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 مقذمه ناشر 
 داًٌذ تراترًذ؟  )قرآى کرین( داًٌذ تا آًاًکِ ًوی آیا آًاًکِ هی

پي ام عڀـ څ ًپبى څ ًتبیَ ثڈ ؿكٷبڇ ثی ډڀتبڍ اعـیت څ ؿكڅؿ ثل ٿغڀـ ٿ٬ٜٔی، ٣بٻی ڃڀچڃڈ ثِلیت ٳڈ ؿك تبكیٲ ؿڅك تابكیؼ،  

تلیڂ عـ تاچعَ څ ٗا ٹ څ ثلثلیات څ اڃٸابڇ ثاب ٯاچاڃیڂ        ك پٌتثڄب ثڈ ٫لٿبځ ڃب٫ق ٓڀـیت ام ٿیبځ ٿلؿٿی ثلؽبًت ٳڈ ؽچؿ ثچؿڃـ ؿ

 ڃْٰ تب اثـیت. ُبٿٺ ؽچیَ ډپ ایِبځ كا كاډجلڍ ڃڀچؿ څ كډبڃیـ ام ثـڅیت څ اًت٤بڃت رچییپ ام ٯلاځ ٳلیپ، ٳتبثی ٳڈ ډٌت ربڅؿاڃڈ څ ثی

ډبځ اًت ٳڈ ثلٿجڄبڍ ؽ ٓڈ ؿكى ٳتبثی ٳڈ ؿك ؿًت ؿاكیـ اؽلیڂ څیلایَ ام ٿزڀچ٣ڈ ٳتت ؽچؿاٿچم ٿئًٌڈ اٿچمٍ ٣بٻی اماؿ ٿب

اڅكڍ ُـڇ اًت. ؿك ایڂ څیلایَ ٗڀڂ تچرڈ ٳبٿٺ ثڈ اؽلیڂ  اڍ رڀ٢ ډبڍ صڊبك ٷنیڄڈ څ تؤٳیـ ثل ڃٴبت ٿڊپ څ ٳټیـڍ څ تڄچ١ پلًَ

ډبڍ اكُـ ت ٍ ٷلؿیـڇ اًت ٳڈ ٿٜبٻت ام ٿڄبث٢ ٿؾتټا٪ ٿ٤تجال څ ٿاچكؿ تؤٳیاـ      ځ ډبڍ ت٤ییڂ ُـڇ رڊت امٿچ ت٨ییلات ؿك ًل٫ٔٺ

اڍ ثب ٳټیـ څ ؿك ٓاچكت ٻانڅٽ تِالیظ ٳبٿاٺ اكاراڈ ٷالؿؿ تاب         ډبڍ صڊبك ٷنیڄڈ ډبڍ ٿت٤ـؿ ثٔچكت پلًَ بځ اكُـ ثب فٳل ٿخبٹٛلاع

 ؿاڃِزچیبځ ٷلاٿی كا ام ٿلار٤ڈ ثڈ ًبیل ٿڄبث٢ ٿِبثڈ ثی ڃیبم ڃڀبیـ.

تچاڃاـ   ٷالؿؿ ٿای   ك ثلٷاناك ٿای  ډبڍ امٿبیِی ٿبډبځ ٳڈ ؿك ربٿ٤ڈ اٿبكڍ ٷٌتلؿڇ څ ؿك ًٜظ ٳِچ لامٽ ثڈ فٳل اًت ُلٳت ؿك امٿچځ

ٿغٲ رـڍ ثلاڍ ٣نیناځ ؿاڃِزچ ثبُـ تب ڃٰبٙ ٤ٗ٪ اعتڀبٻی ؽچؿ كا ثیبثڄـ څ ثب ٿلڅك ٿزـؿ ٿٜبٻت ایڂ ٳتبة، اڃڊب كا ثلٛل٩ ًبمڃـ 

 ثبُـ. تلیڂ كاڇ ثلاڍ ٿچ٫ٰیت ٿی ډبڍ ٿؾتټ٪ ٿچٳـ ایڂ ٿٌیل ثڈ ٣ڄچاځ ٿٜڀئڂ ٳڈ تزلثڈ ًبٹ

 تچاڃیـ ؽـٿبت پِتیجبڃی كا ؿكیب٫ت ؿاكیـ. ٿی www.mahanportal.irثڈ اؿكى  لامٽ ثڈ فٳل اًت ام پچكتبٹ ٿبډبځ

ډابڍ ٿڊاپ اكمیابثی     ٳڈ ام ُبؽٔاڈ  -ډبڍ اكُـ ثبٻیپ ٳڈ ډڀڈ ًبٻڈ ٿیناځ تٜجیٮ ٿٜبٻت ایڂ ٳتبة ثب ًئالات امٿچځ څ ڃین ثل ؽچؿ ٿی

 ڃڀبیـ. ٿب كا ؿك ٿغ٘ل ُڀب ًلثټڄـ ٿی -ثبُـ ډب ٿی ٳی٬ی ایڂ ٳتبة

ؿاڃیپ ٳڈ ام ډڀڈ اًبتیـ ثنكٷچاك څ ؿاڃِزچیبځ اكرڀڄـ ام ًلاًل ٳِاچك څ عتای ؽابكد ام ٳِاچك څ ډڀاڈ       ل ؽچؿ څارت ٿیؿك ؽبتڀڈ ث

ډڀٴبكاځ ٷلاٿی ٳڈ ثب اكارڈ ڃٰٜڈ ڃ٠لات ًبمڃـڇ ؽچؿ ٿب كا ؿك پلثبكتل ٳلؿځ څیلایَ رـیـ ایڂ ٳتبة یبكڍ ڃڀچؿڃـ ًپبًٸناكڍ ڃڀچؿڇ 

 ٳتبة كا ثڈ ٿغ٘لُبځ تٰـیپ ڃڀبییپ.ډبڍ ثی صِڀـاُت، ایڂ  څ ثڈ پبى ت ٍ

 هؤسسِ آهَزش عالی آزاد هاّاى

 هعاًٍت آهَزش
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 فصل اول 

 (Literatureادتيات )

What Is Literature? 
 Literature is writing in prose or verse that has excellence of form or expression. Usually, 
literature presents ideas of permanent or universal interest. 
Literature can be found in many forms. We can, for instance, divide literature into fiction and 
nonfiction. Fiction is any writing that is imaginary  that contains invented characters, places, and 
events that do not exist in reality. There may be a real basis in past or present life for the people 
and their activities, but fiction usually is largely made up by its author. 
 One chief form of fiction is the Novel, a long work that often tells a complex, story about one 
or more people) In telling it, the author may create exciting settings, realistic characters, and 
elaborate situations in which a great deaf happens. The short story is much less complicated its 
characters are fewer and not as completely developed  and their actions are less  wide-rang-ing.  
 The second major division of literature is nonfiction, which tells about real people, places, 
events, or ideas. Nonfiction .includes histories, or reports of events in the past. Essays are often 
personal statements or argu-ments on particular subjects and expositions are discussions or 
descriptions of ideas or places. A nonfiction writer sometimes moves toward fiction in 
biography, a story of somebody's life In telling of a person's thoughts and actions, some 
biographers tend to use imagination somewhat more than in other writing . 
 Much of what is written everyday is prose nonfiction. Newspapers are written in this form, as 
are magazines and students' textbooks. But these do not fit into the class of literature because 
they generally lack permanent or universal value. 

 ادتيات چيست ؟
ڍ رڊبڃی كا  ډبڍ ٿبڃـٷبك یب ٣ ٯڈ ٴٺ یب ثیبځ ٣بٻی ؿاكؿ. ٿ٤ڀچلاً اؿثیبت اڃـیِڈُٳڈ اًت اڍ ثڈ ُٴٺ ڃخل یب ڃ٠پ  اؿثیبت ڃچُتڈ 

 ؿډـ. اكارڈ ٿی
 بڃی ( څ ٧یلؿاًتڈتبڃی )ؽیبٹ ٷچڃًتچاڃیپ اؿثیبت كا ثڈ ؿا تچاڃـ ثڈ اُٴبٹ ٿؾتټ٬ی پیـا ُچؿ. ثڈ ٛچك ٿخبٹ ٿی اؿثیبت ٿی 

ثبُـ ٳڈ  ٿی ،ډب څ عچاؿحی ؽټٮ ُـڇ ٿٴبځ ،ډب ڍ تؾیټی اًت ٳڈ ُبٿٺ ُؾٔیت ٷچڃڈ ډل ڃچُتڈ تٌٰیپ ٳڄیپ. اؿثیبت ؽیبٹ (ٷلا څاٯ٢)
اٿب ؿاًتبځ تؾیټی  .ډبیِبځ ثبُڄـ اڍ څاٯ٤ی ؿك ٷقُتڈ یب عبٹ ثلاڍ ٿلؿٽ څ ٤٫بٻیت ؿك څاٯ٤یت څرچؿ ڃـاكؿ. اڃڊب ٿڀٴڂ اًت پبیڈ

 ُچؿ.  اٍ ًبؽتڈ  څ پلؿاؽتڈ ٿی ڇ تچًٚ ڃچیٌڄـ ،ًیثڈ ٛچك اًب ٿ٤ڀچلاً 
ٷچیـ.  ٿی ، كڅیـاؿډبت څ ٿٴبڃڊب څ ٿلؿٽ څاٯ٤ی ًؾڂډب ثؾَ آټی ؿڅٽ اؿثیبت اًت، ٳڈ ؿكثبكڇ ڍ اڃـیِڈ ،اؿثیبت ٧یل ؿاًتبڃی 

خڊبیی ؿك ٿچكؿ ٿچٗچ٣بت ا٧ټت ثیبڃبت ُؾٔی یب ثغډب  ، ٷناكُڊبیی ام عچاؿث ٷقُتڈ اًت. ٿٰبٻڈډب اؿثیبت ٧یل ؿاًتبڃی ُبٿٺ تبكیؼ
یٲ  ٷبډی اڅٯبت ؿك ،ثبُـ. یٲ ڃچیٌڄـڇ ڍ ٿٜبٻت ٧یل ؿاًتبڃی ډب ٿی څ تچٓی٬ڊبیی ام ٿٴبڃڊب یب ٣ٰیـڇډب  ثبُـ څ ثغج ٿی ؽبّ

ٳڄـ( ثیِتلیڂ صینڍ ٳڈ ډل كڅمڇ پلؿامڍ ٿیكڅؿ. )ؿاًتبځ ٿی ، ثڈ ًڀت ؿاًتبځ ؽیبٹ ٷچڃڈؿاًتبځ ٳڈ ام مڃـٷی ُؾٔی اًت
ؿكًی ډب څ ٳتبثڊبڍ ٛچك ٳڈ ٿزټڈُچڃـ، ډڀبځډب ؿك ایڂ ٯبٻت ڃچُتڈ ٿی. كڅمڃبٿڈثبُـ، ٿیاؿثیبت څاٯ٤ی ڃخلٷچڃڈُچؿ ڃچُتڈ ٿی

میلا اڃڊب ٣ڀچٿبً ٫بٯـ اكمٍ ٿبڃـٷبكڍ یب  ؛ٿڄبًت ڃیٌتڄـ ،ڍ اؿثیبتاٿب ایڄڊب ثلاڍ ٯلاك ٷل٫تڂ ؿك ٛجٰڈ .ُچڃـؿاڃِزچیبځ ڃچُتڈ ٿی
 اكمٍ رڊبڃی ډٌتڄـ.



 

 

 (Literatureادتيات ) 01

Fiction 

Why Do We Read Fiction?       
 The first question to ask about fiction is: Why bother to read it? With life as short as it is, 
with so many pressing demands on our time, with books of information, instruction, and 
discussion waiting to be read, why should we spend precious time on works of imagination? The 
eternal answers to this question are two: enjoyment and understanding. Since the invention of 
language, men have taken pleasure in following and participating in the imaginary adventures 
and imaginary experiences of  imaginary people. Whatever-without causing harm—serves to 
make life less tedious to make the hours pass more quickly and pleasurably, surely needs nothing 
else to recommend it. Enjoyment—and ever more enjoyment—is the first aim and justification 
of reading fiction. But, unless fiction gives something more than pleasure, it hardly justifies itself 
as a subject of college study. Unless it expands or refines our minds or quickens our sense of life, 
its value is not greater than that of ping- pong or 15 any other games. To have a compelling 
claim on our attention, it must yield not only enjoyment but understanding. The experience of 
men through the ages is that literature may furnish 'such understanding and do so effectively that 
the depiction of imagined experiences can provide authentic insights Fiction may be classified 
into two broad categories: literature of Escape and literature of interpretation 
 Escape literature is written purely for entertainment-to help us pass the time agreeably. 
Interpretive literature is written to broaden and deepen and sharpen our awareness of life. Escape 
literature takes us away from the real world: it enables us temporarily to forget our troubles. 
Interpretive literature takes us, through the imagination, deeper into the real world: it enables us 
to understand our troubles. Escape literature has as its only object pleasure. Interpretive literature 
has as its object pleasure plus understanding. 
 The interpretive writer is a discover. he takes us out in to the midst of life and  says, " look, 
here is the world!" the scape writer is full of tricks and suprises : 
He pulls rabbits out of hats. 
 The interpretive writer takes us behind the scenes and seeks to make clear the illusions.  
 All fictional characters may be classified as static or developing. The SATTIC 
CHARACTER is the same sort of person at the end of the story as he was at the beginning.  The 
DEVELOPING (or dynamic) CHARACTER undergoes a permanent change in some aspect of 
his character, personality or outlook. the change may be a larger or a small one , it may be for 
better or for worse , but it is something important and basic : it is more than a change in 
condition or a minor change in opinion. 

 

 ادتيات داستاًی 

 خَاًين ؟ چرا قصِ هی

ؿډیپ؟ ثب  ٿی ایڂ اًت ٳڈ: صلا معڀت ؽچاڃـځ اځ كا ثڈ ؽچؿ ؛ُچؿ ٿی پلًیـڇ یؿاًتبڃ ڍ اؿثیبت ٳڈ ؿكثبكڇ ،ڃؾٌتیڂ پلًَ 
ٿچمُی څ ثغج څ اتچأٽ ثب تٰبٗبډبڍ ثٌیبك ٫ِبكاڅك ؿك كڅمٷبك ٿبًت، ثب څرچؿ ٳتبثڊبیی ٳڈ عبڅڍ اٛ ٣بت، ٳڈ ایڂ ٣ڀل ثٌیبك ٳچتبڇ 

ِٸی ثڈ بڃی اؽتٔبّ ؿډیپ؟ پبًؼ ډڀیبك ؿاًتجڊبیڀبځ كا ثڈ احرـٹ ډٌتڄـ څ ٿڄت٠ل ډٌتڄـ ٳڈ ؽچاڃـڇ ُچڃـ، صلا ٿب ثبیـ څٯت ٷلاڃ
ام مٿبځ اثـا١ مثبځ، اڃٌبځ ام ؿڃجبٹ ٳلؿځ څ ٿِبكٳت ؿك كڅیـاؿډبڍ تؾیټی څ تزبكة  .څ ؿكٱ څ ٫ڊپ، ایڂ ًئاٹ ؿڅ صین اًت: ٻقت

ٳڄـ تب یٴڄچاؽتی ٳڀٲ ٿی -ثـڅځ اڃٴڈ ٿچرت ٿ٘لتی ثبُـ  ٻقت ثلؿڇ اًت. ډل صڈ ثبُـ ،تؾیټی ام ٿلؿٿی ٳڈ څاٯ٤ی ڃجچؿڃـ
ثڈ ؿٻیٺ ؿیٸلڍ ڃیبم ڃیٌت تب اځ كا ٬ًبكٍ څ تچٓیڈ ٳڄیپ. ٻقت څ  ثڈ ًل٣ت څ ؽچٍ تل ثٸقكؿ، ٯ٤ٜبً، تل ُچؿ څ ًب٣بتمڃـٷی ٳڀ

 ٿڊپ تلیڂ ډـ٩ څ تچریڈ ثلاڍ ؽچاڃـځ اؿثیبت ؿاًتبڃی اًت. -ثبمډپ ٻقت ثیِتل 
ُـ ع٘چكٍ كا ثڈ ٣ڄچاځ كُتڈ اڍ ٳڈ ؿك  ٿی ثڈ ًؾتی ،ثؾِیـڃڀیاٿب اٷل اؿثیبت ؿاًتبڃی صینڍ ثیِتل ام ٻقت څ ؽچُی  

ًبؽت یب اعٌبى  ڃڀی ؿاؿ څ ت٬ٔیڈ ڃڀی ڍ ٿب كا ٷٌتلٍډب تچریڈ ٳلؿ. اٷل اؿثیبت ؿاًتبڃی فډڂ ،ُچؿؿاڃِٸبډڊب ثڈ اځ پلؿاؽتڈ ٿی
ڃجچؿ. ثلاڍ ؿاُتڂ یٲ ډبڍ ؿیٸل  څ ثبمڍٳلؿ، اځ ٷبڇ اكمَُ ثیِتل څ ثنكٷتل ام ثبمڍ تڄیي كڅڍ ٿین  ڃڀی مڃـٷی كا ؿك ٿب تڄـ څ تین

 اؿ٣بڍ ٯچڍ ؿك فډڂ څ تچرڈ ٿب، ثبیـ ٣ څڇ ثل ٻقت، ؿكٱ څ ٫ڊپ كا ڃین اكماڃی ٳڄـ.
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ڍ ثِل ٛی ٯلڅځ، اځ اًت ٳڈ اؿثیبت ٿڀٴڂ اًت صڄیڂ ؿكٱ څ اٷبډی كا ٫لاډپ ٳڄـ څ اځ صڄبځ تؤحیل ٷقاك ثبُـ ٳڈ ډب تزلثڈ 

  ٽ ثتچاڃـ یٲ ثیڄَ ٯبثٺ ا٣تڀبؿ څ ٿ٤تجل كا ٫لاډپ ٳڄـ.ڍ ؽیبٻی ؿك ٯبٻت ٳډب ٣لٗڈ ڍ اځ تزلثڈ

ٷلا اؿثیبت  یب ٿ٤ڄیاؿثیبت ؿاًتبڃی ٿڀٴڂ اًت ثڈ ؿڅ ٷلڅڇ ٣ڀـڇ ٛجٰڈ ثڄـڍ ُچؿ: اؿثیبت ًلٷلٽ ٳڄڄـڇ څ اؿثیبت تغټیټی  

پلڍ ٳڄیپ. اؿثیبت ٳڄـ تب مٿبځ كا كٗبیت ثؾَ څ ؿٻپقیلتل ً ثڈ ٿب ٳڀٲ ٿی ُچؿ. ٿی ڇ ٓل٫ب ثلاڍ ًلٷلٿی ڃچُتڈًلٷلٽ ٳڄڄـ

 ٷٌتلٍ څ ٣ڀٮ څ څعـت ثؾِـ. اؿثیبت ًلٷلٽ ٳڄڄـڇ ٿب كا ام مڃـٷی څاٯ٤ی ؿڅك، ُچؿ تب ٫ڊپ ٿب كا ام مڃـٷی ٿی ٷلا ڃچُتڈ ٿ٤ڄی

ًبمؿ تب ثڈ ٛچك ٿچٯتی ٿِٴ تڀبځ كا ٫لاٿچٍ ٳڄیپ. اؿثیبت ٿ٤ڄی ٷلا، ام ٛلیٮ تؾیٺ، ٿب كا ٣ڀیٮ تل ثڈ  ٿی ٳڄـ؛ اځ ٿب كا ٯبؿك ٿی

 ٳڄڄـڇ، ؽچُی اًت.ًبمؿ تب ٿِٴ تڀبځ كا ؿكٱ ٳڄیپ. تڄڊب ډـ٩ اؿثیبت ًلٷلٽ ٿی ٿب كا ٯبؿك ٷلا اؿثیبت ٿ٤ڄی .ثلؿڅاٯ٤ی ٿی ؿڃیبڍ

 ُبؿڍ كا ؿاكاًت. ،ٷلا، ډڀبڃٸچڃڈ ٳڈ ډـ٫َ ڃین ایڄٸچڃڈ اًت، ٣ څڇ ثل ؿكٱ څ ٫ڊپاؿثیبت ٿ٤ڄی 

« رڊبځ اًت! بڃٸبڇ ٳڂ ایڄز»ٷچیـ،  ٿی اڅكؿ څ ٿی ٷی ثیلڅځٷلا یٲ ٳبُ٪ اًت: اڅ ٿب كا ام ٿیبځ مڃـ ڍ ٿ٤ڄی ڃچیٌڄـڇ 

ڍ ٿ٤ڄی ٷلا  اڅكؿ. ڃچیٌڄـڇ ٿی كا ثیلڅځډب  ڍ ًلٷلٽ ٳڄڄـڇ پل ام تل٫ڄـ څ ٳبكډبڍ ډیزبځ اڃٸین اًت. اڅ ام ٳ ڇ ؽچؿ ؽلٷچٍڃچیٌڄـڇ

 ٳڄـ تٔچكات كا كڅُڂ څ اُٴبك ًبمؿ. ٿی ثلؿ څ ٤ًی ٿی ٿب كا ثڈ پِت ٓغڄڈ

ؿاًتبڃی ثڈ ایٌتب یب پچیب ٯبثٺ تٌٰیپ ثڄـڍ ډٌتڄـ. ُؾٔیت ایٌتب ؿك پبیبځ ؿاًتبځ اځ صڄبځ اًت ٳڈ ؿك ډڀڈ ُؾٔیتڊبڍ  

ُچؿ. ایڂ ت٨ییل ٿڀٴڂ ډبڍ ُؾٔیت، ُؾٔی یب ڃٸلُی ؽچؿ ٿیام رڄجڈب ٿتغڀٺ یٲ ت٨ییل ؿارڀی ؿك ثلؽی ا٧بم ثچؿ. ُؾٔیت پچی

ُـځ ثبُـ. اٿب ایڂ ت٨ییلات، ٿڊپ څ اًبًی ډٌتڄـ صینڍ ثیِتل ام ت٨ییل  اًت میبؿ یب ٳپ ثبُـ. ٿڀٴڂ اًت كڅ ثڈ ثڊتل ُـځ یب ثـتل

 ؿك څ٤ٗیت ٟبډلڍ ایڂ ُؾٔیت یب اڃـٱ ت٨ییلڍ ؿك ٣ٰبیـ اڅًت.

 
Short Story 

 The tale, or story has a long history, but the short story is a fairly recent  development. It is 

written in prose and appears in the literature of all languages. A great number of short story 

writers believe that there are three basic characteristics for a good short story. First, it should be 

short enough to be read at one sitting. Next, all the elements of the short story should contribute 

to a single impression. Third, nothing should be included which does not have any positive value 

in creating the single effect. Short stories are about everything in the world, all of life, and all 

that the imagination can conceive. They vary not only in subject matter but also in style, purpose, 

mood and effect. 

 Each. author writes a story in a certain style. It is through style that the author achieves the 

effect he has in mind. 

Moreover, since the short story is  limited in length, every author has to let his reader know what 

his characters are, and what situation .they are concerned with from the very beginning of the 

story. 

 Readers who enjoy literature have learned to see beyond the surface of a story and beyond 

the events the author tells. Some people read short stories merely to find out what happens next. 

These readers soon get tired of literature. Good readers, however, succeed in understanding what 

the author wants them to see. In other words, they share his way of viewing the world. 

 

 داستاى کَتاُ

ثبُـ. ؿاًتبځ ثڈ ٓچكت ڃخل ڃچُتڈ  ٿی ڃچیڂ ٯٔڈ یب ؿاًتبځ تبكیؾضڈ اڍ ٛچلاڃی ؿاكؿ، اٿب ؿاًتبځ ٳچتبڇ یٲ پـیـڇ ڍ ڃٌجتبً 

ا٣تٰبؿ ؿاكڃـ ٳڈ ًڈ څیوٷی اًبًی  ،ُـڇ اًت څ ؿك اؿثیبت ډڀڈ ڍ مثبڃڊب ع٘چك یب٫تڈ اًت. ُڀبك میبؿڍ ام ڃچیٌڄـٷبځ ؿاًتبڃڊب

ؽچاڃـڇ ُچؿ.  ،څرچؿ ؿاكؿ. اڅٻیڂ څیوٷی، ؿاًتبځ ٳچتبڇ ثبیـ اځ ٯـك ٳچتبڇ ثبُـ ٳڈ ؿك یٲ ڃٌِت ،چتبڇ ؽچةثلاڍ یٲ ؿاًتبځ ٳ

ثبیـ ٳڀٲ ٳڄـ ثڈ ڃچُتڂ یٲ احل څاعـ. ًچٿیڂ څیوٷی، ډیش صینڍ ڃجبیـ ؿك ؿاًتبځ ٳچتبڇ  ،څیوٷی ث٤ـ، تڀبٽ ٣ڄبٓل ؿاًتبځ ٳچتبڇ

 یٸبڃڈ ڃـاُتڈ ثبُـ.څرچؿ ؿاُتڈ ثبُـ ٳڈ اكمٍ ٿخجتی ؿك ؽټٮ یٲ احل 
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ثبُڄـ  ٿی تچاڃـ اڃڊب كا ثٌبمؿ ٿی ڍ ٳچتبڇ ؿكثبكڇ ڍ ډل صینڍ ؿك رڊبځ، تڀبٽ مڃـٷیڊب څ ډڀڈ صینډبیی ٳڈ تؾیٺ اؿٽډب ؿاًتبځ 

 ١ ٿت٬بڅتڄـ ثټٴڈ ؿك ًجٲ، ډـ٩، عبٻت څ تؤحیل ڃین ٿت٬بڅتڄـ.چڃڈ ٫ٰٚ ؿك ٿچٗ

ڃچیٌـ. ام ٛلیٮ ًجٲ اًت ٳڈ یٲ ڃچیٌڄـڇ احلڍ كا ٳڈ ؿك  یٿ ؿك یٲ ًجٲ ؽبٓی ،اڍ ؿاًتبځ ٳچتبڇ ؽچؿ كاډل ڃچیٌڄـڇ 

ؿ اًت، ډل ڃچیٌڄـڇ اڍ ثبیـ ثڈ ؽچاڃڄـڇ ڍ ؽچؿ اربمڇ څاڅكؿ. ثڈ ٣ څڇ، صچځ ؿاًتبځ ٳچتبڇ ام ڃ٠ل ٛچٹ ٿغـ ٿی فډڄَ ؿاكؿ پـیـ

 ي صڈ ٿچٯ٤یتی ډٌتڄـ.ؿډـ ٳڈ ام ډڀبځ ا٧بم ؿاًتبځ ثـاڃـ ُؾٔیتڊبڍ ؿاًتبځ اڅ صڈ ٳٌبڃی ډٌتڄـ، څ اڃڊب ڃٸلاځ څ ؿٻچاپ

ٷچیـ، ثجیڄـ.  ٿی ثلڃـ ٳڈ یبؿ ٷل٫تڄـ ٫لاتل ام ًٜظ یٲ ؿاًتبځ څ ٫لاتل ام عچاؿحی كا ٳڈ ڃچیٌڄـڇ ٿی ؽچاڃڄـٷبڃی ام اؿثیبت ٻقت 

 ثڈ مڅؿڍ امډب  ؽچاڃڄـ. ایڂ ؽچاڃڄـڇ ٿی ُچؿ، ٿی صڈ ،ثڈ ؽبٛل ایڄٴڈ ث٬ڊڀڄـ عبؿحڈ ڍ ث٤ـڍ ث٤٘ی ٿلؿٽ ؿاًتبڃڊبڍ ٳچتبڇ كا ٓل٫بً

ؽچاډـ ثڈ اڃڊب ڃِبځ ثـډـ ٿچ٫ٮ ډٌتڄـ. ثڈ ٣جبكت  ٿی ٫ڊڀیـځ اڃضڈ ٳڈ ڃچیٌڄـڇؿك  ،ُچڃـ. اٿب ؽچاڃڄـٷبځ ؽچة ٿی اؿثیبت ؽٌتڈ

 ُچڃـ. ٿی ؿیٸل، ؽچاڃڄـٷبځ هك٩ اڃـیَ ثب ثیڄَ ڃچیٌڄـڇ ؿك رڊبځ ُلیٲ

 
Novel 

 Novel is a long story written inprose, with characters and events that are largely fictional. 

The novel is longer than the short story and generally treats its material in greater depth and uses 

a complex  plot. The novel is one of the chief forms of literature, along with poetry and drama. It 

is also the freest of Forms offering; its author an almost unlimited variety of styles, tones, and 

traditions in which to express himself. Because novels have such' wide scope, they have for 

centuries been well received by the public, and best of them are pure art. 

 

 رهاى

تؾیټی ډٌتڄـ.  ،ُچؿ، ثب ُؾٔیتڊب څ كڅیـاؿډبیی ٳڈ ثڈ ٛچك ٣ڀـڇ ٿی یٲ ؿاًتبځ ٛچلاڃی اًت ٳڈ ثڈ ُٴٺ ڃخل ڃچُتڈ ،كٿبځ 

ٿبځ ٳڈ كٳڄـ.  ٿی ٳڄـ څ ام ٛلط پیضیـڇ تلڍ اًت٬بؿڇ ٿی كٿبځ ام ؿاًتبځ ٳچتبڇ ثټڄـتل اًت څ ثڈ ٛچك ٳټی ٣ڄبٓل اځ ٣ڀیٮ تل ٣ڀٺ

ثبُـ. ؿك ٣یڂ عبٹ كٿبځ، اماؿتلیڂ ُٴټی اًت ٳڈ ثڈ ڃچیٌڄـڇ اٍ  ٿی یٴی ام ثؾِڊبڍ ٿڊپ اؿثیبت٤ُل څ ڃڀبیَ اًت  ثب ڇلاډڀ

ډب  صلا ٳڈ كٿبځ ٳڄـ. ٿی پبیبڃی ام ًجٲ څ عبٻت څ ًڄتڊبیی ٳڈ ثچًیټڈ اځ ؽچؿٍ كا ٿٜلط ٳڄـ، پیِڄڊبؿ ثی كڅُڊبڍ ٿتڄچ١ تٰلیجبً

 ثبُـ.ٿیثڊتلیڂ اڃڊب ډڄل ؽبٻْ ة ؿكیب٫ت ُـڇ څ ؽیټی ؽچ ،ډب ثچًیټڈ ٣ڀچٽ صڄبځ ٿیـاځ څًی٤ی ؿاكڃـ ٳڈ ٯلځ

 
Drama 

 The Drama is another major form of fiction, one which tells its story in 'speech and action. 

For this reason, plays can be performed before audiences and can be enjoyed by many more 

people at once than The novel or short story. 

 A play is usually First written down in a script, which tells the actors what they should say, 

and shows some movements and gestures they should make. The writer of a play is called a 

playwright. More than any other writer, the playwright should have a feeling for natural speech 

(known in a play as 'dialogue' Because the playwright can only use spoken words, these words 

must be especially effective and communicate feelings and moods. 

 

 طٌاهِ )درام(یًوا

ڂ یٳڄـ. ثڈ ډڀ ٿی بځیث ،ٳڈ ؿاًتبڃَ كا ؿك ٯبٻت ٷ٬تبك څ ٣ڀٺ یثبُـ، ڃچ٣ ٿی یبت ؿاًتبڃیام اؿث ڍٸلیؿ یِڄبٿڈ ُٴٺ آټیڃڀب 

 ِتل ام كٿبځ څ ؿاًتبځ ٳچتبڇ ٻقت ثجلڃـ.یتچاڃڄـ ث ٿی ڍبؿیبځ ارلا ُچڃـ څ ا٫لاؿ میتچاڃڄـ ؿك ع٘چك تڀبُبص ډب ٿی ِڄبٿڈیٺ، ڃڀبیؿٻ

ٳڈ صڈ ثبیـ ثٸچیـ څ صڈ علٳبت څ  ،ٷچیـ ُچؿ ٳڈ ثڈ ډڄلپیِڈ ٿی ، اثتـا ثڈ ُٴٺ ٿتڂ ڃڀبیِی ڃچُتڈ ٿیلاً ڃڀبیَچٿ٤ڀ 

ڃبٿڈ ڃچیي ثبیـ  ڃڀبیَ ،ثیَ ام ډل ڃچیٌڄـڇ ؿیٸلڍ ُچؿ. ڃچیي ڃبٿیـڇ ٿی ٲ ڃڀبیِڄبٿڈی ڃڀبیَ، ڃچیٌڄـڇ ،ډبیی كا اڃزبٽ ؿډـ هًت

 ؿاكاڍ اعٌبى ثبُـ. ،ثلاڍ ٷ٬تبك ٛجی٤ی
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Shakespeare 
       The kind of comedy Shakespeare writes is called romantic comedy: life is proceeding as 
usual but then various characters fall hopelessly in love, the central section of the play focusing 
on the comic mishaps of love. Romantic comedy might seem to offer little more than comic 
confusion for its own sake, but in a light-hearted way it shows us how man's capacity for 
irrational behaviour and folly can disrupt the settled order of society. The problems, however, are 
soon resolved: the plays end with the social harmony of marriage and a dance. This kind of 
pattern is found in plays such as A Midsummer Night's Dream and Twelfth Night (1601), yet it is 
a pattern that other dramatists can also employ. So why are Shakespeare's romantic comedies so 
easily the best?  His sheer skill in controlling the comic action has to be admired, but 
Shakespeare does not offer us a noticeably more ingenious or complex plot than other writers. 
Many would argue that it is the characters who make these plays so striking, and his 
characterisation is certainly impressive. The characters, however, only come to life because of 
the words they speak, and it is, therefore, Shakespeare's use of language that has to be recognised 
as of central importance. 
 What we mean by this is the way in which Shakespeare uses words, especially imagery, to 
make the themes of the plays come to life, bringing out the full implications of the plots  

 

 ضکسپير
 ـ ډبیی ٳڈ ُٴٌپیل ٿای  ٳڀـڍ  كڅؿ اٿاب   ُاچؿ. مڃاـٷی ثاڈ ٛاچك ٿ٤ڀاچٻی پایَ ٿای        ٳڀاـڍ كٿبڃتیاٲ ڃبٿیاـڇ ٿای     ،ڃچیٌا
ُاچؿ. ٳڀاـڍ    ڍ ڃابٷچاك ٣ِاٰی ٿتڀلٳان ٿای     ٯٌڀت آټی ڃڀبیَ ؿك عبؿحڈ ،كًڄـ ؿك ٣ِٮ ثڈ ڃباٿیـڍ ٿی ،ډبڍ ٷچڃبٷچځ ُؾٔیت

ؿډـ. اٿب ؿك یاٲ   ؽچؿٍ ڃِبځ ٿی ٿغٖ ؽبٛلڃ٠ڀی څ پلیِبڃی كا  ثی ،ّٔچككًـ ٳڀی ثیِتل ام ٳڀـڍ ٿ ٠ل ٿیڃكٿبڃتیٲ اعتڀبلاً ثڈ 
پ ثنڃاـ.  ډا   تچاڃاـ اكاٿاَ ربٿ٤اڈ كا ثاڈ     ؿډـ صٸچڃڈ تغڀٺ ثِل ثلاڍ ك٫تبك ٧یلٿڄٰٜای څ اعڀٰبڃاڈ ٿای    كڅٍ ٓبؿٯبڃڈ ثڈ ٿب ڃِبځ ٿی

 كًـ.   ثڈ اتڀبٽ ٿیډب ثب ډڀبډڄٸی ارتڀب٣ی امؿڅاد څ یٲ كٯْ  ، ڃڀبیَُچڃـ ٿِٴ ت، ډل صڄـ، ثڈ مڅؿڍ عٺ ٿی
پـیـاك ُاـ. ثڄابثلایڂ    1601ًبٹ « ُت ؿڅامؿډپ » څ « ؽچاة ڃیڀڈ ُت تبثٌتبځ » ډبیی صچځ  ایڂ ڃچ١ ڃڀبیَ ؿك ڃڀبیَ 

ثڊتلیڂ ډٌتڄـ؟ ٿڊبكت ٿٜټٮ اڅ ؿك ٳڄتلٹ ٳلؿځ ٣ڀٺ ٿٔچك ٯبثٺ ًتبیَ اًات. اٿاب   ثڈ كاعتی،  ډبڍ كٿبڃتیٲ ُٴٌپیل  ٳڀـڍ اصل
ٳڄڄـ ٳاڈ   ڍ میبؿڍ اًتـلاٹ ٿی ٣ـڇؿډـ.  ڃِبځ ڃڀی ،اڍ ڃٌجت ثڈ ؽچاڃڄـٷبځ ؿیٸل اثتٴبكڍ یب پیضیـڇ ثڈ ٿب یٲ ٛلط ؽیټیُٴٌپیل 
 ـ  ٿی  پقیلڍ اڅ ٿٜڀئڄبً ٯبثٺ ٿ ع٠ڈ ڍ څ ٯب٢ٛ ډٌتڄـ څ ڃَٰـًبمڃـ ؽیټی ر كا ٿی ډبډبیی ٳڈ ایڂ ڃڀبیَ ُؾٔیت  ثبُاـ. ډال صڄا
اًت٬بؿڇ مثبڃی ُٴٌپیل اًت ٳڈ ثاڈ ٣ڄاچاځ    ،ٳڄڄـ. ام ایڂ كڅ اڃڊب ثیبځ ٿیثڈ ؿٻیٺ ٳټڀبتی ٳڈ  ُچڃـٿیتڄڊب څاكؿ مڃـٷی  ،ډب ُؾٔیت

 ٿڊڀتلیڂ كٳڂ ُڄبؽتڈ ُـڇ اًت.
ډاب   ډبڍ ڃڀبیَ ثلاڍ ایڄٴڈ ٿ٘ڀچځ ؛ٳڄـ ٿؾٔچٓبً تٔچیلڍ اًت٬بؿڇ ٿی ،كڅُی اًت ٳڈ ُٴٌپیل ام ٻ٨بت ،بًتٿصینڍ ٳڈ ٿچكؿ ڃ٠ل 

 .  ؿكیب٫ت ٳڄڄـډبڍ ؿاًتبځ كا  ـٷی ٛلطڍ پیضی ُچڃـ څ ډڀڈ ٳڄـ ٳڈ څاكؿ مڃـٷی  ٿی اكڅاؿ  كا
Irony 
 The greatest skill of the writer is often his courage to treat a serious problem in a light comic 
way. By doing so he shows control and makes his work generally effective. Shakespeare must 
have had great confidence in his own ability to evaluate dramatic situations to succeed with 
comic scenes. 
 You may remember similar situations in your own life. Have you ever insulted a friend or a 
parent? In friendly talks, you always assume that your friend will be able to see through your 
"insult" into your genuine fondness. Treatment like this is usually called "irony, a term 
describing ambiguity or indirection. In literature, as in friendship, irony implies a compliment by 
the writer to the reader, because it means that the writer assumes skill and intelligence on his 
readers in order to read between the lines. Irony implies that the writer has great control over his 
material and much confidence in his readers. 
 The main types of irony are 'verbal, situational, and dramatic.' 'Verbal Irony" is a form of 
indirection or ambiguity by which the opposite of what is said is usually meant. The term 
"situational irony", or "irony of situation", is usually employed to describe misguided hopes or 
misinterpreted motives about a given situation. "Dramatic irony" applies when a character in a 
drama or fictional work perceives a situation in a limited way while the audience sees it in 
greater perspective. The audience sees double meaning whereas the character sees only one. 



 

 

 (Literatureادتيات ) 03

 (طٌس )ًظيرُ گَیی

ثبُـ. ثب اڃزبٽ صڄیڂ  ٿی ثنكٷتلیڂ ٿڊبكت ڃچیٌڄـڇ، ا٧ټت رلرت اڅ ؿك ثلؽچكؿ ٳلؿځ ثب ٿٌئټڈ رـڍ ثڈ كڅٍ ڃٌجتبً ٳڀـڍ 

ًبمؿ. ُٴٌپیل عتڀبً ا٣تڀبؿ میبؿڍ ثڈ تچاڃبیی ؽچؿ ؿاُتڈ اًت تب ثٌڄزـ  ٿی ؿډـ څ احلٍ كا ٣ڀچٿبً ٿئحل ٿی ٳبكڍ اڅ ٳڄتلٹ كا ڃِبځ

 ډبڍ ٳڀـڍ. ٫ٮ ُـځ ثب عيڍ ؿكاٽ كا ثلاڍ ٿچډب ٿچٯ٤یت

ڍ ٿِبثڊی كا ؿك مڃـٷی ثڈ یبؿ اڅكیـ. ایب تب ثغبٹ ؿڅًتی یب یٴی ام څاٻـیڂ كا ٿٌؾلڇ ٳلؿڇ ایـ؟ ؿك ډب ٿڀٴڂ اًت ُڀب ٿچٯ٤یت 

ٿغجت څاٯ٤ی تبځ كا ثجیڄـ.  ،ٳڄیـ ٳڈ ؿڅًتتبځ ٯبؿك ؽچاډـ ثچؿ ام لاث ڍ تچډیڂ ُڀبٷ٬تٸچډبڍ ؿڅًتبڃڈ، ُڀب ډڀیِڈ تٔچك ٿی

ٳڄـ. ؿك اؿثیبت ثڈ ٣ڄچاځ كاثٜڈ ُچؿ، آٜ عی ٳڈ ثب ًلؿك ٷڀی یب ٧یل ٿٌتٰیپ تچٓی٪ ٿیٿ٤ڀچلاً ٳڄبیڈ ڃبٿیـڇ ٿی ،ایڂ ٷچڃڈ ك٫تبك

ٳڄـ، میلا ثڈ ایڂ ٿ٤ڄبًت ٳڈ ڃچیٌڄـڇ ٿڊبكت څ ډچٍ ؿڅًتی، ٳڄبیڈ، ثڈ ُٴبیتی تچًٚ ڃچیٌڄـڇ ڃٌجت ثڈ ؽچاڃڄـڇ اُبكڇ ٿی

ٳڄـ ٳڈ ڃچیٌڄـڇ ٳڄتلٹ میبؿڍ ثلٿٌبرټَ څ ا٣تڀبؿ  ٳڄـ. ٳڄبیڈ اُبكڇ ٿی ٿی یڄبثیڂ ؽٜچٙ، تٔچكؽچاڃڄـٷبڃَ كا ثڈ ٿڄ٠چك ؽچاڃـځ ث

 میبؿڍ ثڈ ؽچاڃڄـٷبڃَ ؿاكؿ. 

 ، ٻ٠٬ی، ُٴټی ٧یل ٿٌتٰیپ څ ٿجڊپ اًت ٳڈ ٿ٤ڀچلاًثبُڄـ ٳڄبیڈ ٿی ٯ٤یتی څ ؿكاٿبتیٲاڃچا١ آټی ٳڄبیڈ تغت اٻټ٠٬ی، ٿچ  

، ٿ٤ڀچلاً تچٓی٪ اٿیـډبڍ ٷڀلاڇ ُـڇ یب ط ٳڄبیڈ ٿچٯ٤یتی یب ٳڄبیڈ ٿچٯ٤یتؿډـ. آٜ ٿیٿ٤ڄی ، ٿت٘بؿ اڃضڈ ٳڈ ٷ٬تڈ ُـڇ اًت

كڅؿ. ٳڄبیڈ ڃڀبیِی، ثڈ مٿبڃی ٳڈ ُؾٔیتی ؿك یٲ ڃڀبیِڄبٿڈ یب احل تؾیټی ثڈ كثبكڇ ٿچٯ٤یت ؿاؿڇ ُـڇ ثڈ ٳبك ٿیًچء ت٤جیل، ؿ

-پڊټچ كا ٿی ٳڄـ. تڀبُبصیبځ ٿ٤ڄبڍ ؿڅ ٿی ثیڄڄـ، اُبكڇمتل ٿیاڍ ٿغـڅؿ ؿك عبٻیٴڈ تڀبُبصیبځ اځ كا ثب ؿیـڍ ثبٿچٯ٤یتی ؿك ُیچڇ

 ثیڄـ. ٿی ثیڄڄـ ؿك عبٻیٴڈ ثبمیٸل ٫ٰٚ یٴی كا

Plot 
 PLOT is the sequence of incidents or events of which a story is composed. When recounted by 

itself, it bears about The same relationship to a story that a map does to a journey.  Just as a map 

may be drawn on a finer or grosser scale, so a plot may be recounted with lesser or greater detail. 

It may include what a character says or thinks, as well as what he does. But it leaves out 

description and analysis and concentrates ordinarily on major happenings. 

 Because plot is the easiest element in fiction to comprehend and put into words, the 

beginning reader tends to equate it with the content of the work. When asked what a story is 

about, he will say that it is about a person to whom particular events happen, not that it is about a 

certain kind of person or that it presents a particular insight into life. The immature reader reads 

chiefly for plot; the mature reader reads for whatever revelations of character or life may be 

presented by means of plot. 

 )پی رًگ(طرح داستاى 

ُچؿ تچًٚ ؽچؿٍ، ٛلط ثل  ٿی ٪یٳڈ تچٓ یٺ ُـڇ اًت. مٿبڃیٳڈ ؿاًتبځ ام اځ تِٴ ،ام عچاؿث اًت ڍٛلط ؿاًتبځ، كُتڈ ا 

 ڍبى ٳچصٴتلیٲ ٿٰیتچاڃـ ؿك  ٿی ٲ ڃِٰڈیٲ ڃِٰڈ ثب ٬ًل اكتجبٙ ؿاكؿ. ؿكًت ډڀبځ ٛچك ٳڈ یكا ؿاكؿ ٳڈ  یؿاًتبځ ډڀبځ اكتجبٛ

ثبُـ ٳڈ  ڍنیڃٰٺ ُچؿ. اځ ٿڀٴڂ اًت ُبٿٺ ص ڍِتلیب ثیبت ٳڀتل یتچاڃـ ثب رنر ٿی ٲ ٛلط،یچؿ، ډڀبځ ٛچك ـڇ ُیب ثنكٷتل ٳِی

ڈ څ یؿډـ. اٿب اځ ثب ٓل٫ڈ ڃ٠ل ٳلؿځ ام ُلط څ تزن ٿی ٳڈ اڅ اڃزبٽ ڍنیڂ ٛچك صیٳڄـ، ډڀ ٿی ب ٫ٴلیٳڄـ  ٿی بځیت ثیٲ ُؾٔی

 ٳڄـ. ٿی ٿڊپ تڀلٳن ڍـاؿډبیكڅ ڍكڅ ٺ ٿ٤ڀچلاًیتغټ

بځ اًت، ؽچاڃڄـڇ یاًت ٳڈ ٯبثٺ ؿكٱ څ ٫ڊپ اًت څ ؿك ٯبٻت ٳټڀبت ٯبثٺ ث یڂ ٣ڄٔل ؿاًتبڃیڃزب ٳڈ ٛلط ؿاًتبځ، كاعت تلا ما 

ٌت؟ اڅ ؽچاډـ یـڇ ُچؿ ٳڈ ؿاًتبځ ؿك ٿچكؿ صیپلً ام اڅؿك ٿچكؿ ؿاًتبځ  یثلاثل ثـاڃـ. څٯت ،ٺ ؿاكؿ اځ كا ثب ٣ڄچاځ احلیتڀب ڍٿجتـ

ڂ ٳڈ یب ایٲ ُؾْ ؽبّ اًت څ یَ ا٫تبؿڇ، ڃؾچاډـ ٷ٬ت ؿكثبكڇ یثلا یت ٳڈ ات٬بٯبت ؽبٓاً یٷ٬ت ٳڈ ؿاًتبځ ؿك ٿچكؿ ُؾٔ

 ڍعل٫ڈ ا ڍؽچاڃـ؛ ؽچاڃڄـڇ  ٿی ثڈ ؽبٛل ٛلط ؿاًتبځ، ؿاًتبځ كا ٧بٻجبً ،تزلثڈ یث ڍ ؿډـ. ؽچاڃڄـڇ ٿی اكارڈ یثڈ مڃـٷ یڄَ ؽبٓیث

 ؽچاڃـ. ٿی ؿاًتبځ كا ،لط ؿاًتبځ اكارڈ ُچؿٛ یټڈ ٿ٤بڃیثچً ٳڈ اعتڀبلاً یب مڃـٷیت یام ُؾٔ ڍنیٳِ٪ ډل ص ڍثلا



 

 

 زتاى تخصصی 04

 Theme 
 The theme of a piece of fiction is its controlling idea or its central insight. It is the unifying 
generalization about life stated or implied by the story. To derive the theme of a story, we must 
ask what its central purpose is: what view of life it supports or what insight into life it reveals. 
  In many stories the theme may be equivalent to the revelation of human character. If a 
story has as its central purpose to exhibit a certain kind of human being, our statement of theme 
may be no more than a concentrated description of the person revealed, with the addition, "Some 
people are like this." Frequently, however, a story through its portrayal of specific persons in 
specific situations will have something to say about the nature of all men or about the 
relationship of human beings to each other or to the universe. Whatever central generalization 
about life arises from the specifics of the story constitutes theme. 
 The theme of a story, like its plot, may be stated very briefly or at greater length. With a 
simple or very brief story, we may be satisfied to sum up the theme in a single sentence. With a 
more complex story, if it is successfully unified, we can still state the theme in a single sentence, 
but we may feel that a paragraph-or occasionally even an essay-is needed to state it adequately. 
A rich story will give us many and complex insights into life. In stating the theme in a sentence, 
we must pick the central insight, the one that explains the greatest number of elements in the 
story and relates them to each other. For theme is what gives a good story its unity.  

 
 هایِ( درٍى)هضوَى 

اًت ؿكثبكڇ  یٳټ ڍثبُـ. ٿ٘ڀچځ، رڀ٢ ثڄـ ٿی ؿاًتبځ ڍڄَ ٿلٳنیب ثیـڇ ٿٌټپ یام ؿاًتبځ اًت ٳڈ ٣ٰ یٿ٘ڀچځ، ٯٌڀت 
پ ٳڈ ډـ٩ څ یـ ثپلًیٲ ؿاًتبځ، ٿب ثبیؿكٱ څ اًتڄجبٙ ٿ٘ڀچځ  ڍـ. ثلایا ٿی بځ ؿكیثڈ ثٓلیظ ٳڈ ؿك ؿاًتبځ ثڈ ٓچكت  یمڃـٷ

 ؿډـ؟ ٿی ، ثڈ ٿب اكارڈیكا ڃٌجت ثڈ مڃـٷ یب صڈ ڃٸلُی یڄِیڂ ؿاًتبځ صڈ ثیٌت؟ ایڂ ؿاًتبځ صیا یٿڄ٠چك آټ
َ یؿاًتبځ، ڃڀب یثبُـ. اٷل ډـ٩ آټ یٿ ،ت اڃٌبځیام ُؾٔ ییٿ٤بؿٹ كام ٷِب ،ڈیؿكڅځ ٿب ام ؿاًتبڃڊب، اعتڀبلاً ڍبكیؿك ثٌ 

 یت ٿ٤ل٫ی٪ ٿتڀلٳن ُـڇ ام ُؾٔیٲ تچٓی ِتل امیٿڀٴڂ اًت ث ،بځ ٿب ام ٿ٘ڀچځیثبُـ، ث یت اڃٌبڃیُؾٔ یٷقاُتڂ ڃچ١ ؽبٓ
ل اُؾبّ ی٪ تٔچیٲ ؿاًتبځ ثب اًت٬بؿڇ ام تچٓی ،ڂ ٧بٻجبًیڄٸچڃڈ ډٌتڄـ( ڃجبُـ. ثب څرچؿ ایام ا٫لاؿ ا یڄٴڈ )ثلؽیُـڇ، ثڈ ٣ څڇ ا
څ  یثب ٳٺ ډٌتډب  بځٸل اكتجبٙ اڃٌیٴـیثب ډب  ب ؿك كاثٜڈ ثب اكتجبٙ اڃٌبځیت ٳٺ ثِل یؿكثبكڇ ٿبډ یینډبیؽبّ، ص ڍتڊبیؽبّ ؿك ٿچٯ٤

 رڊبځ ؽچاډـ ٷ٬ت. 
تبځ كا تِٴیڈ ایلؿ، ؿكڅځ ٿبیٲ ؿاًتبځ ڃِؤت ثٸیبت ی، ٳڈ ام رنریؿك ٿچكؿ مڃـٷ یٳټ ڍلیزڈ ٷیثڈ ډل عبٹ ډل ٷچڃڈ ڃت  ؿډـ.یٺ ٿیڂ ؿاً

ب یبځ ًبؿڇ ٲ ؿاًتیثب څرچؿ  .بځ ٳلؿیث ڍب ثڈ ٓچكت ٿِلڅط تلیبك ؽ ٓڈ یتچاځ ثٌ ٿی ٲ ؿاًتبځ كا ٿبڃڄـ ٛلط اځیٿ٘ڀچځ  
ـڇ تل، اٷل اځ ؿاًتبځ، یضیٲ ؿاًتبځ پیپ. ثب یت ٳڄیاعٌبى كٗب ،ٲ رڀټڈیٳچتبڇ، ٿڀٴڂ اًت ام ؽ ٓڈ ٳلؿځ ٿ٘ڀچځ ؿك   یټیؽ

ڂ یا ڍپ، ثلایپ، اٿب ٿڀٴڂ اًت اعٌبى ٳڄیبځ ٳڄیٲ رڀټڈ ثیپ ٿ٘ڀچځ كا ؿك یتچاڃ ٿی ؿاُتڈ ثبُـ، ٿب ډڄچم ڍنیت اٿیاڃٌزبٽ ٿچ٫ٰ
 بم اًت.یٲ ٿٰبٻڈ ٿچكؿ ڃی یعت یب ٷبډیٲ پبكاٷلا٩ یپ، یٳڄبځ یٳڈ عٮ ٿٜټت كا ث

ڄَ یـ ثیٲ رڀټڈ،  ٿب ثبیؿك  بځ ٿ٘ڀچځیثڈ ٿب ؽچاډـ ؿاؿ. ؿك ث یڃٌجت ثڈ مڃـٷ ڍـڇ ایضیبؿ څپیڄَ میٲ ؿاًتبځ ثب اكمٍ ثی 
ثڈ ؽبٛل څرچؿ ٿ٘ڀچځ اًت  پ.یڄیٳڄـ كا ثل ٷن ٿی ؿډـ څ اڃڊب كا ثڈ ډپ ٿلتجٚ ٿی ظیڂ ٣ڄبٓل ؿاًتبځ تچٗیٳڈ ؿكثبكڇ ٿڊڀتل یآټ

 ثؾِـ. ٿی څ اڃٌزبٽ یچًتٸیٲ ؿاًتبځ ؽچة پیٳڈ ثڈ 
 
EPIC 
 Literally, hamase (epic) means bravery and valor. One of the oldest literary styles, it is record 
of pre-historic events and early days. Epic depicts the ideals of a nation when history, myth, 
imagination and reality mingle together. So the epic poet is the historian of a nation,. The subject 
of Persian epic poetry is the recount of heroism and self-sacrifice of mythical and national 
personalities in defense of Persian tribes and civilization composed in a heroic style. In Persian 
literature, epic is richer and more antecedent than other literary genres. This antecedence is only 
natural, because man prior to composing and expressing his civil sentiments displayed his 
understanding of his surrounding world. Man, first explains the objective world and then turns 
towards the subjective world. In the beginning, man was a witness of the actions of the gods and 
heroes and epic is the account of these observations 
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 حواسِ

ٯجٺ ام  ڍـاؿډبیاًت څ اځ ُلط كڅ یڂ ًجٲ اؿثیتل یڀیام ٯـ ڈڅ ُزب٣ت اًت. عڀبً ڍؿلاڅك ڍبعڀبًڈ ؿك ٻ٨ت ثڈ ٿ٤ڄ 

ٰت یبٹ څ عٰیل، ؽیؼ، اًبٛیٳڈ تبك یٲ ٿټت اًت ؿك مٿبڃی ڍډب ِڈیٳڄڄـڇ اڃـبځیڂ اًت. عڀبًڈ ثیڅ ام كڅمٷبك ڃؾٌت یؾیؿڅكاځ تبك

 یڅ ام ؽچؿ ٷقُتٸ ی، ُلط پڊټچاڃی٫بكً ی٤ُل عڀبًڂ ُب٣ل عڀبًڈ، ٿچكػ ٿټت اًت. ٿچٗچ١ ینڃـ. ثڄبثلایاٿ ٿی ؿك ډپ

 ًلڅؿڇ ُـڇ اًت. یكمٿ یاًت ٳڈ ثڈ ًجٴ یلاڃیتڀـځ ا څاٯچاٽ  ؿك  یڅ ٿټ ڍلیاًبٛ ڍډب تیُؾٔ

صلا ٳڈ اڃٌبځ  ؛ثبُـ ٿی ی٤یٛج ڂ تٰـٽ ٓل٫بًیتل څ ٿٰـٽ تل اًت څ اٻجتڈ ا ی٧ڄ یٸل اڃچا١ اؿثیام ؿ یعڀبًڈ ؿك اؿة ٫بكً 

ٷقاكؿ. ؿك څاٯ٢ ثِل اثتـا ثڈ رڊبځ  ٿی َیؿكٱ ؽچؿ كا ؿك ثلؽچكؿ ثب رڊبځ اٛلا٩ ثڈ ڃڀب ،یبځ ٣چاٛ٪ ٿـڃیڅ ثًلڅؿځ  ڍڂ ثلایِیپ

 پلؿامؿ. ٿی (ی)فډڄ ڍپلؿامؿ څ ًپي ثڈ رڊبځ تٔچك ٿی یڅاٯ٤
Literary Analysis 
 Analysis attempts to find truth. The process of analysis is to divide a problem into various 

parts, for although a whole object is difficult to comprehend at one glance, the parts may be 

examined more easily, and their natures, functions, and interrelationships may be more fully 

understood when they are examined one by one. For example, if you have the problem in 

chemical qualitative analysis of discovering the elements in a chemical solution, you can make 

only one test on the solution at a time, because if you tried to make all your tests at once you 

would not be able to control or distinguish your results. 

 The analysis of literature is based on the same truth. Although the work you have read is an 

entirety, you must ask separate questions in order to discover its full meaning and to appreciate it 

fully. You could not talk about everything in Paradise Lost at once, for example, without being 

guilty of the greatest superficiality. It is better, in your discussion, to narrow the scope of your 

topic by talking about the diction, epic conventions, theology, or dramatic action. An attempt to 

discuss everything at once would most probably distort some things and omit others; results of 

this sort of investigation are usually wrong or misleading. Truth, however, can emerge only if all 

possibilities are considered. So your problem in making an analysis is to make the subject small 

enough so that you can go deeply into it. In other words, you can write a good theme about an 

almost limited part or aspect of the work you have read; but you would find it impossible to 

discuss everything unless your analysis grew to the length of a book. 

 A serious objection sometimes arises about literary analysis. Although scientific analysis is 

necessary, it is said that too much literary analysis "spoils" appreciation of a work, or that in 

making an analysis, you "murder" literature as you analyze it. This objection is not valid, for the 

purpose of analysis is not to cut up literature like a frog and leave it in pieces. No matter how 

completely you analyze a work, the work will remain healthy and untouched 

 

 ادتی تحليل

كا ثڈ صڄـیڂ ٯٌڀت ٿؾتټ٪ تٌٰیپ ایڂ اًت ٳڈ ٿٌئټڈ  تزنیڈ څ تغټیٺ،ٳڄـ ٳڈ څاٯ٤یتڊب كا پیـا ٳڄـ، ٣ڀٺ  ٿی ٤ًی تغټیٺ 

ٯٌڀتڊب ٿڀٴڂ اًت ثڈ  ؛څٯتی یٴی یٴی ثلكًی ُچڃـ ،ٳڄـ. ثلاڍ ایڂ ٳڈ ؿكٱ ٳٺ یٲ ٿٌئټڈ ؿك یٲ ڃٸبڇ ٳچتبڇ ٿِٴٺ اًتٿی

ی٤تڊب، ٣ڀټٴلؿډب څ كڅاثٚ ؿاؽټیِبځ ٳبٿټتل ؿكٱ ُچڃـ. ثڈ ٛچك ٿخبٹ اٷل ُڀب ؿك تغټیٺ ٳی٬ی ٛج كاعتی ثلكًی ُچڃـ څ اعتڀبلاً

تچاڃیـ ٫ٰٚ ؿك یٲ مٿبځ، امٿبیِی كا كڅڍ ٿغټچٹ اڃزبٽ ؿډیـ میلا اٷل  ٿی ُیڀیبیی ٳِ٪ ٣ڄبٓل ٿغټچٹ ُیڀیبیی ٿِٴټی ؿاكیـ

 یب تِؾیْ ڃتبیذ ؽچؿ ڃؾچاډیـ ثچؿ. ٤ًی ٳلؿیـ ٳڈ تڀبٽ امٿبیِتبځ كا ًلی٢ اڃزبٽ ؿډیـ، ٯبؿك ثڈ ٳڄتلٹ

اٷل صڈ احلڍ ٳڈ ُڀب ؽچاڃـڇ ایـ ٳټی څ ثی ڃْٰ ثبُـ ثبیـ ًئالات رـاٷبڃڈ اڍ ثڈ  .اؿثیبت ثل اًبى ډڀبځ عٰیٰت اًت تغټیٺ 

 بُیـثپلًیـ. ثڈ ٣ڄچاځ ٿخبٹ: ث ٫بٓټڈ څ ثـڅځ ایڂ ٳڈ ثڈ ؽبٛل ڃبؿاڃی ٿٰٔل ث ،اځځ څ ؿكٱ ؿكًت اٿڄ٠چك پیـا ٳلؿځ ٿ٤ڄی ٳبٿٺ 

ثڊتل اًت ؿك ثغج ؽچؿ عچمڇ ٿچٗچ٣تبځ كا ثڈ ثغج ٳلؿځ ؿكثبكڇ  .ٓغجت ٳڄیـ ،تچاڃیـ كار٢ ثڈ ډڀڈ صینډبڍ ثڊِت ٷپ ُـڇ ڃڀی

 عٌڂ اڃتؾبة ٣بؿات عڀبًی، اٻڊیبت یب ٣ڀٺ ؿكاٽ، ٿغـڅؿ ٳڄیـ.
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ٳڄـ. ڃتبیذ ایڂ ڃچ١ یٿصینډبیی كا ٿؾتٺ څ صینډبڍ ؿیٸل كا عق٩  ت ٍ رڊت ثغج ؿك ٿچكؿ ډل صینڍ یٴجبكڇ، اعتڀبلاً 

ٟبډل ٿیِچؿ.  ،٫ٰٚ اٷل تڀبٽ اٿٴبڃبت ؿك ڃ٠ل ٷل٫تڈ ُچؿ، ، عٰیٰتثبُڄـ. ثڊل ډل عبٹ ٿی اُتجبڇ یب ٷڀلاڇ ٳڄڄـڇ تغٰیٰبت ٿ٤ڀچلاً

ؿك اځ څاكؿ  ثڄبثلایڂ ٿِٴٺ ُڀب ؿك تغټیٺ ٳلؿځ ایڂ اًت ٳڈ ٿچٗچ١ كا ثڈ اڃـامڇ ٳب٫ی ٳچصٲ ٳڄیـ. ثڈ ٛچكڍ ٳڈ ثتچاڃیـ ٣ڀیٰبً

ٿغـڅؿ یب رڄجڈ احلڍ ٳڈ ؽچاڃـڇ ایـ ثڄچیٌـ. اٿب ثغج  تچاڃیـ ؿكثبكڇ ٯٌڀت تٰلیجبً ٿی یـ. ثڈ ٣جبكت ؿیٸل ؿكڅځ ٿبیڈ ؽچثی كاُچ

 یبثیـ اٷل تغټیٺ ُڀب ثڈ اڃـامڇ ٛچٹ یٲ ٳتبة ُچؿ. ٿی ٧یل ٿڀٴڂ كا ٳلؿځ ؿكثبكڇ ډڀڈ صین

ُچؿ ٳڈ تغټیٺ اؿثی  ٿی ثبُـ. ٷ٬تڈ ٿی تغټیٺ ٣ټڀی ٗلڅكڍ ایـ. اٷل صڈ ٿی ٷبډی اڅٯبت ا٣تلإ رـڍ ؿكثبكڇ ڃٰـ اؿثی ثچرچؿ 

ؿډیـ. ایڂ ا٣تلإ ٿ٤تجل  ـ، اؿثیبت كا ٿچكؿ ٟټپ څ ًتپ ٯلاك ٿییٳڄ ٳڄـ، ډڀبځ ٛچك ٳڈ تغټیٺ ٿی ٿی ؽیټی میبؿ، ؿكٱ احل كا ٗبی٢

ډڀیت ڃـاكؿ ٳڈ ُڀب صٸچڃڈ احلڍ كا ثبُـ. ا ڃڀی ٿبڃڄـ ٯچكثب٧ڈ څ كډب ٳلؿځ اځ ٿٜټت ،ڃیٌت میلا ډـ٩ ڃٰـ ٯ٤ٜڈ ٯ٤ٜڈ ٳلؿځ اؿثیبت

 ٳڄیـ، احل ًبٻپ څ ؿًت ڃؾچكؿڇ ثبٯی ؽچاډـ ٿبڃـ. ٿی تغټیٺ ٳبٿ ً
Essay 
 There was a time when the word essay usually meant a serious discussion of a serious 

subject. But the lighter informal essay is the kind that you will find most often in modern 

writings. The typical essay differs from the typical article, because the essay relies on personality 

and ideas for its chief interest while the article is strong on information and facts. But most of the 

short pieces of nonfiction in world magazines blend the elements so freely that there is no profit 

in trying to put them into definite classifications. The article is, in general, objective. It presents 

findings and gives evidence of research on the part of the writer who is careful to keep his own 

personal opinion out of it. 

 هقالِ

ثبُـ،  ٿی مٿبڃی ثچؿ ٳڈ، څاهڇ ٿٰبٻڈ ٿ٤ڀچلاً ثڈ ٿ٤ڄی ثغج رـڍ ؿك ٿچكؿ یٲ ٿچٗچ١ رـڍ ثچؿ. اٿب ٿٰبٻڈ ٳڈ ٳڀی ٧یل كًڀی 

اڍ ٫ل٭ ؿاكؿ. میلا  چڃڈڃڀ articleڃڀچڃڈ اڍ، ثب  Essayُچیـ.  ٿی ڍ رـیـ، ثب اځ ٿچارڈډب ڃچ٣ی اًت ٳڈ ُڀب ثیِتل اڅٯبت ؿك ڃچُتڈ

essay ٳڄـ څ ؿك عبٻیٴڈ  ٿی ثل ُؾٔیت څ ٣ٰبیـ ثڈ ؿٻیٺ ٣ ٯڈ آټی اځ تٴیڈarticle ثبُـ اٿب  ٿی ٯچڍ ،ؿك اٛ ٣بت څ عٰبیٮ

ٳڄـ ٳڈ ت ٍ ٳلؿځ ثلاڍ ٛجٰڈ  ٿی ؿك ٿز ت ؿڃیب، ٣ڄبٓل كا صڄبځ ثڈ كاعتی تلٳیت (ڍ ٳچتبڇ ٧یل ؿاًتبڃی )څاٯ٤یډب ثیِتل ٯ٤ٜڈ

ؿډـ ٳڈ  ٿی ؿډـ څ ُچاډـ تغٰیٰبت ڃچیٌڄـڇ اڍ كا ٿی ډب كا اكارڈ ثبُـ څ یب٫تڈ ٿی ثڈ ٛچك ٳټی ٣یڄی articleځ عبٓټی ڃـاكؿ. ثڄـڍ ا

 ؿك ڃٸڊـاكڍ ٣ٰبیـ ُؾٔی اٍ، ؽبكد ام اځ، ثب ؿٯت اًت.

 
Style 

 Style in writing corresponds to intonation in speaking. It is as personal as clothes or 

complexion. Style reveals the writer. 

 The individual quality of your writing comes through in the words you choose, the way you 

put them together, the sentences that result. As you have seen, your style reflects your view of 

yourself and the world; but it shows more than that, since it grows out of your whole expression 

of your idea. Nobody else could write in precisely your style any more than they could speak in 

exactly your voice. The style, the tone of what you say or write, is entirely yours. 

 Tone is a useful word for describing style. When you talk, the tone of your voice conveys as 

much as your words. You can say "I'm sorry" in a ton that says you aren't sorry at all and are 

only saying so because you think you must; you can say "I'd love to" in a tone that shows 

genuine pleasure or in one that shows complete lack of enthusiasm. If your words and tone say 

different things, which one is believed? If you have ever said something like "It wasn't what he 

said that made me mad, it was the way he said it!" you know that listener often responds to the 

tone or style instead of the statement. 

 Why should this be true? Because in both speaking and writing the tone adds something to 

the words — it tells the attitude of the writer toward his subject. And don't we all want to know 

how a writer or speaker feels about his subject before we lend it our own interest and concern? 



 

 

 (Literatureادتيات ) 07

Written words also convey a tone, although not quite in the same way as spoken words. A 

speaker can depend on voice tones, gestures, and facial expressions to express meanings that the 

writer must express in words alone. 
 It is certainly easier to recognize attitudes in the voice tones of a speaker, but you can learn 

to notice tone in writing if you are alert to the clues the writer gives. Not catching the tone can 

mislead the reader more than not knowing the meaning of some of the words. If a writer is 

joking, for example, and you take him seriously, you may miss his point altogether. 

 Sometimes you can hear a writer's tone in the very first words. If you read "Once upon a time 

...," you can tell immediately that you are reading a fairy tale, not a scientific report. If the story 

begins, as one of James Thurber's does, "Once upon a sunny morning ...," you can still expect a 

fairy tale, but one with a modern twist. A writer's tone may be amused, angry, quietly 

speculative, urgent, or colored by various other attitudes. 

 

 سثک

ثبُـ. ًجٲ، ڃچیٌڄـڇ كا  ٿی ًجٲ ؿك ڃچُتڈ ثب اډڄٶ ٓـا ؿك ٷ٬تٸچ ٿٜبثٰت ؿاكؿ. ًجٲ ثڈ اڃـامڇ پچُبٱ یب صڊلڇ، ُؾٔی 

 ٳڄـ. ٿی ٿ٤ل٫ی

ؿډیـ څ رڀ تی ٳڈ  ٿی ٳڄیـ، كڅُی ٳڈ اځ ٻ٨بت كا ؿك ٳڄبك ډپ ٯلاك ٿی ام ٛلیٮ ٻ٨بتی ٳڈ اڃتؾبة ،ٳی٬یت څیوڇ ڃٸبكٍ ُڀب 

ٳڄـ؛ اٿب  ٿی ُچڃـ. ډڀبڃٜچكڍ ٳڈ ؿیـڇ ایـ ًجٲ ُڀب ؿیـٷبڇ ُڀب كا كار٢ ثڈ ؽچؿتبځ څ ؿڃیب ٿڄ٤ٴي یٿ ُچڃـ، ٿِؾْ ٿی ٿڄتذ

 یبثـ. ٿی ؽبكد ام ثیبځ ٳټی ُڀب، پلڅكٍ ؿك ڃ٠لتبځ، اځ څٯتی ٳڈؿډـ ام  ٿی ثیَ ام اځ كا ڃِبځ

 ـاڍ ُڀب ٓغجت ٳڄـ.تچاڃـ ثب ٻغڂ ٓ ڃڀی ثڈ ًجٲ ُڀب ثڄچیٌـ ډڀبڃٜچك ٳڈ ؿٯیٰبً تچاڃـ ؿٯیٰبً ڃڀی ډیش ٳي

 ٰٺٳڄیـ ٻغڂ ٓـاڍ ُڀب ثڈ اڃـامڇ ٳټڀبتتبځ ٿ٤ڄب كا ٿڄت ٿی ثبُـ. څٯتی ُڀب ٓغجت ٿی ٳټڀڈ ٿ٬یـڍ ثلاڍ تچٓی٪ ًجٲ ،ٻغڂ 

 ٳڈ ٫ٴلؿٻیٺ ٿتؤً٪ ڃیٌتیـ څ تڄڊب ثڈ ایڂ  ڄٸی ثٸچییـ ٳڈ ڃِبځ ؿډـ ُڀب اثـاًاډكا ثب  "٬ًپٿڂ ٿتؤ"تچاڃیـ  ٿی ٳڄـ. ُڀب ٿی

تچاڃیـ ؿڅًتت ؿاكٽ كا ثب اډڄٶ ٓـایی ثٸچییـ ٳڈ ٻقت عٰیٰی كا ڃِبځ ؿډـ، یب ثب  ٿی چییـ ایڂ كا ثیبځ ٳڄیـ. ُڀبٳڄیـ ثبیـ ثٸ ٿی

 ٣ـٽ ٣ ٯڈ كا ڃِبځ ؿډـ. ٳڈ ٳبٿ ً ،ٻغڄی ثٸچییـ

ٳڈ اڅ  اڃضڈ"ٳـاٿیٲ ثبڅك ٳلؿڃی اًت؟ اٷل تب ثغبٹ صینڍ ٿبڃڄـ ؛ صینډبڍ ٿؾتټ٪ كا ثیبځ ٳڄڄـ  ،اٷل ٳټڀبت څ اډڄٶ ٓـایتبځ 

ؿاڃیـ ُڄچڃـڇ ا٧ټت ثڈ اډڄٶ ٓـا یب ُیچڇ ثڈ ربڍ  ٿی كا ٷ٬تڈ ثبُیـ. ُڀب "ٷ٬ت ٿلا ٣ٔجبڃی ٳلؿ ثټٴڈ ُیچڇ ثیبځ اڅ كا ٣ٔجبڃی ٳلؿ

ٳڄـ.  ٿی اډڄٶ ٓـا صینڍ ثڈ ٳټڀبت اٗب٫ڈ ،ؿډـ.  صلا ایڂ ثبیـ ٓغیظ ثبُـ؟ میلا ؿك ډل ؿڅ ٓغجت ٳلؿځ څ ڃچُتڂ ٿی رڀټڈ پبًؼ

 اعٌبًی ؿاكؿ ٯجٺ ام ایڂ ٳڈ ٿب ٣ ٯڈ څ اُتیب٭ ؽچؿ كا ڃِبځ ثـډیپ؟ ڈب ٷچیڄـڇ ؿكثبكڇ ٿچٗچ٣َ صاځ ڃٸلٍ ڃچیٌڄـڇ ی

 ثبُـ. یٲ ٷچیڄـڇ ڃڀی ،ُچڃـ ٿی اڍ ٳڈ ٷ٬تڈ ثڈ ُیچڇ اٷل صڈ ٳبٿ ً .ٳڄڄـ ٿی ډڀضڄیڂ ٳټڀبت ڃچُتڈ ُـڇ، اډڄٶ ٓـا كا ٿڄتٰٺ 

 ڄبیی ٳڈ ڃچیٌڄـڇ ثبیـ تڄڊب ؿك ٳټڀبت ثیبځ ٳڄـ څاثٌتڈ ثبُـ.څ علٳبت ٓچكڍ ثلاڍ ثیبځ ٿ٤ډب  تچاڃـ ثڈ ٻغڂ ٓـا، هًت ٿی

ثڈ اډڄٶ  ،ـ ٳڈ ؿك ڃچُتڂیتچاڃیـ یبؿ ثٸیل ٿی اٿب ُڀب .اًبڃتل اًت ،ډبڍ ٓـاڍ ٷچیڄـڇ ؿك اډڄٶډب  تِؾیْ ڃٸلٍ ٿٜڀئڄبً 

 ٿٜټ٢ ثبُیـ. ،ؿډـ ٿی یی ٳڈ ڃچیٌڄـڇ ثڈ ُڀبډب ٳټڀبت تچرڈ ٳڄیـ اٷل ام څرچؿ ًلڃؼ

تچاڃـ ؽچاڃڄـڇ كا ثیَ ام ڃـاڃٌتڂ ٿ٤ڄبڍ ثلؽی ام ٻ٨بت، ٷڀلاڇ ٳڄـ. ثڈ ٣ڄچاځ ٿخبٹ اٷل ڃچیٌڄـڇ ٯٔـ  ٿی ،اډڄٶ ؿكیب٫ت ڃٴلؿځ 

تچاڃیـ اډڄٶ  ٿی ام ؿًت ثـډیـ. ٷبډی اڅٯبت ،ٿڀٴڂ اًت ُڀب ڃ٠ل آټی اڅ كا ،ثبُـ څ ُڀب اځ كا رـڍ ثٸیلؿ ُچؽی ؿاُتڈ

ٷچییـ ٳڈ ؿك عبٹ ؽچاڃـځ یٲ ؿاًتبځ ا٫ٌبڃڈ اڍ  ٿی ٫چكاً "یٴی ثچؿ یٴی ڃجچؿ"ڃچیٌڄـڇ كا ؿك اڅٻیڂ ٳټڀبت ثِڄچیـ اٷل ثؾچاڃیـ 

 ُلڅ١ ُچؿ ٿبڃڄـ یٴی ام ؿاًتبڃڊبڍ ریڀن تچكثل )مٿبڃی ؿك یٲ ٓجظ ا٫تبثی( ُڀب یـ ڃڈ یٲ ٷناكٍ ٣ټڀی. اٷل ؿاًتبځډٌت

بڍ ڊُڈ ڃٸلڃچیٌڄـڇ ٿڀٴڂ اًت ثچًیټ تچاڃیـ ډڄچم تچٯ٢ ؿاًتبځ ا٫ٌبڃڈ اڍ كا، ثب یٲ پیش څ ؽپ رـیـ ؿاُتڈ ثبُیـ. اډڄٶ ٿی

 اٜٗلاكڍ یب تلٳیجی ام عبلات ثبُـ. ،ٿت٬ٴلاڃڈ ٿتڄچ١ ؿیٸل، ًلٷلٽ ٳڄڄـڇ، ٣ٔجبڃی، ٳبٿ ً
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 Literary styles ّای ادتیسثک
Khurasanian style 

As to early poems, what matters is the validity and authenticity of the texts of the poems and 

their sources, which arc generally indicated in biographies and dictionaries. From the few poems 

which have survived by these poets, one can state: "They all possessed the characteristics of the 

ancient language, the use of Arabic words is not very frequent in them; in some of these poems, 

such words are not present. Their verbs have an old form and were abolished in the later periods 

and it seems that their usage was particular to the 3th and the 4th centuries. 

 

 یسثک خراساً

ډب څ  ڃبٿڈ یؿك مڃـٷ ًت، ٳڈ ٣ڀچٿبًډب ا٤ُبك څ ٿڄبث٢ اځ ڍډب ت ؿاكؿ ا٣تجبك څ ٓغت ڃٌؾڈیڈ، اځ صڈ اډڀیؿكثبكڇ ا٤ُبك اڅٻ 

اڃڊب ام ٿؾتٔبت مثبځ  یډڀٸ "ڂ ٷ٬ت:یتچاځ صڄ ٿی ٿبڃـڇ اًت، یڂ ُب٣لاځ ثبٯیٳڈ ام ا یاڃـ. ام ت٤ـاؿ ا٤ُبك ٳڀ ډب اٿـڇ ٫لډڄٶ

 ،ځ څرچؿ ڃـاكؿ. ا٤٫بٹ اځڂ څاهٷبیڂ صڄیام ا٤ُبك ا یڃـاكؿ؛ ؿك ث٤٘ ڍبؿیؿك اڃڊب ثٌبٿـ م یاًت٬بؿڇ ام څاهٷبځ ٣لثڃـ. كثلؽچكؿا یٳڊڄ

 ًچٽ څ صڊبكٽ ثچؿڇ اًت. ڍډب ٿؾٔچّ ٯلځډب  كًـ ٳبكثلؿ اځ ٿی ـڇ ُـ څ ثڈ ڃ٠لیث٤ـ ثلص ڍډب ؿاكڃـ څ ؿك ؿڅكڇ ڍا ُٴٺ ٳڊڄڈ

 

Iraqi style 

 From a linguistic point of view, the vocabularies used in the Iraqi Style have their own 

distinctive features. There is an excessive use of Arabic, Turkic and Mongol words bin little use 

of old words; in point of fact, they gradually fall into oblivion in this style. The pronunciations of 

the words have become softer. This shows that the sounds tended towards simplicity. On a 

musical level, the prosaic pauses are reduced to minimum; poetic meters are relegated to 

desirable and limited meters, leaving only 40 fixed meters In addition to meters, rhyme and 

reruin gained considerable importance in the Iraqi Style. 

 The metaphors arc commonly rare and charming. Amphibole is abundant in this style. It is 

considered a stylistic characteristic in the poetry of some poets. The poets are fastidiously 

selective in choosing the diction to the point where it is perfectly perceived in the poetry of some 

poets like Sa di and Hafiz. 
 Realms, Qur'anic verses, hadiths and mystical themes are introduced, into this style on a 

large scale-Sana ' i 's religious poetry in the Iraqi style is transformed into the mystical poetry of 

Rumi and Altar. In other words, the Sufi poetry flourishes. Mawlana and Sa'di develop this .style 

in mystical and love ghazals respectively and the fusion of these two, Hafiz patents for himself, 

namely the wisely understated (Rindanih) ghazals. 

 

 یسثک عراق

ؿاكڃـ څ  یثٌبٿـ اڃـٳ ،٫لاڅاځ اًت، څاهٷبځ ٳڊڂ یڅ ٿ٨چٻ یڅ تلٳ یتِؾْ ؿاكڃـ. ٻ٨بت ٣لث یڅاهٷبځ ًجٲ ٣لاٯ یام ڃ٠ل مثبڃ 

-ب٫تڈیَ یٷلا یًبؿٷ ڍؿډـ اڅاډب ثڈ ًچ ٿی ڂ ڃِبځیټ٬ٞ څاهٷبځ ڃلٽ تل ُـڇ اًت څ اتُچڃـ.  ٿی ڂ ًجٲ ٫لاٿچٍیاڃـٱ اڃـٱ ؿك ا

كڅؿ څ  ٿی ٿغـڅؿ څ ٿٜجچ١ ڍډب څمځ ڍب٫تڈ، اڅماځ ٤ُلډب ثڈ ًچیثڈ عـاٯٺ ٿڀٴڂ ٳبډَ  ی٣لڅٗ ڍډب ًٴتڈ ،ییٰبیاڃـ. ؿك ًٜظ ٿچً

جب څ یم بثـ.اًت٤بكات ٣ڀچٿبًی ٿی ثڈ ًنا یتیاډڀ ی٪ ډپ ؿك ٤ُل څ ًجٲ ٣لاٯیڈ څ كؿیٿبڃـ. ٣ څڇ ثل څمځ، ٯب٫ ٿی یڅمځ ثبٯ 40عـڅؿ 

ُب٣لاځ ؿك  ڄـ. یا ٿی ام ُب٣لاځ رنء ٿؾتٔبت ثڈ عٌبة یؽٔچّ ؿك ٤ُل ث٤٘ ڂ ًجٲ ٫لاڅاځ اٿـڇ ثڈیڊبٽ ډپ ؿك ایڃبؿك اًت. ا

ت. ٳبٿ ً یڂ ثلرٌتٸیڅ عب٫ٞ ا ڍصچځ ٤ًـ یٳڈ ؿك ٤ُل ُب٣لاڃ ڍؿډڄـ ثڈ ٷچڃڈ ا ٿی ڃِبځ یاڃتؾبة څاهٷبځ، څًچاى ؽبٓ  ٿغٌچى اً
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Indian style 

 the style which dominated the literary region of Iran from the outset of the 11th century 

through the '' second half of the I2th century is called the Indian Style because the poets in these 

two centuries were traveling from the literary regions of Iran to the regions of sub-continent 

where they were warmly received. Thus their poetic style came to be known as the Indian style. 

Factors like religion, traveling to India, economic and social affairs, cultural relations between 

Iran and India, the support of the Indian kings, philosophical and mystical developments helped 

the emergence of Indian Style. 

 There was a diversify of literary subjects in this style and even religious-historical epics were 

prevalent in this style 

 یسثک ٌّذ

ٿ٤لڅ٩ ٷِت.  "ڍٲ ډڄـًج" ڈلاځ تٌټٚ ؿاُت ثیا یاؿث ڍډب بمؿډپ تب اڅاًٚ ٯلځ ؿڅامؿډپ ثڈ عچمڇیٺ ٯلځ یٳڈ ام اڅا یًجٴ 

ٳڈ ٿچكؿ  ییلاځ ثڈ عچمڇ ُجڈ ٯبكڇ )ډڄـ( ؿك عبٹ ٿٌب٫لت ثچؿڃـ، ربیا یاؿث ڍډب ڂ ؿڅ ٯلځ ام عچمڇیٺ اځ ٳڈ ُب٣لاځ ؿك ایثڈ ؿٻ

ٺ یصچځ ٿقډت، ٬ًل ثڈ ډڄـ، ٿٌب یُڄبؽتڈ ُـ. ٣چاٿټ "ڍًجٲ ډڄـ"ڂ ًجٲ ا٤ُبك اڃبځ ثڈ ٣ڄچاځ یُـڃـ، ثڄبثلا ٿی اًتٰجبٹ څاٯ٢

 ڍَ ًجٲ ډڄـیـای، ثڈ پیڅ ٣ل٫بڃ یت ُبډبځ ډڄـ څ تغچلات ٫ټ٬ٌیلاځ څ ډڄـ، عڀبیا ی، اكتجبٛبت ٫لډڄٸیارتڀب٣څ  ڍاٯتٔبؿ

 ڂ ًجٲ كڅاد ؿاُت.یډپ ؿك ا یؾیڅ تبك یڄیؿ ڍډب عڀبًڈ یؿاُت څ عت ڍبكیتڄچ١ ثٌ ،ڂ ًجٲیؿك ا یٳڀٲ ٳلؿ.ٿچٗچ٣بت اؿث

 

Restoration period style 

 In restoration period two different styles of poetry were in vogue. First, ode writing (qasida 

saray' i) in the style of classic poets and those of the Seljuq era by poets like Sab a , Qa'ani, Sit ru 

sh, Sliayb a n i . Second, ghazal writing (ghazal sarayl) in the Iraqi style, especially in the style 

of  Sa'di and Hajiz by poets like Mijmar of Isfahan, Fit ru rghi Bast a m i  and Nash a I of 

Isfahan. 
The principal technique of the poets of Restoration Period is paradigmatic axis. The poets 

composed their poems by changing the words and phrases of the classic poets. In this method, 

they changed both the form and the content of tire literary works in an amazing manner. 

 

 سثک دٍرُ تازگطت

ـ ثڈ ًجٲ ُب٣لاځ ٳڊڂ څ ُب٣لاځ ٣ڊ ییـڇ ًلایؿك ؿڅكڇ ثبمٷِت ؿڅ ڃچ١ ًجٲ ٿت٬بڅت ؿك ٤ُل ٿچكؿ تچرڈ ثچؿ: اڅٹ ٯٔ 

څ عب٫ٞ ؿك ڃنؿ  ڍثڈ ؽٔچّ ٤ًـ یثڈ ًجٲ ٣لاٯ یی.ؿڅٽ: ٧نٹ ًلایجبڃی، ًلڅٍ څ ُیٿخٺ ٓجب، ٯباڃ یؿك ڃنؿ ُب٣لاڃ یًټزچٯ

اًت. ُب٣لاځ ثب  یڄیؿك ٿغچك ربڃِ ،ُب٣لاځ ثبمٷِت ی.ُٸلؿ آټیڅ ڃِبٙ ا٬ٓڊبڃ یثٌٜبٿ یڅ ٫لڅ٧ یٿخٺ ٿزڀل ا٬ٓڊبڃ یُب٣لاڃ

ٳلؿڃـ څ ډپ  ٿی ڂ كڅٍ ډپ ُٴٺ احل كا ٣چٕیثڈ ا ًلڅڃـ؛ ٿی ٳڊڂ، ا٤ُبك ؽچؿ كا ڍډب ل ؿاؿځ ٳټڀبت څ ٣جبكات ُب٣لاځ ًجٲییت٨

 ًبؽتڄـ. ٿی ، ؿٷلٷچځیجیٿغتچا كا ثڈ ٛلم ٣ز

Poetry 

 Poetry is an important branch of fiction literature. It can tell a story, or it can create moods 

and reveal feelings. In some cases, poetic forms are applied to other areas—many of William 

Shakespeare's plays are written in poetic form 

 

 ضعر

تبڃی اًت. ٤ُل  تبڃی كا كڅایت ٳڄـ یب عٌی كا ؽټٮ ٳڄـ یب اعٌبًبت كا اُٴبك ٳڄـ. ٿی ٤ُل ُبؽڈ ڍ ٿڊڀی ام اؿثیبت ؿاً  تچاڃـ ؿاً

ڍ څیټیبٽ ُٴٌپیل ؿك ډب ثٌیبكڍ ام ڃڀبیِڄبٿڈ -ڍ اؿثیبتډب ُچؿ ثلاڍ ؿیٸل ُبؽڈ ٿی ٳبك ثلؿڇؿك ث٤٘ی ٿچاكؿ، اُٴبٹ ٤ُل ثڈ  

 ٯبٻت ٤ُل ڃچُتڈ ُـڇ اڃـ.
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Simile 

 A simile is a comparison. We all know and use hundreds: 

 She looked as white as a sheet.  

 My feet are like blocks of ice 

 She was as cool as a cucumber. 

 He's like a bear with a sore head. 

 The essential elements in a simile are the two things that are being compared, and a word or 

phrase which links them. In the above examples the link is 'as' or 'like'. It could also be 'seemed' 

or 'resembled' or a phrase like 'similar to. 
 

 تطثيِ

 ٳڄیپ. ؿاڃیپ څ ٓـډب ثبك ام اځ اًت٬بؿڇ ٿی یٲ ٿٰبیٌڈ اًت. ٿب ډڀڈ ٿی ،تِجیڈ 

 ثڈ ڃ٠ل كًیـ. ،اڅ ثڈ ٬ًیـڍ یٲ ٳب٧ق 

 ٬ًت ډٌتـ. ،ډبڍ یؼ  پبډبیپ ډڀضچځ ٯبٻت 

 اڅ ثڈ ؽڄٴی یٲ ؽیبك ثچؿ. 

 كًـ. اڅ ُجیڈ ؽلًی ثب ًل ٿزلڅط ثڈ ڃ٠ل ٿی 

، څ یٲ څاهڇ یب ٣جبكتی ٳڈ اڃڊب كا ثڈ ډپ څٓٺ ُچڃـ تڄـ ٳڈ ثب ډپ ٿٰبیٌڈ ٿی، اځ ؿڅ صینڍ ډٌاكٳبځ آټی ؿك یٲ تِجیڈ 

)ُجبډت ؿاُتڂ( یب كًـ یب  ثڈ ڃ٠ل ٿی ،تچاڃـ ، ډڀضڄیڂ اځ ٿیثبُـ( یب )ُجیڈ( ٿیٿبڃڄـڍ كثٚ ) ډبڍ ثبلا ٳټڀڈ . ؿك ٿخبٹٳڄـ ٿی

 ( ثبُـ.٣جبكت )ُجیڈ ثڈ

 
Metaphor 
 A Metaphor is also a comparison, but in this case the linking word is omitted so that the two 

things being compared become even more closely identified. Instead of saying 'the girl is like a 

flower', we say 'the girl is a flower'. This is much more forceful. 

 استعارُ

ؿڅ صینڍ ٳڈ ثب ډپ ٿٰبیٌڈ عق٩ ٷِتڈ اًت ثڈ ٛچكڍ ٳڈ اځ  ،اٿب ؿك ایڂ ٿچكؿ ٳټڀڈ كثٜی ،اًت ٿٰبیٌڈاًت٤بكڇ ډپ یٲ  

: )ؿؽتل یٲ ٷٺ اًت(. ایڂ ٷچییپ ربڍ ٷ٬تڂ )ؿؽتل، ُجیڈ ٷٺ اًت(، ٿب ٿی. عتی ډڀبڃڄـڍ څ ڃنؿیٴی ثیِتلڍ ؿاكڃـ. ثڈ ُچڃـ ٿی

 تلڍ اًت. ثٌیبك ٿئحل څ ٯچڍ ،تلٳیت

 

 Literary forms  هاي ادبی قالب

 (Rubayyi)رتاعی 

 Rubayyi is a type of poem with a stanza of four parts or four lines. Sometimes, it was called 

Dubayt i (couplet) in the works of past masters. 
 ُچؿ. ؿڅثیتی ؽچاڃـڇ ٿی ،٤ُلڍ اًت ٳڈ ؿاكاڍ صڊبك رن یب ٿٔلا١ اًت څ ٷبډی ؿك احبك ٯـٿب ،كثب٣ی ،ؿك آٜ ط 

 

 (Qasida)قصيذُ 
 In poetry, it applies to a poem, which embodies a special meaning. Some believe this 

meaning is eulogy.  

 The themes of he qasida vary from eulogy, exhortation, moral, felicity, complaint, description, to 

victory and wine. 

 ٿ٤تٰـڃـ ایڂ ٿ٤ڄی ؿك آٺ ٿـط اًت.ډب  ٤ُلڍ كا ٷچیڄـ ٳڈ ؿك اځ ٯٔـ ؽبٓی ثبُـ څ ث٤٘ی ،ؿك آٜ ط  

 تب ٫تظ څ ؽڀلیڈ ،څٓ٪ ،ُٴبیت ،تڊڄیت ،عٴڀت ،څ٣ٞ ،ٿـط ،ام تًٿچٗچ٣بت ٯٔیـڇ ٿتڄچ١ ا 
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 (Ghazal)غسل 
 Idiomatically, ghazal is one of the specific genres of poetry which consists of a number of 

rhythmic couplets (generally seven couplets) the closing lines of which rhyme with the opening 

lines (Matla), opening verse, of the couplet. The last couplet of ghazal is called (maqt a ), final 

verse, in which the poets generally give their poetic and pen name, which is idiomatically called 

(takhallus), sobriquet. The ghazals of Sa'di and Hafiz are the typical illustrations of this kind of 

poetry. 

 The subject of ghazal is always the narrative of the heauly. frivolity and cruelty of the 

beloved and the saga of separation and painstaking of she lover 

  

ڍ ډب یٴی ام اڃچا١ ٿِؾْ ٤ُل اًت ٳڈ ُبٿٺ صڄـ ثیت )ٿ٤ڀچلا ډ٬ت ثیت( ٿتغـاٻچمځ اًت ٳڈ ډڀڈ ٿٔلا١ "٧نٹ"ؿك آٜ ط 

ٷچیڄـ ٳڈ ٿ٤ڀچلا ُب٣ل اًپ ٤ُلڍ څ اؿثی ؽچؿ  ٿی "٢ٜٿٰ"اثیبت ثب ٿٔلا١ اڅٹ ثیت اڅٹ )ٿٜټ٢( ډپ ٯب٫یڈ ډٌتڄـ. ثیت اؽل ٧نٹ كا 

 ڃبٿڄـ. ڃڀچڃڈ ٳبٿٺ ایڂ ٷچڃڈ ٤ُل ٧نٻیبت ٤ًـڍ څ عب٫ٞ اًت. ٿی "تؾټْ"اځ كا  ٳڄـ څ آٜ عبً ٿی كا ؿك اځ فٳل

 فٳل میجبیی ٿ٤ِچ٭ څ ثی څ٫بیی څ ًڄٶ ؿٻی اڅ څ ٯٔڈ ٫لا٭ څ ٿغڄت ٳِیـځ ٣بُٮ اًت. ،ٿچٗچ١ ٧نٹ ٧بٻجبً 
 

 (Mathnaviهثٌَی )
 Mathnavi which is also called mozdawwaj; is a poem the hemistiches of which have the 

same meter Bat each coupler has independent rhyme; for this reason ii is called mathnavi: 

mathannu means a couple, hence mathnavi, a couplet. 

 The number of couplets  in  mathnavi are not  limited,   which  makes  it more appropriate for 

the narration of tales, history and legend. 

The genres of mathnavis in Persian literature subject-wise are as follow: 

A : Epic mathnavi 

B. Ethical-Didactic mathnavi 

C. Mystical mathnavi 

D. Amorous mathnavi 

ٯب٫یڈ اڍ  ،ڍ اځ څمځ یٴٌبځ ؿاكڃـ. اٿب ډل ثیتډب ٿخڄچڍ ٳڈ ٿنؿڅد ډپ ڃبٿیـڇ ُـڇ اًت، ٤ُلڍ اًت ٳڈ ډڀڈ ڍ ٿٔلا١ 

رـاٷبڃڈ ؿاكؿ څ ام ایڂ رڊت اځ كا ٿخڄچڍ، ٿڄٌچة  ثڈ ٿخڄی، ی٤ڄی ؿڅتب ؿڅ تب ڃبٿیـڇ اڃـ. ت٤ـاؿ  اثیبت ٿخڄچڍ ٿغـڅؿ ڃیٌت څ ثـیڂ 

 ، تبكیؼ څ ا٫ٌبڃڈ اًت.ډب ی ٿڄبًت ثلاڍ ثیبځ ٯٔڈًجت ٯبٻج

 ثبُـ: ٿی اڃچا١ ٿخڄچڍ ؿك اؿة ٫بكًی ثل عٌت ٿچٗچ١ ثڈ ُلط میل 

 اٻ٪( ٿخڄچڍ عڀبًی 

 ت٤ټیڀی -ة(ٿخڄچڍ اؽ ٯی 

 د( ٿخڄچڍ ٣ل٫بڃی 

 ؿ( ٿخڄچڍ ٣بُٰبڃڈ 

 
Artist as Teacher 

 every artist knows in his heart that he is saying something to the public. Not only does he 

want to say it well, but he wants it to be something which has not been said before. He hopes the 

public will listen and understand; he wants to teach them, and he wants them to learn from him. 

 What visual artists, like painters, want to teach is easy to make out but difficult to explain, 

because painters translate their experiences into shapes and colors, not words. 

 It would be hard for an artist to find a subject that no one has ever tried to paint. Artists paint 

the things they see around them—people, animals nature and nonliving objects. They also show 

dream like' scenes that exist only in their imagination. An artist can reach back into the past and 
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paint a historical event or a religious story some artists paint pictures that express no clear 

subject matter at all Instead. they Arrange the paint in abstract way that expresses feelings or 

ideas that are important to them. 

      The painting that artists create have great value for mankind. They provide people with both 

enjoyment and information. 

      Paintings also teach. Some reveal what the artist feels about important subjects, including 

death, love, religion, and social justice. Other paintings tell about the history of the period during 

which they were created. They provide information about the customs, goals, and  interests  of  

past societies. They also tell about such things as the buildings, clothing, and of tools of the past. 

Much of our knowledge about, prehistoric and ancient times comes from painting and other arts, 

because many early societies left few or no written records. 

 

 ٌّرهٌذ تِ هٌسلِ هعلن

ثټٴڈ ثبیـ  ؛ؿاڃـ. ډڄلٿڄـ ڃڈ تڄڊب ثبیـ ؽچة ثیبځ ٳڄـ ٿی ؿك ٯټت ؽچؿ ،ډل ډڄلٿڄـڍ صینڍ كا ٳڈ ؿك عبٹ ٷ٬تڂ ثلاڍ ٣ڀچٽ اًت 

 ؽچاډـ ثڈ اڃڊباٿچمٍ ثـډـ، څ اڅ ٿی څ اٿیـڅاك اًت ٳڈ ٣ڀچٽ ٷچٍ ثـډڄـ څ ث٬ڊڀڄـ؛ اڅٷ٬تڈ ڃِـڇ ثبُـ. ا صینڍ كا ثیبځ ٳڄـ ٳڈ ٯج ً

 ؽچاډـ ام اڃڊب یبؿ ثٸیلؿ. ٿی

ؽچاډڄـ اٿچمٍ ؿډڄـ، ؿكٱ څ ٫ڊڀَ ًبؿڇ اًت اٿب ثیبځ ٳلؿځ اځ ٿِٴٺ  ٿی صینڍ كا ٳڈ ډڄلٿڄـاځ ثٔلڍ ٿخٺ ڃٰبُڊب، 

ثٌیبك ًؾت اًت ٳڈ ٿچٗچ٣ی  ،ٳټڀبت. ثلاڍ ډڄلٿڄـؿك ، ڃڈ ٳڄڄـتلرڀڈ ٿی ڊباًت، میلا ڃٰبُڊب تزبكثِبځ كا ؿك ٯبٻت اُٴبٹ څ كڃٸ

ثیڄڄـ، ٿبڃڄـ: ٿلؿٽ،  ٿی ٳڄڄـ ٳڈ ؿك اٛلا٩ ؽچؿُبځ ٿی یـڇ ثبُـ. ڃٰبُبځ، صینډبیی كا ڃٰبُیڄاڃتؾبة ٳڄـ ٳڈ ؿیٸلڍ اځ كا ڃِ

ؿډڄـ. یٲ  ٿی ك تٔچكُبځ څرچؿ ؿاكؿ ڃِبځاڍ ٳڈ ٫ٰٚ ؿاڃڊب ډڀضڄیڂ كإیب كا ٿبڃڄـ ٓغڄڈ عیچاڃبت، ٛجی٤ت څ صینډبڍ ثی ربځ.

ډبیی كا ٤٘ی ډڄلٿڄـاځ ٣ٴيثی كا ڃٰبُی ٳڄـ. اًتبځ ؿیڄیٲ ؿ بی ،تچاڃـ ثڈ ٷقُتڈ ثلٷلؿؿ څ یٲ عبؿحڈ تبكیؾی كا ٿی ډڄلٿڄـ

-پ ٿیبُی كا ثڈ ٓچكت اڃتنا٣ی تڄ٠یٳڄـ. ؿك ٣چٕ، اڃڊب ڃٰځ ٿچٗچ١ عٰیٰی څاٗغی كا ثیبځ ڃڀیٳڄڄـ ٳڈ ثڈ ډیش ٣ڄچاڃٰبُی ٿی

 ٳڄـ.  ٿی یی ٳڈ ثلایِبځ ٿڊپ ډٌتڄـ كا ثیبځډب ٳڄڄـ ٳڈ اعٌبًبت یب اڃـیِڈ

 ٳڄڄـ، اكمٍ ثنكٷی ثلاڍ ثِل ؿاكؿ. اڃڊب ثلاڍ ٿلؿٽ ډپ ٻقت څ ډپ اٛ ٣بت ٫لاډپتبثټچڍ ڃٰبُی ٳڈ ډڄلٿڄـاځ ؽټٮ ٿی 

ٳڄـ ؿك ٿچكؿ ٿچٗچ٣بت ٿڊپ اعٌبى ٿی ٳڄـ صینڍ كا ٳڈ ډڄلٿڄـ ٿی ؿډڄـ. ث٤٘ی اُٴبك ٿی ډڀضڄیڂ اٿچمٍډب  اڅكڃـ. ڃٰبُی ٿی

یڈ ڃٰبُی ت. ثٰ  ٷچیڄـ. ٿی ؿكثبكڇ تبكیؾضڈ ڍ ٿـت مٿبڃی ٳڈ اڃڊب ؽټٮ ُـڃـ، ًؾڂډب  ٳڈ ُبٿٺ ٿلٵ، ٣ِٮ څ ٿقډت څ ٣ـاٻت ارتڀب٣ی اً

ٿخٺ  یڂ ؿكثبكڇ ڍ صینډبییٳڄڄـ. اڃڊب ډڀضڄٿڄـیڊبڍ رچاٿ٢ ٳڊڂ ٫لاډپ ٿیبتی كار٢ ثڈ كًچٽ، اډـا٩ څ ٣ ٯڈاڃڊب اٛ ٣ 

ٷچیڄـ. ثیِتل ؿاڃَ ٿب ؿكثبكڇ ٿبٯجٺ تبكیؼ څ ؿڅكاځ ثبًتبڃی ام ڃٰبُی څ ثٰیڈ ډڄلډب ډب، ٻجبى پچُیـځ څ اثناك ٷقُتڈ ڃین ٿیًبؽتڀبځ

 اڍ حجت ڃِـڇ.ٿبڃـ. یب ډیش ڃچُتڈثبٯی ٿیثڈ ٿب كًیـڇ اًت، میلا ام ثٌیبكڍ ام رچاٿ٢ ڃؾٌتیڂ اًڄبؿ ٳتجی ٳڀی 
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 خًدآزمایی

1) read each statement and decide if the following statements true (t) or false (f). 
……….....1- anything written down is literature. 
……….…2- the short story and drama both tell stories. 
………….3- in a fictional work most of the events are invented by the author. 
……….....4- nowel and short story have fewer characters. 
……….…5- fiction can give us something mire than enjoyment. 
……….…6- according to the passage, only games give us pleasure. 
……….…7- we read fiction because of so many pressing demands. 
……….…8- escape literature can help us escape from reality. 
……….…9-the meaning of fiction is any literary work about imaginary characters and events. 
2) find words in the text which mean: 
1- a crowd of people listening to a speech , song, etc            
2- a group of lines a poem: poetry……………… 
3- Something said or written……………. 
4- a written composition…………… 
3) According to the passage, a drama is different from a short story because it………. 
1- Can be performed 2- Is less appreciated  3- Has fewer character 4- Has more characters 
4) peaders who enjoy literature have learned to see beyond the surface of a story and 
beyond the events the author tells ― surface‖ means……….. 

 ( ٫لاتل4 ( ٟبډل ًٜظ ډل صین3 ( څًی2٢ ( ٣ڀٮ1
5) they vary not only in subject matter." vary‖ means………………….. 

 ( ٿت٬بڅت ٳلؿځ4 ( ٳڄتلٹ ٳلؿځ3 ٰٚ( 2٫ ( ًجٲ1
6) all the elements of the short story should contribute to a single impression ―Contribute‖ 
means……………. 
1- Help 2- Goal 3- Duty 4- Balance 
7) write the definitions of the words. 
1- refine….……… 
2- furnish…………… 
3- compelling……………… 
5- awareness……………….. 
6- object…………………….. 
8) match the definitions halves 1- 4 with a-e. 
1- recommend   a) the ability to understand. 
2- insight    b) offer or suggest as favored by oneself. 
3- temporarily   c) boring, tiresome 
4- tedious   d) a great  value 
                                       e) for a short time 
9) Omar khayyam

,
s Rubaiyat is collection of ……………. 

1- allusions  2- metaphors  3-maxims  4-quatrains 
10) " pangyric" is a poem of ……………. 
1- Score  2- sarcasm  3- Praise  4- Complaint 
11) Find the Persian equivalents of the following terms and expression and write them in 
the space provided. 
1- ode ………   6- figure………  11- elegy……… 
2- rhyme ………  7- Lyric………  12- narrative……… 
3- Sonnet ………  8- theme………  13- term……… 
4- Stanza………  9- metre………  14- play……… 
5- topic ………  10- Irony………  15- Tragedy ……… 
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Read the following passages and answer the questions by choosing the best choise (1), (2), (3), or (4). 

Fistion may be classified into two broad categories: literature of Escape and literature of  

Interpretation. Escape literature is written purely for entertainment- to help us pass the time 

agreeably. Interpretive literature is written to broaden and deepen and sharpen our awareness of 

life. Escape literature takes us away from the real world: it enables us temporarily to forget our 

troubles. Interpretive literature takes us, through the imagination, deeper into the reality: it 

enables us to understand our troubles. Escape literature has as its only object pleasure. 

Interpretive literature has as its object pleasure plus understanding. 

12- Which statement is true according to the first two lines? 

1) Fiction consist of literature of Escape and literature of interpretation. 

2) Fiction, literature of Escape and literature of Interpretation are different types of short story.  

3) Literature of Escape is deeper than literature of Interpretation.  

4) Lierature of Interpretation is broader than literature of Escape. 

13- Escape literature: 
1)Sharpenss our awareness of life 2) takes us deeper into the reality 
3) shows us the reality of the world 4) enables us temporarily to forget our troubles 

14- The very word "temporarily" in line 4 means: 

1) For a long time  2) For many years 

3) For just a short time  4) For a lasting period 

15- interpretive literature shows us the reality of life by means of: 

1) Interpretation 2) Imagination 3) Entertainment 4) Understanding 

16- The final goals of literature of Interpretation are: 

1) Pleasure and understanding 2) Pleasure and enterainment 

3) Imagination and entertainment 4) Pleasure and imagination 
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 پاسخ خًد آزمایی

1 )  
ډل  ڃچُتڈ اڍ اؿثیبت اًت.  f-1  

ٷچیڄـ.   ٿی ؿاًتبځ ٳچتبڇ څڃڀبیِڄبٿڈ ډل ؿڅ، ؿاًتبځ  t-2  

t-3 اثـا١ ُـڇ اًت. ،ثیِتل عچاؿث تچًٚ ڃچیٌڄـڇ ،ؿك احل تؾیټی 
f-4 ُؾٔیتڊبڍ ٳڀتلڍ ؿاكڃـ ،كٿبځ څ ؿاًتبځ ٳچتبڇ. 
t-5  اڃـ ثڈ ٿب صینڍ ثیِتل ام ٻقت ثـډـ.تچٿیؿاًتبځ تؾیټی 
f-6 ؿډڄـ.¬ٿیثڈ ٿب ؽچُی څ ٻقت ډب  ثل ٛجٮ ٿتڂ، تڄڊب ثبمڍ 

f-7  اڃیپ ثڈ ؿٻیٺ څرچؿ ڃیبمډبڍ ٫چكڍ.ؽچٿیٿب ؿاًتبځ تؾیټی 

t-8  تب ام څاٯ٤یت ٫لاك ٳڄیپ. ٳڄـٿیاؿثیبت ًلٷلٽ ٳڄڄـڇ ثڈ ٿب ٳڀٲ 

t-9  ؿك ٿچكؿ ُؾٔیتڊب څ عچاؿث ٧یل څاٯ٤ی څ تؾیټی ثبُـٿ٤ڄی ؿاًتبځ تؾیټی ایڂ اًت: ډل احل اؿثی ٳڈ. 
2) 

1- audience 2- verse 3- statement 4- essay 

 تچاڃـ ارلا ُچؿ. ٿی ثبُـ. ٿ٤ڄی اځ ایڂ اًت: میلا ڃڀبیِڄبٿڈ ٿی ( ٓغیظ1ٷنیڄڈ ) (3
 ثبُـ. ٿی ( ٓغیظ3ٷنیڄڈ ) (4
 ثبُـ. ٿی ( ٓغیظ4ٷنیڄڈ ) (5
 ثبُـ. ٿی ( ٓغیظ1ٷنیڄڈ ) (6
7)  

Improve      ثڊجچؿ ثؾِیـځ                   -1

Provide       ٫لاډپ ٳلؿځ                       -2

Forceful         ارجبك                            -3

Understanding     ؿكٱ څ ٫ڊپ               -4

goal or purpose      ډـ٩                    -5

8)  
1- B پیِڄڊبؿ ٳلؿځ 

2- A ثٔیلت 
3- E ٿچٯتی 

4- C ٳٌبٻت اڅك ،ٳڄڄـڇ ؽٌتڈ 
 ثبُـ. ( ٓغیظ ٿی4( ٷنیڄڈ )9
 ډب كثب٣ی -4 پڄـډب-3 ډب اًت٤بكڇ -2 تټڀیغبت -1
 ثبُـ. ( ٓغیظ ٿی3( ٷنیڄڈ )10
 ُٴبیت -4 ًتبیَ -3 ٤ٛڄڈ -2 تڀٌؾل -1
 ٻی ثڄچیٌیـ.ام ٻ٨بت اڅكؿڇ ُـڇ ؿك میل كا پیـا ٳڄیـ څ ؿك ربڍ ؽب ٽ( ٿ٤بؿٹ ٫بكًی ډل ٳـا11
 ٿلحیڈ ،ڃچعڈ -11 ُؾٔیت -6 ٯٔیـڇ -1
 ٿٴتچة ،كًبٻڈ -12 ٤ُلډبڍ ٧ڄبیی -7 ًز٢ ،ٯب٫یڈ -2
 آٜ ط -13 ؿكڅځ ٿبیڈ ،ٿ٘ڀچځ -8 ٧نٹ -3
 ڃڀبیَ -14 څمځ -9 ٯ٤ٜڈ -4
 اڃٸین ؿاًتبځ ٧پ -15 ٛڄن څ ٳڄبیڈ -10 ٿٰبٻڈ ،ٿچٗچ١ -5
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 ترجوِ هتي9  

 ٛجٰڈ ثڄـڍ ٷلؿؿ: اؿثیبت ت٬لیغی څ اؿثیبت تغټیټی. ؿاًتبځ ٿی تچاڃـ ؿك ؿڅ ؿًتڈ ثڄـڍ ثنكٵ

اؿثیبت ت٬لیغی ٓل٫ب ثلاڍ ًلٷلٿی ڃچُتڈ ٿی ُچؿ تب ٳڀٲ ٳڄـ مٿبځ كا ؿٻپقیل تل ثٸقكاڃیپ. اؿثیبت تغټیټی ثلاڍ ٷٌتلؿڇ ٳالؿځ څ  

ٿای ٳڄاـ څ ٿاب كا ٯابؿك ٿای      څاٯ٤ی ؿڅك  ٣ڀیٮ ٳلؿځ څ تین ٳلؿځ ثیڄَ ٿب ثڈ مڃـٷی ڃچُتڈ ٿی ُچؿ. اؿثیبت ت٬لیغی ٿب كا ام ؿڃیبڍ 

ًبمؿ ٳڈ ثڈ ٛچك ٷقكا ٿِٴ تڀبځ كا ٫لاٿچٍ ٳڄیپ. ٻقت تڄڊب ډـ٩ اؿثیبت ت٬لیغی اًت. اؿثیبت تغټیټی ثڈ ٣ڄچاځ ډـ٫َ ٻاقت ثاڈ   

 ٣ څڇ ؿكٱ كا ؿك ثلؿاكؿ.

 ٓغیظ اًت. 1ٷنیڄڈ  -12

 ٛجٮ ؿڅ ًٜل اڅٹ ٳـاٽ ٣جبكت ؿكًت اًت؟

 یټی اًت.ؿاًتبځ ُبٿٺ اؿثیبت ت٬لیغی څ اؿثیبت تغټ (1

 ڍ ٿؾتټ٬ی ام ؿاًتبځ ٳچتبډڄـ.ډب ؿاًتبځ، اؿثیبت ت٬لیغی څ اؿثیبت تغټیټی ٷچڃڈ  (2

 اؿثیبت ت٬لیغی ٣ڀیٮ تل ام اؿثیبت تغټیټی اًت. (3

 اؿثیبت تغټیټی ٷٌتلؿڇ تل ام اؿثیبت ت٬لیغی اًت.  (4

 ٓغیظ اًت. 4ٷنیڄڈ  -13

 اؿثیبت ت٬لیغی:

 ؿیـ ٿب كا ثڈ مڃـٷی تینتل ٿی ٳڄـ. (1

 څاٯ٤یت ٿی ثلؿ. ٿب كا ثڈ ٣ڀٮ (2

 څاٯ٤یت رڊبځ كا ثڈ ٿب ڃِبځ ٿی ؿډـ. (3

 ٿب كا ثڈ ٛچك ٿچٯّتی ٯبؿك ٿی ًبمؿ ٳڈ ٿِٴ تڀبځ كا ٫لاٿچٍ ٳڄیپ. (4

 ٓغیظ اًت. 3ٷنیڄڈ  -14

 ؿٯیٰب ثڈ صڈ ٿ٤ڄبًت؟ 4ؿك ؽٚ  "ٷقكا"څاهڇ 

 ثڈ ٿـت صڄـ ًبٹ( 2  ثلاڍ یٲ ٿـت ٛچلاڃی( 1

 ٛچلاڃی ثلاڍ یٲ ؿڅكڇ ڍ( 4  ٫ٰٚ ثلاڍ ٿـت ٳچتبډی( 3

 ٓغیظ اًت. 2ٷنیڄڈ   -15

 اؿثیبت تغټیټی څاٯ٤یت مڃـٷی كا ثڈ څًیټڈ ڍ ..... ثڈ ٿب ڃِبځ ٿی ؿډـ.

 ( ٫ڊڀیـځ4 ( ًلٷلٿی3 ( تؾیٺ2 تغټیٺ (1

 ٓغیظ اًت. 1ٷنیڄڈ  -16

 اډـا٩ ڃڊبیی تغټیټی ٣جبكتڄـ ام:

 ( ٻقت څ ًلٷلٿی 2  ٻقت څ ٫ڊڀیـځ (2

 ( ٻقت څ تؾیٺ4  تؾیٺ څ ًلٷلٿی (3

 

 





 

 دومفصل  فصل اول

 و تسرگان()شاعران 

 عىايیه اصلی

 Abuyazid bastami  ابًيسيذ بسطامي 

 Ferdowsi فرديسي  

 Abu sa'id AbiL-khayar الخير    ابًسعيذ ابي 

 Baba- Tahir بابا طاَر  

 Naser khosro واصرخسري  

 Anwari اوًري  

 Faridu'd- Din Attar الذيه عطار  فريذ 

 Umar Khayyam عمر خيام  

 Sa'di of shiraz   سعذي 

 Mulavi مًلًي  

 Hafiz of shiraz حافظ  

 Jami جامي  

 Su'ib of Tabriz صائب تبريسي   

 Abdal- Qadir Bedil Dihlavi عبذالقادر بيذل دَلًي  

 






