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There is no real precedent in English for 
Donne’s love lyrics, either for the 
sustained variety of verse forms or for the 
comparably great variety of tone and 
implied occasion; and though Donne’s 
style grows out of a general sixteenth-
century aesthetic of “conceited verses,” his 
particular way of tight, combative 
argumentation, demanding the relentless 
close attention of his reader, takes that 
aesthetic to a dramatically new level. 

At best, that argumentativeness is of a
piece with the subject matter: love as
battle of wits, either between the lovers
themselves, or between the lovers and
the world around them. … Donne writes
some of the classic poems … that affirm
love with a pitch of hyperbole: radically
transformative, unshakably enduring,
with the capacity of rendering everything
else irrelevant.

الحت 0 ىِ عضء ِٓ الدٌػٌع في أؽغٓ الأؽٌاي ، الجذٌْخ 
ِضً ِؼشوخ دىبء، عٌاء ثين اٌؼشبق أٔفغيُ، أً ثين اٌؼشبق  

دًْ  ّىزت ثؼغ ِٓ اٌمظبئذ  . ... ًاٌؼبلم ِٓ ؽٌلذُ
اٌتي رؤوذ الحت ثىلاَ  ِنّك بدمبسٔخ غير ... اٌىلاعْىْخ
ِغ ،ثشىً دائُ ِظُّ ًًرزؾٌي عزسّب 0 ِجبٌغخ فْيب 

.لذسح عؼً وً شِء آخش لا طٍخ ٌو ثبلدٌػٌع

ٌْظ ىنبن عبثمخ ؽمْمْخ في اٌٍغخ الإلصٍْضّخ ٌىٍّبد  
ؽت دًْ،  إِب لرٌّػخ ِزٌاطٍخ ِٓ أشىبي ثْذ  

اٌشؼش أً لرٌّػخ وجيرح ًِزنٌػخ ٔغجْب ِٓ لذغخ ِفيٌِخ  
ػّنْبً ٌٍؾذس، ًػٍَ اٌشغُ ِٓ نمؾ دًْ فئٔو ّنٌّ ِٓ  

لظْذح  ”أطً الجّبٌْخ اٌؼبِخ في اٌمشْ اٌغبدط ػشش ِٓ 
ٌو ؿشّمو ِؼْنخ في الجذاي ، ًػْك اٌمزبٌْخ، ” ِغشًس، 

ًاىزّبَ ًصْك لا ىٌادح فْو ّشذ أزجبه اٌمبسا، ّأخز  
.ِغزٌٍ عذّذ الىالجبٔت الجّبلي ثشىً وجير 

ػٍَ لرٌّػخ ِزنٌػخ   اؿٍك، اعُ الدْزبفْضّميناٌشؼشاء 
اٌزّٓ ػٌٍّا ثشىً   17ِٓ شؼشاء إلصٍْض ِٓ اٌمشْ 

اعزخذٌِا  ثبراػخ الدفبىُْ  # روِ$ثبسص ًِجزىش 
رؼني وً ِب يخض  0  اٌلاىٌد$$  اٌلاىٌرْخ ًاٌفىشّخ 

  ًالدذىشخ،  ## اٌزاد الإلذْخ، أُ وً ِب ّشرجؾ ثب‟
أً ثؼْذح  $ الإؽزّبيالدفبسلبد اٌغشّجخ، ًاٌظٌس ثؼْذح 

#.الدنبي

اٌشبػش اٌشائذ الدْزبفْضّمِ عٌْ دًْ ، اٌزُ وزت  
ثفغبئْخ عذٌْخ ِٓ إّمبع ًٔغّخ ِٓ   اعٌٍثوثبٌؼبِْخ،بشْض 

اٌشؼشاء آخشّٓ  .  الإّضاثْضِالحت -وٍّبد الارفبلْبد
  وبًلي، ِبسفًْاٌزّٓ ّنـجك ػٍْيُ ٔفظ اٌزغّْخ أٔذسً 

، ًاٌشؼشاء الدزذّنين في اٌغبٌت   وٍْفلأذ، عٌْ اثشاىبَ
.سّزشبسد ًوشاشٌاىنشُ،  فٌْ ىشثشدعٌسط 

metaphysical poets, the name given to a
diverse group of 17th century English
poets whose work is notable for its
ingenious (clever) use of intellectual and
theological concepts in surprising
CONCEITS, strange PARADOXES, and far-
fetched IMAGERY.

The leading metaphysical poet was John
Donne, whose colloquial, argumentative
abruptness of rhythm and tone
distinguishes his style from the
CONVENTIONS of Elizabethan love-lyrics.
Other poets to whom the label is applied
include Andrew Marvell, Abraham
Cowley, John Cleveland, and the
predominantly religious poets George
Herbert, Henry Vaughan, and Richard
Crashaw.2



In the 20th century, T. S. Eliot and others
revived their reputation, stressing their
quality of WIT, in the sense of intellectual
strenuousness and flexibility rather than
smart humour. The term metaphysical
poetry usually refers to the works of
these poets, but it can sometimes denote
any poetry that discusses metaphysics,
that is, the philosophy of knowledge and
existence.

ًغيرىُ، ِشذدا   إٌٌْدفي اٌمشْ اٌؼششّٓ، أؽْذ سمؼخ 
ػٍَ عٌدبصب ِٓ اٌـشافخ، بدؼنَ دسعخ عيذ اٌفىشُ 

اٌشؼش الدْزبفْضّمِ . ًالدشًٔخ ثذلا ِٓ اٌذػبثخ اٌزوْخ
ِظـٍؼ ػبدح ِب ّشير إلى أػّبي ىؤلاء اٌشؼشاء، ًٌىنو  
يدىٓ في ثؼغ الأؽْبْ لأُ دلاٌخ ػٍَ اٌشؼش أْ رنبلش  

.الدْزبفْضّمْب، ًىزه ىِ فٍغفخ الدؼشفخ ًاٌٌعٌد

A Valediction: Forbidding Mourning

As virtuous men pass mildly away
And whisper to their souls to go,
Whilst some of their sad friends do say,
The breath goes now, and some say, No,
So let us melt and make no noise,                       5
No tear-floods nor sigh-tempests move;
Twere profanation of our joys            (not sacred)
To tell the laity our love.                        (common)
Moving of the earth brings harms and fears,
Men reckon what it did and meant;    (think)   10
But trepidation of the spheres,               (anxiety)
Though greater far, is innocent.
Dull sublunary lovers’ love
(Whose soul is sense) cannot admit
Absence, because it doth remove                      15
Those things which elemented it;
But we, by a love so much refined
That ourselves know not what it is,
Interassurèd of the mind,
Care less eyes, lips, and hands to miss.            20
Our two souls, therefore, which are one,
Though I must go, endure not yet
A breach, but an expansion,
Like gold to airy thinness beat.
If they be two, they are two so                         25
As stiff twin compasses are two.
Thy soul, the fixed foot, makes no show
To move, but doth if the other do;
And though it in the center sit,
Yet when the other far doth roam, 30

It leans and harkens after it,
And grows erect as that comes home.
Such wilt thou be to me, who must
Like the other foot obliquely run;
Thy firmness draws my circle just,            35
And makes me end where I  begun

يسجى السجوع للقصيدة في المحاضسة •

  والاستماع لها  
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“A Valediction: forbidding Mourning”
The speak explains that he is forced to spend
time apart from his lover, (his wife) but before
he leaves, he tells her that their farewell
should not become an occasion for mourning
and sorrow. In the same way that virtuous
men die mildly and without complaint, he
says, so they should leave without “tear-
floods” and “sigh-tempests,” for to publicly
announce their feelings in such a way would
profane their love.

The speaker says that when the earth moves, it 
brings “harms and fears,” but when the 
spheres experience “trepidation,” though the 
impact is greater, it is also innocent (simple). 
The love of “dull sublunary lovers” can not 
survive separation, but it removes that which 
constitutes the love itself; but the love he 
shares with his beloved is so refined and “Inter-
assured of the mind” that they need not worry 
about missing “eyes, lips, and hands.”

لا رضاي  رزىت، أسًاؽيُ  اْيجت  انهبػٍَ اٌشغُ ِٓ 
، فئنهب  #لـغ$ًاؽذح، ًثبٌزبلي، فيِ ٌْغذ دائّخ خشلب 

ٌٍزىت أْ  ، ثنفظ اٌـشّمخ اٌتي يدىٓ "اٌزٌعغ"رؼبِٔ ِٓ 
الدشتروخ عٌف بشزذ  اٌشًػ . ”ٌشلبلخ ِيٌاح ”ّزّذد ثؼشثو  

إرا أسًاؽيُ ِنفظٍخ،  . ثْنيّبٌزأخز وً الدغبفخ ثجغبؿخ 
0فيِ ِضً  ألذاَ اٌفشعبسوّب ّمٌي، 

  برٍت فئنهب الأسع، رزؾشن ػنذِب أٔو ّمٌي الدزىٍُ
  الخبرح لربلاد رىٌْ ػنذِب ٌىٓ ،"ًالدخبًف الأػشاس”
  أّؼبً فئٔو أوبر، اٌزأصير أْ ِٓ اٌشغُ ػٍَ ،"الإسرْبة”

  بزذ ػغشًا لزجين ”  ٌـــ الحت .#ثغْؾ$ عبرط عْىٌْ
  لذ ٌىنو ِنفظٍين، الحْبح لْذ ػٍَ اٌجمبء يدىنيُ لا " اٌمّش
 ّزمبسمو اٌزُ الحت ًٌىٓ ٔفغو، الحت ّشىً اٌزُ ّضًّ
   ٌمٍميُ داػِ لا ً "اٌؼمً أوذه ِب” عذا ٔمِ ؽجْجزو ِغ

".ًالأّذُ اٌشفبه ، اٌؼٌْْ” فمذانهُ ثشأْ

”بزشُّ أؽضاْ اٌٌداع ” 
اػـش ٌمؼبء ثؼغ اٌٌلذ  # اٌشبػش$اٌىلاَ ّفغش أٔو 

لبي لذب  ّغبدس،  اًٌْىٓ لجً # صًعزو$ػٓ ؽجْجزو ثؼْذا 
.  ّظجؼ  ِنبعجخ ٌٍؾذاد ًالحضْلا ّنجغِ أْ ًداػيُ   اْ

  ًّمبي ِب اٌششفبء ألً اٌشعبي  بذبيدٌد اٌـشّمخ اٌتي ثنفظ 
دًْ  ّغبدسًْ ِٓ أْ ّنجغِ ػٍْيُ ٌزٌه ،  ثذًْ شىٌٍ

ّجٍغ  ِٓ أعً أْ " ؽغشح ػبطفخ،” ً” رفْغ اٌذٌِع ”أْ 
.ؽجيُلذ رذٔظ ػٓ ِشبػشىُ ثـشّمخ ػٍنب 

Though he must go, their souls are still one,
and, therefore, they are not enduring a breach
(a cut), they are experiencing an “expansion”;
in the same way that gold can be stretched by
beating it “to airy thinness,” the soul they
share will simply stretch to take in all the
space between them. If their souls are
separate, he says, they are like the feet of
compass:

A Valediction: Forbidding Mourning
لقصيدة تحريم أحزان الوداعشرح 

His lover’s soul is the fixed foot in the center,
and his is the foot that moves around it. The
firmness of the center foot makes the circle
that the outer foot draws perfect: “The
firmness makes my circle just, / And makes me
end, where I begun.”

سًؽو  ىِ   ًفي اٌٌعؾ ، ىِ اٌمذَ اٌضبثزخ سًػ ؽجْجزو 
يجؼً في الدشوض صجبد لذَ . اٌتي رزؾشن ِٓ ؽٌٌواٌمذَ 

فمؾ اٌضجبد  ” 0 اٌمذَ  الخبسعْخ رشعُ اٌذائشح ثشىً ِزمٓ 
."ثذأدؽْش نهبّخ، ًيجؼً لي / ّىٌّْ دائشرِ ، 
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Form

The nine stanzas of this Valediction are quite 
simple compared to many of Donne’s poems, 
which make use of strange metrical patterns 
overlaid jarringly on regular rhyme schemes. 
Here, each four-line stanza is quite unadorned 
(simple and plain) , with an ABAB rhyme 
scheme and an iambic tetrameter meter.

أشيش ًأثغؾ  ىِ ًاؽذح ِٓ " بزشُّ أؽضاْ اٌٌداع  "
دًْ فئٔو ًػٍَ الأسعؼ أّؼب ثْبٔو الأوضش لظبئذ 

ً لحغّو في وً  . ِجبششح ٌٍّضبٌْخ ٌو ِٓ الحت اٌشًؽِ
أػٍٓ دًْ رفبْٔو في  اٌبرغٌس ، "ِب لذِو في لظبئذ ِضً 

ىنب  . ٌٔع ِٓ الحت اٌشًؽِ اٌزُ بربًص الدبدّخ فمؾ
،  الجغذُ ػٓ ؽجْجزو ِٓ عذّذ ، ثبٔزظبس اٌفظً 

ًّغزشيذ ػٍَ ؿجْؼخ ىزا الحت اٌشًؽِ ٌذسء 
"  ؽغشح ػبطفخ ” ً” رفْغ اٌذٌِع " ػٓ # الاثزؼبد$

.يحؼش ثـشّمخ أخشٍ ٌٌداػيبلذ 

الذْئخ

ثغْـخ عذا ثبلدمبسٔخ ِغ ىزا اٌٌداع ِٓ غغ ٌِشؾبد ر
، ًاٌتي برؼً اعزخذاَ أنمبؽ  [ دًْلظبئذ اٌؼذّذ ِٓ 

ثشىً ِضػظ ػٍَ لســبد لبفْخ  ٌِصًٔخ ِؼبفخ غشّجخ 
ِمبؿغ  ىنب ، ىٌ ِضّٓ وً ِمـغ ِٓ أسثؼخ . ػبدّخ

، ِغ ًعٌد لسـؾ ًلبفْخ  # ثغْـخ ًػبدّخ$شؼشّخ 
ABAB ً ًًْصْ سثبػِ اٌزفبػ.

“A Valediction: forbidding Mourning” is one
of Donne’s most famous and simplest poems
and also probably his most direct statement of
his ideal of spiritual love. For all his sensuality
in poems, such as “The Flea,” Donne
professed a devotion to a kind of spiritual love
that transcended the merely physical. Here,
anticipating a physical separation from his
beloved, he invokes the nature of that
spiritual love to ward off (keep away) the
“tear-floods” and “sigh-tempests” that might
otherwise attend on their farewell.

The poem is essentially a sequence of 
metaphors and comparisons, each describing 
a way of looking at their separation that will 
help them to avoid the mourning  (showing 
sadness) forbidden by the poem’s title.
First, the speaker says that their farewell 
should be as mild as the uncomplaining 
deaths of virtuous men, for to weep would be 
“profanation of our joys.” Next, the speaker 
compares harmful “Moving of the earth” to 
innocent “trepidation of the spheres,” 
equating the first with “dull sublunary lovers’ 
love” and the second with their love, “Inter-
assured of the mind.”

اٌمظْذح ىِ في الأعبط عٍغٍخ ِٓ الاعزؼبساد  
ِٓ  ػٓ فظٍيُ ًالدمبسٔبد ، ًاطفب وً ًعٍْخ ٌْجؾش 

#  إظيبس الحضْ$ الحضْ شأنهب أْ رغبػذىُ ػٍَ برنت 
.اٌمظْذحاٌزؾشُّ ىٌ ػنٌاْ 

ًفبح  ِضً الدزىٍُ ّمٌي لاثذ ٌٌٍداع أْ ّىٌْ ِؼزذي ،  أًلا
اٌجىبء  ًعغ اٌؼْنين الدشّش، ًػٓ سافميب سعبي ششفبء 

ثؼذ رٌه ، ّمبسْ  ." رذْٔظ أفشاػ ٌذّنب"عْىٌْ 
ِٓ  "الإسرْبة" بزشن الأسع إلى ” الاػشاساٌشبػش 

لزجين ػغشًا  " الدغبًاح ثين الأًي ِغ" ًلربلاد الخبرح، 
"أوذه اٌؼمًِب ”".ًاٌضبْٔخ ِغ ؽجيُ"بزذ اٌمّش 

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................5



Like the rumbling  (making deep sound) earth, the 
dull sublunary (sublunary meaning literally 
beneath the moon and also subject to the moon) 
lovers are all physical, unable to experience 
separation without losing the sensation that 
comprises and sustains their love. But the spiritual 
lovers “Care less, eyes, lips, and hands to miss,” 
because, like the trepidation (vibration) of the 
spheres (the concentric globes that surrounded 
the earth in ancient astronomy), their love is not 
wholly physical. Also, like the trepidation of the 
spheres, their movement will not have the 
harmful consequences of an earthquake.

اٌزّٓ  ىُ  اٌؼذد الأسعزمشاؿْين اٌؼبؿفين لٌٍٍْْ 
ًاٌفشعبس ،  ،  ٌلا„بلاديحظٌٍْ ػٍَ الحت اٌشًؽِ 

لا رشًّ  ، ًػؼٌّخ ىزه اٌنخجخ [دًْوزبثبد في جمْغ 
الدزىٍُ،  ِٓ الدزىٍُ ًػشْمزو أً ػٍَ الأوضش، أوضش 

ؽجْجزو، ًلبسا اٌمظْذح ، اٌزُ دػب إلى اٌزؼبؿف ِغ  
#.أً اٌْأطلحضْ ِأصق ا$دًْ ِأصق سًِبٔغْخ 

، ًلشٍخ لّشُ # اٌظٌد اٌؼّْكطنغ $الدذِذِخ ِضً الأسع  
لّشُ فشػِ ِؼنَ ؽشفْب بزذ اٌمّش ًبسؼغ أّؼب $فشػِ 

لبدسّٓ ، غير # عغذّين$وٍيُ ِبدّين ػشبق # إلى اٌمّش
ًاٌتي رؤٌف ػٍَ برشثخ الأفظبي دًْ فمذاْ الإؽغبط 

ألً اىزّبَ ، اٌؼْنين، " ٌىٓ ػشبق اٌشًؽْخ . ؽجيًُرذُّ 
#  الاىزضاص$الاسرْبة ، لأٔو ، ِضً " ٌْفمذًنهبًاٌْذّٓ اٌشفزين 

الدشوض اٌتي بزْؾ الأسع اٌىشاد ِزؾذح ػٍَ $ِٓ ا„بلاد 
أّؼب ، ِضً . ِبدّخ وٍْبٌْظ ، ؽجيُ # في ػٍُ اٌفٍه اٌمذُّ

آصبس اٌؼبسح بشٍه الخٌف ِٓ ا„بلاد ، فئْ ؽشوزيُ لا 
.اٌنبجمخ ػٓ صٌضاي

Few in number are the emotional aristocrats
who have access to the spiritual love of the
spheres and the compass; throughout all of
Donne’s writing, the membership of this elite
never includes more than the speaker and his
lover—or at the most, the speaker, his lover,
and the reader of the poem, who is called upon
to sympathize with Donne’s romantic plight (sad
or desperate predicament).

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................

0ِضّذ ِٓ اٌزؼٍْك 
اٌؼذّذ ِٓ الدْضاد الدشرجـخ اٌشؼش رظيش “ بزشُّ أؽضاْ اٌٌداع”

الدْزبفْضّمِ في اٌمشْ اٌغبثغ ػشش في اٌؼبَ، ًاٌؼًّ ِغ دًْ فئٔو 
دًْ الدؼبطش، ًاٌىبرت الإٔىٍْضُ . ]ػٍَ ًعو الخظٌص

، ػنذِب 1611، ًيخبرٔب رٌاسّخ لظْذح ِٓ ًاٌزٌْإعؾبق 
دًْ ، ػٍَ ًشه اٌغفش إلى فشٔغب ًألدبْٔب، ًوزت ٌضًعزو 

ِضً ِؼظُ اٌشؼش ِٓ اٌٌلذ . ىزا اٌٌداع، أً وٍّخ ًداع
دػب . ، إلا أنهب لا رظيش في اٌـجبػخ خلاي ؽْبح اٌشبػش[دًْ

دًْ، ، ثؼذ ػبِين ِٓ ًفبح 1633في ٌنشش اٌمظْذح أًي ِشح 
ؽزَ أصنبء . ًاٌغٌٔبربدلرٌّػخ ِٓ لظبئذه أغبِٔ ًفي 

ِٓ الدؼشًف أٔو ِٓ شؼش دًْ  ؽْبرو، ًِغ رٌه، أطجؼ 
اٌمـبع الخبص في رؼُّْ ٔغخ لسـٌؿخ ِىزٌثخ بخؾ اٌْذ ًثين 

.الأدثبء اٌٍنذْٔين

Further comment :
"A Valediction: Forbidding Mourning" shows 

many features associated with seventeenth-
century metaphysical poetry in general, and 
with Donne's work in particular. Donne's 
contemporary, the English writer Izaak Walton, 
tells us the poem dates from 1611, when 
Donne, about to travel to France and Germany, 
wrote for his wife this valediction, or farewell 
speech. Like most poetry of Donne's time, it did 
not appear in print during the poet's lifetime. 
The poem was first published in 1633, two years 
after Donne's death, in a collection of his poems 
called Songs and Sonnets. Even during his life, 
however, Donne's poetry became well known 
because it circulated privately in manuscript and 
handwritten copies among literate Londoners.
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The poem tenderly comforts the speaker's 
lover at their temporary parting, asking that 
they separate calmly and quietly, without tears 
or protests. The speaker justifies the desirability 
of such calmness by developing the ways in 
which the two share a holy love, both physical 
and spiritual in nature. Donne's celebration of 
earthly love in this way has often been referred 
to as the "creed of love."

فٌق المحجين اٌؼبدّين  ِشرفؼخ ثمذعْخ، ؽجيُ ّؼبًِ دًْ  
اٌضمخ ّؼـْيُ   ًيجبدي اٌشبػش ًّمٌي ثغجت. الأسػِ

في  . ؽجيُ، فيِ لٌّخ بدب ّىفِ ٌزؾًّ فظً ِؤلذ
خلاي اٌغشًس  رٌؽِ ِٓ اٌٌالغ، ّىزشف ؿشق 

سًػ ًاؽذح  يدزٍه أْ اصنين ِنيُ إِب الدْزبفْضّمِ ، 
ٌذّو  ًىىزا لا يدىٓ أثذا أْ ّىٌْ ؽمب رمغّْيب، أً 

.رٌأَ أسًاػ  ِزظٍخ ثؼؼيب ثجؼغ

ًعبئً اٌشاؽخ لظْذح بحنبْ الدزؾذس فشاق الحجْت في   
ٌفترح ِؤلزخ، ًؿٍت أنهب ِنفظٍخ بذذًء ًبذذًء، ِٓ  

الدزىٍُ ّبرس ِضً ىزه اٌشغجخ  . دًْ دٌِع أً اؽزغبعبد
في الذذًء ِٓ خلاي رـٌّش اٌـشق اٌتي ٔظْت اصنين ِٓ  

.  الحت الدمذعخ، عٌاء الدبدّخ ًاٌشًؽْخ في اٌـجْؼخ
ًبذزه   الاسعًوضيرا ِب تم الاؽزفبي دًْ فئٔو ِٓ ؽت 

".ػمْذح الحت"اٌـشّمخ الدشبس إٌْيب ثبعُ 

Donne treats their love as sacred, elevated
above that of ordinary earthly lovers. He argues
that because of the confidence their love gives
them, they are strong enough to endure a
temporary separation. In fact, he discovers ways
of suggesting, through metaphysical conceit,
that the two of them either possess a single
soul and so can never really be divided, or have
twin souls permanently connected to each
other.

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................

ًاٌغشًس الدْزبفْضّمِ ىٌ اعزؼبسح أً رشجْو اٌشبػش   
ِمبسٔخ ثين اصنين عذا ػٍَ  # روْخ$اٌزُ ّشعُ ػجمشُ 

رنزيِ ِغ  " بزشُّ أؽضاْ اٌٌداع”. ػىظ اٌىبئنبد
الدْزبفْضّمْخ الأوضش شيشح، [ أًىبَ دًًْاؽذح ِٓ 
رشجْو  بدمبسٔخ 'عذاٌو ٌٍؼشبق ّنزيِ ًاٌزُ ّمٌي 

ًاٌتي ِٓ شأنهب أْ لا  اٌشًؽين ٌشعُ ألذاَ اٌفشعبس 
!بزذس ػبدح ٌشبػش ّىزت ػٓ ؽجو

A metaphysical conceit is an extended 
metaphor or simile in which the poet draws an 
ingenious (clever) comparison between two very 
unlike objects. "A Valediction: Forbidding 
Mourning" ends with one of Donne's most 
famous metaphysical conceits, in which he 
argues for the lovers' closeness by comparing 
their two souls to the feet of a drawing 
compass—a simile that would not typically occur 
to a poet writing about his love!

اٌظٌسح ثٌطٍخ رشير إلى ًعٌد طٍخ ثين ػشبق ؽزَ  
ثؼذ دًْ فئٔو ّشٍ ِجذع ِؼبِٔ  . أنهُ ًثظشف اٌنظش

في  " اٌضبثزخ"ّشٍ اٌفشق ثين الدشوضّخ ًاٌمذَ . أخشٍ
.  رزؾشن لذِب" ثشىً غير ِجبشش"ًاٌزغٌاي، " اٌجْذ"

ّظغِ إٌْو،  "  ً، "يدًْ 0 ًّمترػ الأفىبس اٌشغجخ 
اٌذائشح اٌتي "# فمؾ$"ًيخٍض ِغ فىشح الحت ًاٌىّبي 

"".رنزيِ ِٓ ؽْش ثذأد 

The compass image suggests a connection
between the lovers even as they are apart. Yet
Donne ingeniously finds further meanings. He
considers the difference between a central,
“fixed” foot at “home” and a roaming,
“obliquely” moving foot. He suggests ideas of
desire: leans,” and “hearkens,”.”He concludes
with an idea of love as the perfect (“just”) circle
that ends where it began.
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The occasion of the poem seems to be 
parting. Walton asserts that the poem was 
penned in 1611 when Donne was planning 
for a tour of France with the Drury family. 
Parting here is pictured as a miniature 
enactment of death. The poet refers to an 
untheatrical form of death where the 
dying mildly give away to death. 
Sometimes death may be anticipated, 
nevertheless at times it comes as an 
intruder in spite of one saying :”No.”

لذ ّؼني أّؼب رغْيرا في الحبٌخ  'رًثبْ'ِظـٍؼ   
بحًّ اٌشاثـخ بشبِب وّب ّزؼفٓ الجغذ الدْذ، رمٌَ . الدبدّخ

ًلبي أو ّمذَ صلاصخ ػنبطش الذٌاء ًالدبء  . اٌؼشبقثين 
ًالأسع لإظيبس أْ ىزه اٌؼنبطش رشىً دائشح الحْبح  

ؽغشح  ”ٍيٌاء في ًّشبس ٌ. ًالدٌد ػٍَ الأسع
ًالأسع في الإشبسح  ” اٌذٌِع رفْغ ” الدبء في “ ػبطفخ
اٌشبػش عٍت الدظبئت ػٍَ وً ىزه  . ٌٍضلاصي

ىزا ّؼني فشاق ِنيب ىٌ ألً ِٓ رٌه   اْاٌـجْؼْخ ّجذً 
ًػلاًح ػٍَ رٌه، ثبلدمبسٔخ ِغ . ثبلدمبسٔخ ِغ ىزه

.لا ّغجت أُ ػشس لحجنب، فئْ فشالِ اٌىٌاسس 

ّؤوذ أْ بزذه   اٌزٌْ. فشاقِنبعجخ اٌمظْذح رجذً أنهب 
ػنذِب دًْ فئٔو يخـؾ لجٌٌخ في   1611اٌمظْذح في 

ىنب ىٌ طٌسح ِظغشح  اٌفشاق . دسًسُفشٔغب ِغ اٌؼبئٍخ 
اٌشبػش ّشير إلى شىً غير  . ثبػزجبسه عٓ اٌٌفبح

ِغشؽِ ِٓ الدٌد ؽْش الدٌد ألً ِب ّمبي اٌزخٍِ ػٓ  
أؽْبٔب لذ ّىٌْ ِٓ الدزٌلغ ًفبح، ػٍَ اٌشغُ ِٓ  . الدٌد

رأرِ ِزغٍٍخ ثشىً ِضػظ ثبٌشغُ  رٌه في ثؼغ الأؽْبْ 
".لا "0 لٌي ًاؽذ ِٓ 
.

So let us melt, and make no noise, 
No tear-floods, nor sigh-tempests move ; 
'Twere profanation of our joys 
To tell the laity our love. 

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................

The  term ‘melt’ may also signify a change in 
physical state. Just as the dead body decays, 
the bond between both of the lovers shall 
dissolve. He introduces the three elements-
air, water and earth to show that these 
elements constitute the circle of life and 
death on earth. The air is referred to in ‘sigh-
tempests’, water in ‘tear-floods’ and earth 
with reference to earthquakes. The poet 
bringing on all these natural calamities seems 
to imply their parting is of less consequence 
as compared to these. Moreover, as 
compared to such dreaded catastrophes, my 
parting shall not cause any harm to our love.
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The speaker states that earthquakes may be 
dreadful, but not the oscillation of the 
heavenly spheres. This is, because the 
consequences of the earthquakes can be 
apprehended (understood), but the effect of 
the oscillation of the heavenly spheres cannot 
be perceived. What the poet means to say is 
that -only things that can be apprehended 
should be worried about. He advises his lady-
love not to fret (worry) too much about their 
separation.
Ethereal lovers completely testify to spiritual 
love. Therefore their physical 
proximity(closeness in space and time) 
/absence is of no consequence. The soul is 
placed above its elemental form, the physical 
form.

اٌشبػش ّؤوذ أْ ؽجيُ ىٌ لزغ بحْش يدىٓ اٌمجغ 
ػٍْو ػٓ ؿشّك الحٌاط، ًىزا لا ّزـٍت ثبٌؼشًسح  

الدمـغ  إلى ًػغ في ّزىت اٌشبػش . اٌزظٌساد الحغْخ
ًاؽذح، ًثبٌزبلي لا ٔشٍ اٌزبلي اٌزُ أسًاؽيُ فْو 

يجؼً  دًْ . بٌزٌعغ، ًٌىٓ الاػتراف ثوبٌفغٌحأزيبويب 
ِٓ اعزخذاَ طٌسح ِٓ اٌزىت الدـشًق في سوبوخ 

 دّنٌٔخالحت إلى يحٌي  ًِضً الحت الأسػِ ِيٌاح، 
.الإلذِالحت 

رىٌْ ِشًػخ، ًٌىٓ ٌْظ  ؽبلاد الدزىٍُ أْ اٌضلاصي لذ 
ًىزا، لأْ ػٌالت  . اٌززثزة ِٓ ا„بلاد اٌغّبًّخ

، ًٌىٓ لا يدىٓ أْ ّنظش  #فيُ$ػٍْيب اٌضلاصي يدىٓ اٌمجغ 
ِب  . وْف ّىٌْإلى رأصير اٌززثزة ِٓ ا„بلاد اٌغّبًّخ 

ىٌ أْ الأشْبء فمؾ اٌتي يدىٓ اٌمجغ  ّؼنْو اٌشبػش 
ؽجْجزو ،  ًىٌ ّنظؼ . ػٍْيب ىِ ِب ّنجغِ اٌمٍك ػٍْيب

.وضيرا ػٓ أفظبلذّب# اٌمٍك$أْ لا رمٍك 
ًٌزٌه ِٓ  . ػشبق اٌشيبدح أصيرُ بشبِب ٌٍؾت اٌشًؽِ 

لأّخ  اٌغْبة # / اٌزمبسة في الدىبْ ًاٌضِبْ$اٌمشة الدبدُ 
اٌؼنظشُ، اٌشىً  اٌشًػ فٌق شىٍيب ّزُ ًػغ . ٔزْغخ
.الدبدُ

.

But we by a love so much refined, 
That ourselves know not what it is, 
Inter-assurèd of the mind, 
Care less, eyes, lips and hands to miss. 

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................

The poet asserts that their love is so pure 
that it can be apprehended through the 
senses, and this does not necessarily 
require the sensory perceptions. The poet 
then goes to elaborate in the next stanza 
that their souls are one, and therefore do 
not see their breach as a gap, but rather 
recognize it as an expansion. Donne makes 
use of the image of gold beaten into airy 
thinness; likewise earthly love is 
transformed into divine love.
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The poet likens the twin legs of a compass to
the lovers' sense of union during absence.
This an apt example of metaphysical wit,
which yokes dissimilar things together. The
two hands of the compass though separated
for a small fraction of time were destined to
always meet. Also, the compass points the
direction to others, suggesting that they were
a paradigm for others to follow. Again, a
compass drew a circle that was the shape of
perfection, according to Ptolemy. By utilizing
this shape Donne proves that their love is
perfect, physically and spiritually.

Besides, the two hands are incomplete 
without each other. With reference to the 
compass, it is their separation that actually 
defines them. It is the firmness of one foot 
that actually renders the other perfect. It 
makes him end at where he begun-and 
therefore the circle (of their divine love) 
becomes complete. This divine circle may also 
refer to a halo that their divine status has 
endowed  (gave) them .

دًْ  ِىزٍّخ عبٔت رٌه ، ػٍَ أّذُ اصنين ِٓ غير  الى
فّٓ أفظبلذّب  اٌفشعبس، ِغ الإشبسح إلى . ثؼؼيب اٌجؼغ
ًِٓ صجبد لذَ ًاؽذح، الأِش  . لذُ ًالؼْباٌزُ يحذد 
ًىزا ِب يجؼٍو في  . اٌٌالغ آخش ِضبلي اٌزُ يجؼً 
# ؽجيُ الإلذِ$ًثبٌزبلي فئْ اٌذائشح ثذأ، ؽْش اٌنيبّخ ِٓ 

لذ بزذس ىزه اٌذائشح الإلذْخ رشير أّؼب  . وبٍِخرظجؼ 
.لذُ# لذِّذ$لذب ِىبٔزيب الدمذعخ ًىجذ إلى أْ ىبٌخ 

  ِزؾذح اٌفشعبس وأسعً اٌؼشبق سًػ رٌأَ ّشجو اٌشبػش
 اٌـشافخ ِٓ اٌشاثـخ ػٍَ الدضبي ىزا .غْبثو خلاي

  اصنين ًوبٔذ .ِؼب ِزجبّنخ أشْبء شذد اٌتي الدْزبفْضّمْخ،
 طغير عضء أٔو ِٓ اٌشغُ ػٍَ اٌفشعبس فظٍذ الأّذُ ِٓ
  ٔمبؽ فئْ أّؼب، .دائّب ٍّزمْب أْ الدمذس اٌٌلذ ِٓ

  نمٌرعب وبٔذ ثأنهب ٌّؽِ لشب ، لسزٍفخ ابربىببصب اٌفشعبس
  شىً في دائشح اٌفشعبس سعُ أخشٍ، ِشح .الأخشّٓ ٌْزبثؼيب
  اٌشىً ىزا اعزخذاَ ؿشّك ػٓ .ٌجـٌٍّْط ًفمب ِضبلي،
ًسًؽْب عغذّب ، الدضبلي ىٌ ؽجيُ أْ دًْ أصجذ

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................
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conceit : a metaphor used to build an
analogy between two things or situations
not naturally, or usually, comparable.
Conceits can be compact or extended. A
familiar example of a more elaborate
conceit occurs in John Donne’s “A
Valediction: Forbidding Mourning.” Like
most conceits, this one is structural and
lingering rather than momentary. Donne
compares, at some length, two temporarily
parted lovers to the two pointed legs of a
compass, which move and hearken (listen)
in tandem.

paradox : A paradox is a contradiction
that somehow proves fitting or true. As
such, it is a central device of seventeenth-
century literature, in the work of writers
like John Donne, Andrew Marvell, George
Herbert, and Thomas Browne.

ونبّخ رغزخذَ ٌجنبء ًعٌد رشبثو ثين 0  اٌغشًس
أً ػبدح، لبثٍخ اٌغير ؿجْؼْخ، شْئين أً الحبلاد 

أً ارفبق الأًىبَ يدىٓ أْ ّىٌْ . ٌٍّمبسٔخ
ًِٓ الأِضٍخ الدأٌٌفخ ِٓ اٌغشًس أوضش . بشذّذىب

بزشُّ ًداع ”رفظْلا يحذس في عٌْ دًْ 
ػٍَ غشاس ِؼظُ الأًىبَ، ىزا ىٌ " الأؽضاْ

اٌٍؾظْخ ثذلا ِٓ أؽذ الذْىٍخ اٌؼبٌمخ 
دًْ فئٔو ّمبسْ، ثشِء ِٓ #. اٌغشػخ$

ٌغبلْو ِؤلزب ًفشاق اٌؼشبق فشاق اٌزفظًْ، 
ًّغّغ ٌٍفشعبس ، ًاٌزُ ّزؾشن ًأشبس 

.عنجب إلى عنت# الاعزّبع$

اٌزنبلغ ىٌ اٌزنبلغ اٌزُ ّضجذ ثـشّمخ أً   ا0ْ  ِفبسلخ
ػٍَ ىزا اٌنؾٌ ، ًىٌ  . ثأخشٍ أً رشوْت طؾْؼ

الجيبص الدشوضُ ٌلأدة اٌمشْ اٌغبثغ ػشش، في أػّبي  
عٌسط   ىشثشد، ِبسفًْوزبة ِضً عٌْ دًْ، أٔذسً 

.ثشاًًْرٌِبط 

:ملاحظات

......................................................................................................................................................................................................................................................................................................................................................................................

......................................................................................................................................................................................................................................................................................................................................................................................

كلنا نجتهد والتوفيق من الله... وإذا كانت فيه أخطاء... أعرزوني على الترجمة

11ودمتم بود..... دعواتكم 


