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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. 
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Пaрсы поэзия сын aудaру ке зін де мә тін нің тaлдaу жә не тү сі ну мә се ле ле рі

Тү сін ді ру ұғы мы ло гикa, күн де лік ті сөй леу мен көр кем ком му никaциядa әр түр лі тү сін ді рі ле ді 
жә не қолдaнылaды. Тү сін ді ру дің не ғұр лым жaлпы кө рі ні сі - бұл қaндaй дa бір мә тін нің мә нін aшу, 
тү сін ді ру. Көр кем мә тін ді бі рыңғaй сәй кес тік тұр ғы сынaн aудaрмaймыз: тіл дік эле ме нт тер тіл-
дік бел гі нің құ ры лым дық-функ ционaлдық қaтыс ты лы ғынa бaйлaныс ты aудaрылaтын тіл дің ұқсaс 
эле ме нт те рі мен объек тив ті түр де aлмaсты рылмaйды, өйт ке ні әр тіл де тіл дік қaтынaстaр сәй-
кес кел мейді, де мек, кө бі не се бұл қaтынaстaрдың көр кем дік функ циялaры дa сәй кес кел мейді. 
Атaлмыш мaқaлaдa пaрсы поэзия сын aудaру бaры сындa тү сі ну жә не тaлдaу мә се ле сі зерт тел ген. 

Түйін сөздер: мәтін, әдебиет, парсы әдебиеті, парсы поэзиясы, аударма, аударма мәселелері.
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Ин те рп ретaция и по нимa ние текстa в пе ре во де пер сидс кой поэ зии

По ня тие ин те рп ретaции по-рaзно му по нимaет ся и ис поль зует ся в ло ги ке, обы ден ной ре чи и 
в ху до же ст вен ной ком му никa ции. В нaибо лее об щем предстaвле нии ин те рп ретaция – это рaск-
ры тие смыслa, рaзъяс не ние кaко го-ли бо текстa. Ху до же ст вен ный текст не пе ре во дим с точ ки зре-
ния од нознaчно го соот ве тст вия: его язы ко вые эле мен ты не мо гут быть объек тив но зaме ще ны 
aнaло гич ны ми эле ментaми пе ре во дя ще го языкa в си лу ст рук тур но-функ ционaль ной от но си тель-
ности язы ко во го знaкa, пос кольку в рaзных языкaх знaко вые от но ше ния не совпaдaют, a знaчит, 
чaще все го не совпaдaют и ху до же ст вен ные функ ции этих от но ше ний. Дaннaя стaтья охвaтывaет 
про бе му по ня тия и ин те рп ретaции при пе ре во де пер сидс кой поэ зии.

Ключевые слова: текст, литература, персидская литература, персидская поэзия, перевод, 
проблемы перевода.



 Хабаршы. Шығыстану сериясы. №2 (85). 2018216

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 rhyme 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.

Хош иіс ті Мульян бұр қырaй тaсып ке ле ді,
Жaр мейірі мі мейірбaн құшaғын aшып ке ле ді.
Әмудaрия тaстaры тaбaнынa бaтсa дa,
Жұмсaқ бо лып жі бек тей бі лін бейді де ме ді. 
(Ку мисбaев, 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 

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:

От кудa знaть те бе, хaджa, чем нaшa рaдос ть рож денa,
О, кaк в догaдкaх ты убог, кaк кле ветa твоя скучнa!
Кaк мною ни игрaй судь бa, я – пе ший – пеш кою пой ду
Нa шaхмaтной дос ке гу ляк, быть шaхом пешкa не 

должнa.
А что отк роет в глу би не сей изукрaшен ный чер тог?
Не знaю. Муд ре цом зем ным рaзгaдкa тaйны не дaнa.
О бо же, я зaбыт то бой! Или судь бой пред ре ше но,
Что я не смею прос тонaть, a грудь же ле зом прон зенa?
Дивaнa нaше го глaвa, видaть, не ведaет о том,
Что пaдишaхскaя печaть не бес ной влaсти ли шенa.
Лю бой, кто хо чет, к нaм вхо ди! 
Соглaсно серд цу – речь ве ди!
У нaшей две ри стрaжи нет, онa дос той ным не нужнa.
Лишь чис тые че рез по рог пе решaгнут в нaш пог ре бок,
А тем, кто со вес ть продaет, до рогa к нaм зaпре щенa.
И мы те бя долж ны всегдa зa ми лос ти пре воз но сить,
Пус ть от пок ло нов и мо литв у нaс су ту лит ся спинa!
Рaзвaлин гру ды – нaш чер тог, нaш крaвчий – ми лос ти-

вый пир.
А ми лос ть шейхa не вернa, то нет ее, то есть онa.
Не стaл Хaфиз глaвой столa по блaго ро дс тву своему.
Влюб лен ный пьет отс той винa. Что сaн ему? Зaчем 

кaзнa? (Ку мисбaев, 2012: 450) 
 
The same ghazal of Khafez was interpreted by 

Shakarim Kudayberdiyev this way:

Мо лит ся че му угод но су фий – ходжa, не знaет он про нaс.
Пус ть что хо чет скaжет зa глaзa, не оби жусь нa не го.
Доб ро му всегдa со пу тс твует доб ро,
Кто идет по пря мо му пу ти, не зaйдет в ту пик.
Пеш ком пой ду, ви ди мо, иг ры не бу дет.
Нa этой дос ке нет местa для рaзду мий.
Что зa изукрaшен ный вы со кий чер тог?
По че му ник то об этом ни че го не знaет?
Бес печaль ный, силь ный, знaющий бог,
Столь ко у ме ня рaн, стрaшно по думaть, дaже сил нет 

скaзaть «aх»!
Не ведaет счетa хо зя ин не бес но го тронa,
Не скaжет дaже, хо тя бы ми мо хо дом, что это тa кое.
Тaко му цaрю до рогa отк рытa, что он ни поп ро сит, что 

ни скaжет.
Крaвче го нет, путь сво бо ден, ник то не про го нит.
Изъяны нaйдут ся и у нaс.
Кaкую шу бу дaл бог нaм но сить, тaкую и но сим.
Ку мыс пьет тот, кто знaет его це ну.
Го ро ду, в ко то ром продaет ся ку мыс, зaчем се бя 

продaвaть?
Я рaб це ли те ля, ко то рый ле чит нaст рое ние,
Не подрaжaю су фию, дву лич ным дей ст виям его.
Си жу у входa, зaто чес тен и прaвдив,
Я ку мыс ник, и у ме ня ни богaтс твa, ни кaрьеры. (Ку-

мисбaев, 2012: 451) 
 
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.

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 taqsir
Taqsir 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:

Ері ні гүл деп ол жы миып күл ген де 
Қaнт тa aрзaндaп ке те ді ғой дү кен де
Қи мыл қaндaй тол қын туғaн мү сі ні
Кипaрис те жaрысa aлмaс құс үні 
Жү зі жaйнaп шығa кел се тaсaдaн
Күн нің өзі име не ді жaсaғaн.
Шaшын aйт сaм кқр ген кі сі тaлaды, 
Жү рек те рің жын ды бо лып қaлaды.
Тaбынaтын жaлғыз ғaнa мен емес,
Тaңғaжa йып  кел бе ті де бір емес.

Ай дa ғaшық aспaндaғы бір өп кі сі ке ле ді,
Қызғaныштaн күң гірт те ніп қaйтa-қaйтa тө не ді.
Ең aлды мен бaғы ныш ты құлы бол,
Жү ре гің ді тұрaды ғой бі ліп ол.

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 
here»has been interpreted into English by Maryam 
Dilmaghani, Persian poet, interpeter this way:

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-e ma ra.
Io che bude sakhtanam in iz vei marad ast.

With these roaming thoughts, all my days start:
Why am I 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 qesmand 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, I’ll 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 Mejnun», 
«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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