Sound Features and Effects in Translation
(English-Arabic)

Introduction:

Apart from their occasional investigation in the translation of
poetry, sound features and effects have received a little attention in
translation and translation studies. This is perhaps due to their occasional
importance and recurrence in language and different types of texts,
except literary texts, poetry in particular. This is not acceptable for it is
unfair to ignore sounds which can sometimes have an important role to
play in meaning. They have effect of some kind, more directly than
indirectly on the message. Usually such effect is implied, and the
translator is responsible to conclude it and take it into consideration in
his/her translation.

Although sounds are the constituents of words in language they are
not always significant, nor can they be individually important. Only
when they combine together more homogeneously than heterogeneously
in different forms of patterns, can they be described as important, and
called sound features: Here are the most recurrent sound features of
language:

1. Rhyme (a kind of phonetic echo or matching found in verse in
particular at the end of the words and lines in both English and
Arabic): (aslalhy

2. Rhythm (regular stressed and unstressed syllables in poetry. In

general terms, it is a kind of melody in language that might include
mainly meter and foot, and generally all the phonological features

which contribute to the musical arrangement of language): (¢ &Y
3. Alliteration (a kind of initial rhyme that involves the repetition of
the same consonant sound at the beginning of two or more usually
consecutive words in English. In Arabic, however, it is at the end of
words:(e.g. blue bird; Ji> 3 JLo)): (o)

4. Assonance: (a half alliteration that occurs when the same vowel
sound is repeated in the middle of two or more usually consecutive
words. In Arabic it is not as clear as in English: ( e.g. rose and

sole/soul)): (e gl ey
5. Consonance (a half-rhyme realized by using the same consonant
sound at the end of two or more usually successive words, preceded
by different vowels. It is similar to alliteration in Arabic (e.g. round
and find)): (sl ol o)
6. Chiming (two or more words similar in spelling and close in
sound/pronunciation, with a kind of alliteration common between



them, taken to be identical in meaning, but in reality they are not
(e.g. men and mice): (s o pall AT
7. Onomatopoeia (conformity of sound to meaning in both languages
(e.g. bang, quack, cuckoo,etc.; shib (o, (rd): (oredd o puall 5712
8. Prosody (the study of the art of versification regarding sound
features in poetry in general (235)
9. Meter (rhythmic arrangement of syllables in poetry according to the
number and kind of feet in the line of verse): ~
10. Foot (unit of a line of verse that contains stressed and unstressed
syllables): (i
11. Beat (the basic rhythmic unit, or the stressed syllable in a foot):
) (ol dlazdl ey
12. Off-beat (an unstressed syllable in a foot): (i) Al Jaly

13. Scansion/scanning (§ e pohail)
14. Tone/stress/pitch (describe voice and its layers): «(3.2J1) xly ciend)
(=) 2ab

(See also, Leech, 1969, Gimson, 1980, Ghazala, 1994,1996 and 2001,
Thornborrow et al, and others)

These are the main sound features which can be significant in
translation, when clustered together in a relationship of some kind, to
have an impact on the message.

In support of the importance of sounds, Lawson stresses the fact
that “much more meaning is conveyed by rhythm and stress than we
recognize...” (1979. Printed in Duff, 1981: 97). More surprisingly,
sound effects can be more important to translators than meaning, not
only in poetry, but also in ordinary language and realistic narrative, as
this example (adopted from Newmark, 1988: 58) which is translated
from German:

“Shells, gas clouds and flotillas of tanks-shattering, corroding death ....
Scolding ... choking, death™:

(:_'J)J t:_:.:;- &:_5;:- e Doga chU o f LAl o JUJU (e Ollben J;L.i)
(See also Ghazala, 1992:75)

Here the English translator has extended the sound of the original
because its effect is more important than meaning. In Arabic, a similar
elongation of sound is reflected in the first half of the sentence by means

of using the long vowel (7) twice in (=ULUL>), once in (SC), and using

the long () in (s: ). However other sounds are employed to reflect the
same -if not stronger- effect, namely, the use of the consonantal, guttural
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letter (&) :(@L < ~yin (3=)and (J,>), to combine with that of (%)
. Further support is offered by the alliterative (=) sound as the common
sound feature among all the words except in (J3,~) and (3=), with

noticing the closeness of (J) to.(<). Adding to the impetus of this sound
effect is the impressive end lexical repetition, rhyme and rhythm of
(<. Indeed, it is a remarkable richness of sound effect and
significance.

The discussion of sound effects is in fact a discussion of the
aesthetic function of language, which is mainly to please the senses.
Yet, and as we have just seen, it can be not only as important as, but
also more important than meaning. This is quite clear in literary
language in general, and in poetry in particular, where the presence of
sound features is essential, or else the whole translation would be simply
discarded by Arab readers. In other words, jeopardizing these features
would jeopardize not only meaning but also the whole translated text.

The following examples will display some phonological problems
of translation, alongside with their suggested solutions. We start with
the less difficult and important, to end with the most difficult and
significant types of examples:

1. Let bygones be bygones. cgakily oaa zale
2. A friend in need is a friend indeed. el ey idall
3. huffing and buffing. A A

4. hurly burly/hodgepodge/hotchpotch/ hustle and bustle. A A

These are popular proverbs (1+2) and idioms (3+4) in both
languages. They derive popularity from the message as much as the
sound clustering, to create an aesthetic, pleasant effect. Moreover, the
alliterative and rhythmical language helps a great deal in memorizing
such expressions. And failing to produce the perfect versions, or
replacing them by non-rhythmical expressions, will disrupt the message
and more importantly destroys the powerful effect of sounds. Compare
the following hypothetical versions:

wlay ool 8z
) i e sy
.o_,.ﬂ\‘ u,n.é—l,_'.l.& 3_;_}.7- L;;.T’

ale oot



These are ordinary expressions that have nothing powerful or
aesthetic about them, and would not draw attention, except for relatively
common collocability of all of them but ‘3°.

It must be admitted that these examples are fairly easy to translate,
for they have their Arabic equivalents ready-made, provided by the
translator readily, perhaps without sensing the value of sound effects.
Let us have a more difficult set of examples:

1. “A ferret nibbling a carrot in a garret™: (P by o Aa )

2. “A weasel perched on an easel within a patch of teasel™:

- (oo A il by Gelg ol e s o)
(Both 1 and 2 are in Ghazala , op.cit.: 54).

3. “The talks were sad, bad and mad” (said by a politician).
(% yi#t g &g Ay - oUsld) IS

4. BBC may be (= 3 @3 =) Jaar 23)
forced to cut. (g re g a3l )
License fee (A e Jey

(a British newspaper’s headline).

5. Enquiry ( Gaid)
at the death colliery (o s U ()
to focus supports on roof. (el adl e 50

In the fist example two features help retain the rhythm of the
sentence:

(a) The alliteration between: (_=,2+) and .(_> 4).

(b) the backgrounding of (= 4) to achieve a more effective rhyme and

rhythm.

In the second example, the same can be said of the rhythmical:
(- m#- 0 #) and the backgrounding of (_-l£) to fit better with

rhyme.

As to the third example, it is difficult to echo the alliteration and
syllabic symmetry of the original perfectly in Arabic. That is, ‘bad sad
and mad’, are alliterative by virtue of the ‘d’ sound, assonantal by
means of the sound (2), and perfectly balanced as they are one syllable
each. The Arabic version, however, tries its best to match the original,
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by bringing about a good rhyme by means of the feminine endings of
the three adjectives, alongside the letter (0), to combine together an
agreeable end-rhyme (¥) as follows: (% sy iz «ay;>). But this is
done at the expense of precision of equivalence with regard to the
translation of ‘bad’, into (&=) (which collocates with ‘smell’, rather)

instead of the more precise (i) for reasons of better rhyme.

The fourth example, on the other hand, is a newspaper headline,
using poetic rhyme in a serious subject as an indication of irony. The
Arabic translation tries to imitate the SL rhyme in the best way possible.

The fifth example has a partial rhyme in English, reflecting the part
of the problem in question..In Arabic, the translation cannot match even

this partial thyme. At its best, it makes (.>&) rhyme in the same way

with the backgrounded (o2ls3), to match it with the message.

I. Advertisements:

[

Drink a pinta milka day. (o e el ade iy
2. Yourecede, We reseed (about hair transplant). .(¢ ;5 o4 s ¢xlss <)

3. A Mars a day helps you work, rest and play (an advertisement for
Mars chocolate)

(55 s by 2l by Lo Led U b e o)l Y5 53
4. The biggest hamburger under the bun. .(,34l ;31 3 > peld) JoF Ly

5. Why do you think we make Nattall’s Mintoes such a devilishly
smooth, cool, creamy, minty, chewy, round, slow, velvety, clean,
solid, buttery taste?

8y gde (il caelia ci._u,)b syl ko lei.; J}.g.:...ﬂ lelag J».u ‘:JJ) 3 ml)

(R iy B (AR ilex Ayl

Here rhyme and rhythm are more powerful than the message. They
are intended to attract customers and draw their attention to the
advertised product, which is the first, preliminary step of selling it. That
is the reason for concentrating in the Arabic translation on producing
effective rhythmical language, perhaps at the expense of the message
which leans heavily on sound effects, or else it would not be considered
in the first place.



In (1), the word (<) (clever) is added for the sake of creating a

perfectly pleasant rhyme, This helps achieve the stylistic function of
interesting as much as attracting readers/customers.

In (2), however, nothing is added, but ‘recede’(i.e. =) is
translated into its function rather than direct, close meaning. That is, the
recession of hair leads to baldness (sLall). Secondly, the rhyme between

( #ba: and ¢ , ») enforces the intended function of the advertisement.

In (3) to achieve rhyme, three procedures have been applied:
1. Addition of (Jsb l¢)

2. Overtranslation and expansion of play (wsl) into (Js£s J »a)
3. Change of word class: the verbs ‘work’ (ki) and ‘rest’ (zU ) are

changed into nouns’(i>!, s bL).
Example (4) is close to informal Arabic, with more than one
change made: ‘The biggest’ is translated freely into the informal )

(1 instead of .(rhof/ ST, ‘Bun’ is translated into plural as ( ;3

s, instead of the singular (5, 32 5 1>) (one bread).

The last example (5) has been translated directly and closely into
Arabic, with a good proportion of rhyme being achieved, thanks to the
feminine endings of adjectives.

IL. Poetry:

Perhaps the most important and recurrent phonological features are
used in poetry. It can be described as the variety of language which is
based on sound features. An aesthetic type of language like poetry
demands a special attention by translators to sounds, or else the beauty as
well as the message will be dissuaded.

On the other hand, such density and richness of sound features and
effects poses an extremely difficult problem of translation, and could
rightly be considered as the most difficult problem to students of
translation in particular, and to all translators in general.

The case is really so, as the transmission of such features and effects
is disrupted by many frustrations and disappointments. Yet, it is possible,
not to perfection, but to satisfaction, though. The following examples
will prove that. At the same time, several problems of translating poetry
with possible solutions are pointed out in the course of discussion:



2.1. A Joke W b

A gentleman dining at Crewe' amda 4 R ols
Found quite a large mouse in his stew; a s 3 ] S asy
Said the waiter, ‘Don’t shout denai Lad pal Ju
And wave it about, foab 05 L,
Or the rest will be wanting one, too!” dmlpay JU olgzsl VY

(From Nash,1985: 52)

Here, as these lines of verse are a joke, considerable changes have
been made in Arabic:

1.The city, ‘Crewe’ (in the Northwest of England) is replaced by a
general word (a-\s). (city), for it is not so important to the text, and has

special cultural implications. So, using (a-s) instead, makes reference

neutral, rather than cultural (see 2.9.earlier), and, hence, more
understandable. In addition, it meets the requirements of rhyme

2.Don’t shout’ (7, V) is translated freely into ‘listen to my

advice/take my word’ (d-ai Ladxy,

3.The word (3-a%) (i.e. scandal), is not used in the original, but inferred
from ‘don’t shout’ and ‘wave it about’, to rhyme with, as much as match
(3~-ai) to create a relationship of contrastiveness well-established in

Arabic culture. Hence, it has performed two functions: to achieve rhyme;
and more importantly, to bring about a humorous atmosphere.

4.In the last line, ‘wanting (<a/ ») is translated into (_z=l) which is
sharper, more direct and expressive than the former, to heighten the
effect of the punchline of the whole joke. In addition, (L), the last

word (3~ ~)) is added just for convenience of thyme with the previous

two lines.

2.2. Lucy.

She dwelt among th’untrodden ways degdl U Ry cale 0

Beside the spring of Dove, Ll anly s
A maid whom there were none to praise N L PPV P R PR L P
And very few to love. and i V) Lgori Lay



A violet by a mossy stone Lol § e ) gt iy

Half-hidden from the eye! lasisza O poal) o
Fair as a star, when only one a ) AemsS” Al
[s shining in the sky. adlonze slondl (3 Lo
She lived unknown, and few could know e s y aesle 3 por-
When Lucy ceased to be; Slilail Bl y o ) il
But she is in her grave, and oh, Gl ey 3 e
The difference to me! o Ay Bl on L Ols

(William Worhdsworth. From Carter and Brumfit (eds): 1986)

The Arabic Translation gives prime importance to rhyme and
rhythm, but not at the expense of meaning, anyway. To achieve that, three
main procedures have been employed freely, one grammatical, another
lexical, and a third translational:

1. The change of normal word order, namely, FRONTING:

(Beizezs O pall o) instead of O yall o Lisene

(Rdmze clandi (1) instead of slondl (3 dloez

(w-sle & g2y rather than @42 c2le/ < ¢ b8 instead of a6 i =
(<likil B>y instead of B> < likil

2. Synonymy: e.g.

(es%) rather than #,42 [l Gam, /3 4ake b 5,000
(%3 ,2), instead of e yost/asi>[alls 25

(&aze) instead of auis/aize/ieze/

(353, not (a5 for instance

(iknzs) preferred to aablo/aesy

3. Expansion: This procedure means the translation of one word
into two or more words in Arabic. Sometimes, it is called
overtranslation:

‘Praise’ (r:5/7 4%) is translated into (a1 Lg>asc §)

‘The difference to me’ (< s Bl L Olzi)



The type of rhyme of the English poem (which is here a-b-a-b) is
usually ignored in favor of a type of rhyme of Arabic Modern poetry,
which is a stanzaic rhyme (i.e. each stanza has one rhyme). This is one
more concession made to the TL readership.

2.3.SONG V (a1 33 52541

‘O where are you going’ ? Said reader to rider
oWl 2o N J6 9is 4 eltas o
‘That valley is fatal when furnaces burn,
DAV Jazds Lo ot (39 ) 213
Yonder’s the midden whose odors will madden,
o e iyl e Slls
“That gap is the grave where the tall return’
5 LIS sl e Bl
‘O do you imagine’, said fearer to farer,
Sl (s J6 s | o s
“That dusk will delay on your path to the pass,
ol el oy i O
That diligent looking discover the lacking
ol Ca2ST 3 350 e 5 by
Your t:oo’tsteps feel from granite to grass?
%,LJIJLJQQ\J.;&&:L&JL}

‘O what was that bird’, said horror to hearer,

‘cw, Sl JE s " sl A5 L"

‘Did you see that shape in the twisted trees?

Sar sl o2V oy et 23 ) e

Behind you swiftly the figure comes softly,
yp i) Sl Uome @ il o

The spot on your skin is a sl’locki’ng disease’,

Bl Sloeib 3 on) s

‘Out of this house’-said rider to reader,
o lall o)l JB"e s - "
“Yours never will’-said farer to fearer,
) gL Je " s ) gt L1yl
“They’re looking f:or you’-saic! hearer to horror,
;:Lé,uc.u\ JB —0 s on 831 (3 3
As he left them there, as he left them there.
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(W.H. Auden. From Carter, 1982)

The Arabic version is based on the following :
1. Achieving rhyme as perfectly as possible.

2. Creating rhythm as much as possible and by any possible means
inside the context of the poem.

3. Playing as much as struggling with synonyms, near or close, to
realize ‘1’ and ‘2” to a maximum degree.

4. Feeling free at changing the grammatical structure, in regard to
word order (i.e. foregrounding, backgrounding and deviation
from language norms) and word classes (i.e. using nouns
instead of adjectives, verbs instead of nouns, plural for singular,
etc.) in particular. This is done primarily to achieve rhyme and
rhythm, and better collocability among words (i.e. which word
goes with which word), mainly for aesthetic reasons, alongside
with precision of meaning whenever possible.

5. Employing lexical and grammatical gaps (i.e. grammatical
structures and words left out of the poem but implied within).

Priority is given to rhyme and rhythm, as always the case with the
translation of poetry into Arabic, for they are the cornerstone of verse.
Consequently, a poem void of thyme and rhythm in particular would be
considered in effect void and poor, because what sets poetry aside from
ordinary language is chiefly its aesthetic, phonological features, on top of
which are these two major features. This is the case especially in Arabic,
for the norms of writing, reading, perceiving and, hence, translating
poetry are rhyme and rhythm. Otherwise it is not worthy of any interest
in the eyes of the public. And we have this view confirmed by the utter

failure of the so-called ‘blank verse’ (42l & A+ =2y in Arabic in the

forties-sixties of the Twentieth century, which is a kind of modern poetry
that ignores rhyme and rhythm completely, and is closer to prose, rather.

Hence its notorious nickname, ‘prosaic poetry’ (/s =21, to insinuate
its non-poetic identity. It should not be confused with the well-
established and fully recognized ‘free verse’ (& ,~ud), which is based

on rhyme, rhythm, foot and meter, the bases of classical poetry, with
some differences concerning the layout and number of rhymes in the
same poem between the two types, though.

The English original does not have a perfect rhyme. This puts it on

equal footing with the Arabic version, which is not perfectly rhymed too.
Take for example, the first line of each stanza; it does not rhyme with the
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rest of the lines of the stanza (see & Wl (aeldd ¢ S ¢ Lill). However,
they are made to achieve a semi-rhyme with one another by virtue of the
long (7y /&/, which is a common motif (or main feature) among them, and

their strong end-stop (0s5w). Also, (o) half-thymes with <o)

(03,4 . The last stanza (or quatrain) has no end-rhyme at all. Yet meter
and foot compensate a little for that.

Rhythm, on the other hand, is perfectly realized in Arabic in terms
of meter(; "/ ~J) and foot (akxidly in accordance with Arabic prosody.
A careful, prosodic reading of the whole poem will confirm that.

As to synonymy, it plays a critical function in the realization of
rhyme and rhythm. That is, many words are chosen among large lexical
sets that translators can feel free to some extent to select the closest
word(s) -especially key words- to achieve both features, and then
precision of meaning, sometimes closely, sometimes loosely. In any
case, the selected synonym has to be within the range of the semantic
dimension of the original word of the SL poem. This is how it is done in
practice:

A Sample Example:

We take, for instance, the title word, ‘song’. We start looking for
the commonest equivalent Arabic word for it. It is of course, (4:£f). Then

. . - - : L - .t
we check some of its synonymous words like 3 se 3 )} (i 033 5:250)

(% 4kib. May be we need a reference of some kind to help us in our

search, say, a dictionary of synonyms in both languages. Luckily they are
available in English, but unfortunately they are not so in Arabic.
Nevertheless, good bilingual dictionaries are available, and can be quite
useful. Having collected some good synonyms, we can now compare
them to one another to choose the most appropriate in this context,
bearing in mind sense, rhyme and rhythm. The best choice is the one that
meets the conditions of the three together, then rhyme and rhythm, then
meaning only. In other types of texts, however, priority is given to
meaning. On the other hand, the title allows more space for freedom of
choice even outside the scope of its direct meaning. Yet, the closer to the

original, the better. Hence the election of (53 4if) which could be more
poetic and emotive than (a::l). Moreover, the latter usually connotes love
poetry unless modified (as in aubs/ans azl) (religious/national song).
(4+5), on the other hand, is confined to certain contexts of nationalism,
religion and may be social topics. Hence ‘the National Anthem’ .2l

(k). So it may not be the best choice here. The remaining three terms
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are of narrowly specific reference to certain types of traditional Arabic
popular songs and ballads. Therefore, they are left out.

More difficult and confusing is the decision to select the proper
word among a host of choices available in language for some key words
in the poem. At the same time, a wide choice like this might facilitate the
process. A good example could be the key word, ‘horror’; the list of

synonyms is long, including the following: «als cs; (hds Oy 2y

(82, o o5 = <l g ¢ . The choice of (al») is based on two criteria:
(1) the degree of the feeling of fear in ‘horror’, which is the highest (see
2.2. earlier); and (2) rhyme and rhythm, as (sl») rhymes partially with

(z~\), and at the same time meets the requirements of meter and foot

(i.e. rhythm) in Arabic. Having said that, not all the words of the poem
are equally important, or have a wide range of synonyms: (e.g. ‘reader,
going, looking, discover, madden, trees, hearer and the greater part of
words). However, this limits the freedom of choice, which in turn might
affect rhyme and rhythm in particular.

The change of word order is invested to a maximum degree in
Arabic for its flexibility much more than English in this respect. Further,
deviation from the normal word order is always licensed and justified in

Arabic poetry in particular. Hence the well-known statements: elzll ;,2)
(o2 42 Y W (Lit.: “What is admissible for the poet is not admissible for
others’); and (=2l 3,3 5/3 2\ 3, -ally (poetic license). e.g.

(a) (&dl a3 %y instead of ('r’.Lz— 43U 5 by
(b) (7= Gl Uome 3 elils ) rather than

(c) (oo il p i) ety
d (5 4\l & ey in the place of

@ (e o a5 o)
6))] (032l o» 851 (3 3)) instead of (24 3 O pole on 3))
(2) (reil> Slls o>y, replacing (s ogils oy

The disruption of the word order of these phrases is merely for
realizing rhyme and rhythm, neither more nor less. But this is vitally
important for the poem and its reception and approval by readers.

As regards the alteration of the grammatical classes of words, it is
another tool used in the translation of poetry to accomplish rhyme and
rhythm again. e.g.

(a) (going(v.)) — (<3 (n)
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(b) (madden(v.)) — (%) (adv.)

(c) (pass)(n.)) — (<~ ) (prepositional phrase)

(d) (shocking disease(adj.+n.)) — (w\=~ib ) (prep. phrase)

(e) (looking for(v.)) — (| &) (prep. phrase)

() (discover(v.)) — (&35 () (prep. phrase)

(g) (hearer(n.)) —* (g~ ) (relative clause:
relat.pron.+v.)

(h) (lacking(singular)) — (:,.;:Jl) (plural)

(f) is quite interesting, for it involves changing not only the word
class, but also changing it into a relative clause, which is quite rare in
language varieties other than poetry. But the most interesting example is
the last one which is an exploitation of ‘poetic license’. That is, in
Arabic, the plural of (<<#) is (< *) not (—s) which is used here as a
poetic license for reasons of rhyme and rhythm.

The final procedure employed in the translation of this poem is the
so-called ‘lexical and grammatical gaps’ (el aly aasll ’E‘,aJI) (see
Newmark, 1988: ch.12; and its translation, Ghazala, 1992: ch.12). They
refer to grammatical features and words which are missing from the

written text, but implied in it and understood from context. Here are
illustrative examples from the poem:

(a) (<Lally implies (L2, 7ally (e, oW/ odall sl
alal)

(b) (@lib 3y with (U5 3) el) missing, but implied.

(c) (451 3 o) implies the omitted 2 0 45L/0 5T/ 4035)
@)

(d) (‘e L) used once in every stanza, to stand for an

implied vocative in the SL poem.

These gaps are frequent in language, especially the Holy Koran,
poetry and conversation. They are missing words or grammatical
structures and categories for reasons of rhetoric, rhyme and rhythm,
clarity of meaning and/or conciseness. All these reasons are exploited in
poetry whenever the relevant need arises. Here, they are generally used
for convenience of rhyme and rhythm in the main. The last example is in
the opposite direction, namely, it is used to fill in a lexical gap of

vocative (¢ladl) in Arabic, but not in English, for there is no vocative case
in its grammar as we understand it in Arabic. As to grammatical gaps,
they are not exemplified in Arabic for many of them -like the subject,
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object, and topic and comment in particular- are so common and used
sometimes unconsciously in almost any piece of Arabic language,

written or spoken. They are hidden (5,xws) or implicit (5,3 )13,’.),
Therefore, examples would be redundant and unnecessary.

Now, another Arabic version for the last three stanzas of Auden’s
poem is suggested below. It is completely free and made to conform

perfectly with the classical Arabic poetry (i.e. Qasidah (ie. az)

3422/ (65 yea))) in terms of layout, rhyme and rhythm (see also Lefevere,
1992: ch.6). Only the spirit of the message of the original is retained:

ey JB e ) G b pb ChiiL

@7 % sy ] m,:.;_i@:}.—,_u@t._.u

S o e ) il =y 3‘2‘-5‘“ et
A LA e griy Al
l);_at}c:l,:.ua- Ll s s b

iy opn pobey PR RCRCH

by b St 3l Al Ul s

Ll 831 b U sy

L s oule 3 s wges sb o

The poem’s meter is the popular (J+5J1_>J)y (Lit.: ‘The perfect/complete

meter’), which is two/three long feet for each hemistitch(i.e. =) of the
line of verse, as follows:

oflolll offelll (olleloly olls]l]
(Aslize pleliis (lelite) oleliin)

In terms of English poetry, it can read as follows: (a+/ stressed
syllable; b=x unstressed syllable)

aaa (ababaablaaakb b/ a
L1/

baab aa aa b
X/ XUXIX/ITITXY/ L X/ X L1

aa
[/ X

b
X

This should not be mistaken for an English meter, since five, six,
seven or eight-feet meter (pentameter, hexameter, heptameter and
octameter consecutively) are odd and quite rare in English prosody in the
first place (see Leech, 1969:104-19). The most popular English feet and,
hence, meters are (from the most to the least popular):

1. Iamb ( a foot of two syllables, unstressed and stressed);
14



Trochee (a two-syllable foot, stressed and unstressed);

Anapest (a three-syllable foot, two unstressed and one stressed);
Dactyl (a three-syllable foot, one stressed and two unstressed);
Spondee (a two-syllable foot, both stressed); and

Pyrrhic (a two-syllable foot, both unstressed).

OF BN K

To aid memory, the famous Romantic poet, S.T. Coleridge devised a
verse of six lines about the these meters/feet (from 1-5), with the title

‘Metrical Feet’(,aidl 2 wdiass) (printed in Thornborrow et al, 1998):

Metrical Feet

Trochee trips from long to short.

From long to long in solemn sort

Slow spondee stalks; strong foot yet ill able

Ever to come up with the dac#y/ trisyllable.

Iambs march from short to long.

With a leap and a bound the swift anapests throng.

So, English prosody is different from Arabic prosody, sometimes
sharply. Yet, broadly speaking, both are based on rhyme and rhythm.

The more important point to focus on is the drastic changes made
on the English original in the Arabic version. Although the general sense
is retained, many things have been sacrificed for the sake of producing a
classical Arabic poem with perfect rhyme and rhythm. Indeed, it sounds
like any perfectly written Arabic poem with all its aesthetic features and
poetic atmosphere. It is translated in accordance with what we called in
the introduction for this book, ‘bound free translation method’, which is
partly faithful to the original, and partly departs from it. At first sight,
the poem looks completely new, but a careful consideration will confirm
that it is derived directly from the English poem, as it is clear from key

words like (... jlwsl (il ¢ jlu (sl (aal « s, < zb) and the on-going
dialogue among the characters of the original in particular.

It must be admitted that the process is quite hard to go through safely
and properly. It is extremely difficult to convert an English poem into an
Arabic poem the way exemplified for here, for translators are not thought
of as poets. Therefore, students of translation are not required to worry
about producing such translation of poetry. The first version is closer to
what is normally expected and done in translating English poetry into
Arabic. After all, to translate poetry, we are not required to be poets.
Rather, we can have a bash at translating poetry with sense, first, and
rhyme and rhythm, second, in case we cannot achieve both. Certainly
such a translation would be much poorer than the original, but it manages
to get the message through at least, which is the minimum requirement
here.
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The fact remains that producing a perfectly rhymed, metered and
footed Arabic poem like the one suggested in the second version of the
last two poems, is not impossible. Good knowledge of both English and
Arabic, familiarity with Arabic prosody and rules of rhyme and rhythm,
and accumulated experience can guarantee good translation and possible
solutions for the problems of translating poetry.

2.4 Calm O gl
Calm is the morn without a sound, s 033 g O 5
Calm as to suit a calmer grief, dusdl o g5l O S
And only through the faded leaf s @,y S e

The chestnut pattering to the ground ol e etz o35

Calm and deep peace on this high wold, el 2 &3 Je 2o be A SPPPPETY
And on these dews that drench the furze,

a8 yadl 5y JL sda gl o ki e
And all the silvery gossamers aadl) eaddl Sl
That twinkle into green and gold: 4wy =YL Y5

Calm and still light on you great plain  acdaall &y Jo Sl iy s gin
That sweeps with all its autumn bowers, iy AN 88 By
And crowded farms and lessening towers, — alseaial) 4=y oy 2ol as i

To mingle with the bounding main: a3l ) o Csuzl

Calm and deep peace in this wide air, awl ) cladl Wi & Goos s si0y 0 S
These leaves that redden to the fall, — xldh byaud o> g LR PPMROT

And in my heart, if calm at all, ;g.i da 087 J o B 3y
If any calm, a calm despair: tosls b oS0 ¢ gum 0157

Calm on the seas, and silver sleep, il gy ) e 0,8
And waves that sway themselves inrest, 3 75U Wkl o, 8 1) oy
And dead calm in that noble breast R R
Which heaves but with the heaving deep. Sl Geandl agull ugin

(Alfred Tennyson. From Carter and Long: 1987)

There is always a real problem of translation when any piece of good
poetry is translated into Arabic with equivalent sound features and
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effects. In this Tennysonian poem, there is a big problem matching its
smooth rhyme in Arabic.

The Arabic translation has some kind of rhyme, but it is not as
smooth, fluent and perfect as the English original; nor is it as successful
as that of the previous poem. Yet, it can be described as satisfactory. The
following points can be noticed about the translation:

1.'Sound’ is translated into (ze~>) and not, (=), not so much to

achieve rhyme as render its proper sense here.

2. ‘Plain’ is translated into the plural (J y¢~), instead of the singular (_l¢-)

(i.e. change of word clas.s) for convenience of rhyme. That is, (Js-) is

masculine and should be followed in Arabic by a masculine adjective,
which does not fit here; whereas the plural becomes feminine, followed
by a feminine adjective to match the intended rhyme. Although rhyme
and rhythm have been taken into consideration in this version, sense has
been given prime attention. In the following version, priority is given to
prosody to produce an almost perfect poem in terms of rhyme and

rhythm (or meter and foot), in the form of Arabic ‘Free Verse’( &' =)

whose prosodic features are the same as in traditional poetry, with an
English layout:

Ll 083 dmanes Oyl O}
Comnll b oY1) ale e
ey g 3 Gl o
G B s A e s lan S

LS B s b sl Loy
Solor yozy B s g y
YL p oad L

:J—“’Ij’ﬂé-ﬂ aps oSl
Jes 355 w2
BTG gy e f e
ey gl ) 5
ol eliaill 3 5 (g
Lo gp g3 ol Ll
o Lgb g 252 O
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(@)

(b)
©

o a8y byl ¢ b 015" )

dab - (_sﬂl_, $sola ;.:Jl

Lab Jl ot 2 U Sy

S ol s 3 2l 18

§ - (3 60T 2g5

Although the meaning of the original is only partially affected and

has not undergone many changes, modifications and additions in this
relatively free version, its grammatical structures have suffered major
changes, that are not related directly to their English counterparts. A
quick comparison between this form to that of the previous version of the
poem above will illustrate the point. Three main lexical points can be

discussed here, followed by the most dominant grammatical one. All of
them are done mainly for achieving rhyme and rhythm:

Inclination towards preferring more classical, or frozen formal words
like:

(:Fh_-fu ((Sji-“ &[.-:J'» ‘.b,.s naaag-l ag_GJA u___,.:-)'l ;J.U!? LJU;'r .’.(_5; gLSJ'J ‘l.‘:‘"i u_....:-;.o)
(cfinm padl P TEN L PRS- tp s ‘?':; e I N o)

Addition of words like: (1) u= 3 ST (V) lr pae(Y) ol L),

Deviation from language norms of spelling of some words justified by
‘poetic license’ to achieve rhyme and rhythm:
—(:‘H) rather than the full form (.ULL.)

—(=& )y instead of the singular form (»)') to refer to one kind of thorny
plants.
~(=¥5 o) for the animate, to replace the inanimate (Y5 )

~(g>\e) instead of the normal (s3ls)

—(%ad... e y) Is preferred to the grammatical (iab )

—( e oRb ) with ‘kasrah’ vowelization, replacing the conventional
(f JUVE T w o) with tanween.

—(») instead of the well-known (s-2)

As to the grammatical. point, it is mainly:

The disruption of the normal fluent word order of Arabic sequence:

18



— (o iz I s A e ¢l Sy which is normally: Je < TR RER V)
(s A

—(Aab zi) to break down the normal sequence (ia - zeesd)

(Y p a1 =YL instead of (oAl YL oY ey

—(el sladl 3 S gds), not the fluent 3 Sl gis o)

(oo S (sdnfe Ll

—(& g b z=ee) inthe place of (e nmer &)

All these and other deviations, disruptions, additions and changes
are valid and approvable in poetry to help translators come to grips with
the two central points in such a poetic version of translation, namely,
rhyme and rhythm ’

Certainly it is a tall order to come up with such version of a piece of
Arabic poetry, especially for the students. For this particular reason,
phonological problems have been delayed to the last part of this book,
when the students may have developed their translation skills to a
satisfactory level. Then, and only then can they follow, feel and taste the
process of translating poetry, and enjoy the daunting task of struggling
for the right word in the right place for the right rhyme and rhythm in
connection with meter and foot in particular, and alliteration, assonance,
consonance and other sound features which realize rhythmical language,
in the second place. Again, the students are not required or expected to
think of the translation of poetry in terms of producing such version in
Arabic. Rather, they are strongly urged to do their best to render the
message with as much rhyme and rhythm as possible. However, when
they feel the strain of getting the last two features — as usually the case-
they may ignore them and concentrate on attaining sense in the best way
possible, feeling free at choosing the words, phrases or collocations of
different types to compensate for the losses of phonological features.

The last two examples of this chapter are two translated passages of
poetry, one from T.S. Eliot’s Famous poem, ‘The Waste Land’ 2 L)

(= ) o\ (Faber&Faber, 1972), translated by (Lu’lu’ah, 1980); and

another from Shakespeare’s Play, Macbeth (<5, translated by two

different translators. They are evaluated mainly from a phonological
point of view:

2.5. Burial of the Dead (lines 19-30) (FH oA

What are the roots that clutch, what branches grow
o3 O gt af caesl) S oda L
Qut of this stony rubbish? Son of man,
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‘rﬂ o b 9 el S odas
You cannot say, or guess, for you know only
2 SN Y G Fdm ol s Y e
A heap of broken images, where the sun beats,
fo S et o LYl LS e S
And the dead tree gives no shelter, the cricket no relief,
il o Yy e Jan Y anll 5 il
And the dry stone no sound of water. Only
o e Sl Y
There is shadow under this red rock
. sl a5 peaall sda cf )l e
(Come in under the shadow of this red rock),
(el o 3 mall sds B ) Jls)
And I will show you something different from either
oF il mlall 3 s ol b
Your shadow at morning striding behind you
Bel s CL.«"J' 3 s
Or your shadow at evening rising to meet you
Wk (S Gagn LA 3 Sl f
I will show you fear in a handful of dust.
ST T SR RO JE RS P I JOON

Clearly, the translator’s only concern is meaning, nothing else but
meaning, to the complete negligence of sound features and effects. He,
then, succeeds at the level of precision of meaning, but fails at the
phonological level. This failure could have been insignificant, if the
translated text had not been poetry. By far we understand that
phonological features are the milestone of any poem, or else, it will look
sterile and dispirited, as exactly the case here. The translator does not
attend even to the lines’ endings in regard to clause and sentence
structures, for they end haphazardly, regardless of organizing them in
grammatical units of some kind. To overcome these shortcomings, and
compensate for some phonological losses, here is a suggested rhymed
version:

f iy O guaill 1Sy ehtT i) (o3 L

A G 3l ol 3 d kg o
Wl Y 2 Y G Y

LISr 5 ity ol p hdamie 20 yST 6 e
o)) Y iy (3 emie 0k o W Y
Yo 093 Tkl e Cae oWl
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all ol e Y] B Y
eall o sl s

Fleal g s el L
Fleal 335 5 4 el L
zle g“ewuﬁ‘w:f

)
FIA Ogs W Ol 15 e A

Obviously, this whole version is perfectly rhymed and rhythmical. It
is much smoother and more fluent not only from the previous version,
but also from the original itself, which is void of rhyme, but not of
rhythm, though. Therefore, perhaps it is the favorable version of
translation in Arabic for its proximity to Arabic poetry of good rhyme
and rhythm, which is an established norm in the wversification and
reception of this poetry, whether classical or modern. Equally important
is the sense which is not marginalized this time. A quick comparison
between this and the previous version will confirm that. Apart from one

or two words and phrases added here and there (e.g. « s «2lSa 2l 5

IV emle S A LS 4 51), which are concluded from context, there

is almost no difference between them in this respect. The major
difference is marked at the level of grammatical structure of word order

(e.g iz N A d s B« pvall o) (o oWl ctlely Ll oaid) instead of
A e e ae Qe see ol G e, st (L) addition of
connection and small words like (} <@y Ney ol «3); and some
deviations of words and vowelizations from the common norms for
convenience of rhyme and rhythm (e.g. (¢3) for (sis), (145 for (2UisT)
short (T) in (oT), shortened () in (), long /uy/ (i) in (,%... %), a
final stop (05w) in(aeh=z), the change of (,sws/ ) into (),
shortened (1) in (L»), the change of the normal collocation (4Ll ") into
(.biuj: 234, and the shortening of (s>Lo L) into (z“») only). Surely, had

the translator of the previous version worked harder, he would have
achieved a better rhyme and rhythm in Arabic. In any case, the suggested
version has been made easier to rewrite by leaning heavily on this ready-
made version. Still, the concern of the students and translators is in
attaining meaning in the first place.

2.6. MACBETH (reacting to the news of the death of his wife, Lady
Macbeth)

She should have died hereafter:
There would have been a time for such a word.
Tomorrow, and tomorrow, and tomorrow,
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Creep in this petty pace from day to day,
To the last syllable of recorded time;
And all our yesterdays have lighted fools
The way to dusty death. Out, our brief candle!
Life’s but a walking shadow, a poor player
That struts and frets his hour upon the stage,
And then is heard no more: it is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.
(William Shakespeare, Macbeth: Act V, scene v)

Here are two translated versions by two different Arab translators:
(1) (Jamal, 197: 87-88)
Ay 2k s s Y ol iy g oS L o OF e 0T
U0l e 3 2 AT e o o o s 25 F e £
L sind oo 5 L Lt st el bt 1) el eeld el Lol 3 800 (LY
‘51.9 JJ‘.A;} Py J}g—«ﬂ ol y ‘JJL. J.Lu_ VLA Loy cgan) ceeald 3):-45-5\ 3}"'}“ il
CL_.A!JMLEJJD-M—&;\AJJA‘J_MU!Q}\;‘,UDML‘PA uwyﬁccﬁu
“‘L'S"“ ‘-..sf O_,—‘v

(2) (From Dar Al-Kutub Al-Elmiyyah, 1990: 118-19)

Jaziy iy oy O U O
1S sy plaza¥) ) gy Lt
W ats ¥ o r (LY e
S o 3 D =T ) 3
A S sl b S g
Gifp Dlaiall WU Gand agk s
oA Ll it pgiladl 3

Vi b Sl L g o)
) el ] o 0l il B
Uain cam o o Jrull Lo
oz.mgsja_'}'t‘;-:a-d‘,u:)‘ﬁfz‘i‘””
ey Al gy Lo gl V)
Wl pm e s LS cdadae
cane g1 e 220
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Unfortunately, these are some of the terrible translations we have on
the market in some Arab countries. These two versions are translationese
( or bad translations), and good representatives of the so called

‘commercial translations’ (3,4 <l& ). They are bad translations in

terms of proper meaning, let alone the concern with sound features and
effects. The two different translations of the second line (i.e. ‘There
would have been a time for such a word’) confirm the type of inaccuracy
of comprehension and, hence, translation. Still adding insult to injury is

the two bad printing mistakes, one in the fist (i.e. (¢ Jk:) for ‘walking
shadow’, instead of (sl b)), and another in the second (viz. (= J)b)

for (5.= J3by). To be fair, although the first translation is a disgrace

with regard to poor and miserable word-for-word literal translation, and
utter negligence of any aesthetic, stylistic or other feature of language
and translation, the second is better at the two levels of meaning and

phonological features, like the rhyme between W s,i (& w); the
repetition of (;4kily twice; the alliteration between the two consecutive

words (Lsu s Eh.e':.v-); and the layout which is that of modern poetry. Yet,
it is still far from being satisfactory in any of those aspects.

The following version is suggested in an attempt to overcome all
these translationese, and produce a good version that takes sound
features, especially rhyme and rhythm, into account:

OV o o das o O gle O
ol u‘ﬁ\ sdd ol 0L &
o,;..JlJ'Lu_,.a"r;:ijj

srA QL obilly e o U8 44

Gl ramll a1 ol il
Mﬂluﬁgh}i.\imﬁfg@b;u

b 3o le B V) SLH O
thﬂguuduﬂuw
a5 Y e Y ) £

AN il o L ol Lgd gl e ad s
.;Jylfcgugsfoaﬁ.bjlj@

A partial realization of rhyme and rhythm is injected in this version
by investing grammatical changes of word order and word classes,

synonymity at liberty, repetitions, contrasts (e.g. between (ol )) vs. (05
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)]

)

(3)

S

and (L0 vs. (:5kily); and some alliterative collocations (like (J> 3 JLe)),

to mention some features only. However, overstating the importance of
sound features here in such a dramatic text, is not advisable, even when
we translate Shakespearean plays which are works of poetry in the first
place. A dramatic text gives more space for less concentration on sounds,
with more focus on the presentation and direction of the material on
stage. Hence, concern with sense is perfectly good for students as well as
translators.

III. Conclusions: Summary and translation procedures

To sum up, phonological features and effects are sometimes crucial
to meaning and text as a whole in translation, especially poetry and
commercials, where sounds can be more significant than sense, as a
means of learning, persuasion, attraction and enjoyment. As we have
seen, they pose an extremely difficult problem of translation.
Nevertheless, they are translatable, mostly partly than perfectly, in
different ways and versions, as illustrated and confirmed above. The
students of translation are advised to look after them at translating certain
types of texts exemplified for earlier, trying hard to reflect at least some
of them in The Arabic translation. When they fail to do so, they render
meaning carefully and accurately as the last resort. Still the reflection of
phonological features is possible and achievable in their translation. To
make this task easier to handle, and to find good solutions for the
translation of English sounds into Arabic, the following procedures are
put forward as guidelines for the students and translators, by way of
concluding this chapter:

Careful reading of SL text, especially poetry, and for several times to
absorb meaning properly, by reading through and between the lines,
before starting translation. If lexical, stylistic or grammatical problems of
translation arise, they have to be resolved first, before going to the next
step.

Translating the English text into sense in Arabic, ignoring sound features
completely.

Assigning a good time for considering the main phonological features of
the original, especially rhyme and rhythm as a general umbrella for
common features of alliteration, consonance, assonance, foot and meter
in particular.

Concentrating on achieving a kind of rhyme or half rhyme, first, and then
rhythm of some kind by any, some or all of the means that follow
hereafter. Illustrative examples are sought for in the foregoing
discussion.
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&)

(6)

M

®)

&)

Investing the flexibility of Arabic word order to maximum, to make any
changes necessary until we accomplish the rhyme or near rhyme
required, and then, rhythm of a kind, if possible.

Looking for the widest possible range of synonyms for key words and
rhyme words in particular, disregarding whether they are near or close
synonyms, individual words, or long expressions equivalent to the
original lexical items, and may achieve the intended sound features in
Arabic. Informal synonyms close to standard Arabic, as much as
classical, very formal ones can be included in the scope of choice, on the
condition that they derive from the type of text and context of the
original. That is, while the latter are preferable in poetry and formal texts
in general, the former are admitted only in informal texts like
advertisements, jokes, etc.

Employing the changes of the grammatical classes of words freely, using
an adjective for a noun, an adverb for an adjective, a verb for a noun in
Arabic, etc., so that a considerable space is made available to help
realize some key sound features.

Exploiting the so-called poetic license in full in Arabic, with regard to
stylistic, lexical and grammatical deviations, abbreviations and short

forms of words, and vocalization (}.<:Jl) with the four vocal points:

(055t (5 Sl iaall cizill) anywhere in the text.

Addition of new words that are not readily used in the original, but
derived from context or implied somehow in the SL text. They also
include sentence connectors and initial small words.

(10) Dropping unnecessary words, or words implied in others, or understood

from context easily.
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