezad-e tui chu madar
Shir nayovard faru dide chun
Chand hart u kani nemi tagsir
Tagsir che kanad hami taqdir
Hasr-o mand-e baste tu pand dar
Az najeer z ravad kadzha bichare.

This fragment of Amir Khosrow’s ghazal has
been interpreted into Kazakh by Utegen Kumisbayev
this way:

Epini rynzaen o KpIMUBIN KYJITCHE
KanT ta ap3angan kereni Foil qykeHe
KuMbin Kanaail TOIKBIH TyFaH MYCiHI
Kumnapuc te xaprpica anmac Kyc yHi
JKy3i xaliHam mbIFa Kence Tacaial
KynHiH €31 uMeHeni xacaraH.
[lamrei aliTcaM KKPreH Kicl Tanazpl,
JKypexTepiH >KbIHIBI OO Kanasbl.
TaObIHATHIH XKAaJFbI3 FAaHA MEH eMecC,
Tanraxaiibin kenbeTi ae 6ip emec.
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Al ta FalbIK acmaHIaFkl Oip emKici Kenesi,
KpI3raHbImTan KYHIIpTTEeHIN KaliTa-KaiiTa TOHe .
EH angpiMeH GarbIHBIIITHI KYJTBI 00T,
XKyperinai Typazsl Foii Oimin o1

It is obvious that at the edition of the Utegen
Kumisbayev’s translation several expressions of
woman’s beauty interpreted in straight way. Hence
—when you smile even sugar melts at the store, your
moves just like the wave of ocean, even the prettiest
sounds of the birds can not rival with your voice.
That lyrical exposition by interpretation of Utegen
Kumisbayev sounds like the natural Kazakh poem
belonged to the beautiful women. We can only guess
what was the main idea of the author, but most of
the readers could think that it is lyrical poem that
has nothing to do with religion. That is the natural
power of the Persian mysticism. There is always an
understatement that can hide a whole world of reli-
gious contexts.

This fragment of Rumi’s poem «What do I do
herevhas been interpreted into English by Maryam
Dilmaghani, Persian poet, interpeter this way:
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Ruzha fekr-e man in ast va hame shab sakhtam
Ke chera ghaful az ahval-e del huishtanam

Az kaja amadeam amadanam behar che bud

Be kaja miravam ahar nanemaii vatanam
Mande-am sakht ajab kaz che sebab sakht-¢ ma ra.
Io che bude sakhtanam in iz vei marad ast.

With these roaming thoughts, all my days start:
Why am | unaware of all that wrings my heart?
Where do I come from? What do I do here?
What is my destiny, my star in the chart?

I wonder without end, on why I am made...
What is the purpose of this craft and art?

This part of the Rumi’s (1207 — 1273) poetry
in interpretation of Maryam Dilmaghani has a
lot of similar characteristics in English poetry of
the Middle ages. Cause a plenty of poets use this
rhetorical methods when author concludes his poem
with questioning.

Next fragment of Rumi’s poem «Friends are three
types...»has been interpreted into English by Maryam
Dilmaghani, Persian poet, interpeter this way:
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Dela yaran gesmand se gar bedani
Zabani and va nani and va jani

Be nani nan bede az dar baronesh
Muhabbat kan yaran-e zabani

Va leikan yar-e jani ra negahdar
Be payesh jan bede ta mi tavani.

Friends are three types, Il tell you:
The user, the faker, and the true!

Throwing a crumb, cut the user loose!
Speaking sweetly, don’t let fakers abuse!

But the true friend, keep him in your heart;
Walk the extra mile, don’t let him depart!

At the translated poem of «Friends are three
types...» we can see many differences in translating
methods.

Conclusion

It is well- known fact that a huge amount of
Kazakh writers inspired by the Persian poetries,

poems, ghazals, qasidas and etc. They have used
the main lyrical plots in their poems. The idea
of loving someone unrequitedly and dedicating
poems to your beloved in order to express your
deep love became very traditional in Kazakh
literature.

The most well-known kazakh poets of as
Shakarim Khudayberdiyev, Abay Kunanbayev,
Mukhtar Auezov, Mashkur Zhusup Kopeyev
was inspired by the Persian poetry and dedicated
a plenty of editions belonged to the lyrical
heritage of Persians such as «Leyli and Mejnuny,
«Iskandername» and etc. Those interpretations in
Kazakh language became such a bridge between
the literatures of two countries.

In this article we have seen many interpretations
of translating Persian poetry into Kazakh, Russian
and English languages. The differences in translating
methods are explained by different styles of the
authors.

Current political readings in translation
studies seem challenged to handle the minor.
This fact reveals a stubbornly national contour
to contemporary translation theory. The national
specter that reads the re-creation of a text in a
new language as a question of national culture
(be it the representation of the foreign culture or
the challenge to the xenophobia of the receiving
culture) betrays a surprisingly strong association of
language and nation.
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