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ABSTRACT

Shakespeare continues to be greatly admired in the Arab World. His works remaining ever
popular with plays and sonnets frequently published, performed and quoted in daily
newspapers and magazines. Shakespears works are also great sources of study in many areas,
including those within translational studies.

This research explored the Norms of Poetry Translation from English into Arabic through a
descriptive corpus- based case study of Shakespeare’s Sonnets.

The essential objective was to implement a socio-cultural approach to the study of poetry
translations, based on the concept of “norms”. In order to achieve this, the study engaged in a
detailed discussion of the cognitive concept of norms, a theory developed by Gideon Toury
(1995), and the concept of the “translator’s voice”. The thesis also explored “translational
shifts” as a tool used to examine the behaviour of translators. Also, the translators' agency as it
is linked to the concept of “distinction”, which was first introduced by Pierre Bourdieu (1979).
Additionally, the works of other pertinent translation theorists were also discussed in order to
elaborate a methodology for the study of Arabic translations of Shakespeare’s sonnets.

The most significant feature of this study is its cross disciplinary nature. It integrates different
theories of norms (primarily that of the socio-cultural aspects) which describes the collective
behaviour of translators, and the translator’s voice. As well as its cross- cultural investigation
of norms in Shakespeare’s sonnets, within the context of Elizabethan England and the Arabian
cultures of that period.

The study also reflected on obstacles encountered during the translation process and the
consequences of challenging norms.

The corpus of the study composed of five Arabic translations chosen from research of all

published books of complete Arabic translations of Shakespeare’s sonnets; to include all



translations, would fall outside of the remit of this thesis. In the effort to shed light, the chosen

five translations and their respective translators lends nearer to a reflection of the full coverage

of the entirety of Shakespeare’s sonnets. Similarly, the five chosen translators provide pertinent
scope for comparison, particularly when oscillating in their choices between SC and TC norms.

Other contrasting features include their methodology, style and creativity.

The translators discussed are Badr Tawfiq (1988), Esmat Wali (2008), Kamal Abu-Deeb

(2012), ‘Abd al-Wahid Lu’lu’ah (2013), and Muhammad Enani (2016). Finally, underpinning

the reasoning for this selection of translations and translators for analysis, two sets of criteria

were established: source-oriented and target-oriented.

The key findings of this study included:

» Translators often follow dominant norms unconsciously, due to personal beliefs or in
consideration of TT acceptance.

» Norms differed from one culture to another, as well as differing within a single culture across
different time periods.

* Norms, as a translational concept, is generally connected to Toury, the foremost developer
of this concept. However, this study has found that Toury’s conceptualisation does not
categorically cover the cultural aspects of norms.

* There are varying levels of difficulties to applying different theories of norms to Arabic
translations of Shakespeare’s sonnets.

» The more a translator is attached to the norms of either the SC or the TC, then the more
distinctive the outcome of the translation is likely to be.

* When approaching the translation of Shakespeare’s sonnets into Arabic, exploring norms
helps to mediate these sonnets in ways which are relevant to Arab audiences.

* Creativity is employed by the translators in their attempts to square the expectations of Arab

norms whilst remaining true to revealing Shakespeare’s expressions and meanings.



* On analysis of the introduction of Shakespeare’s work into the Arab world, it has been found
that Arab readers/audiences were/are tolerant of the Bard’s language and images, even if

these clash with their usual cultural norms.

The scope of this study has the potential to be diverse, However, in keeping with the aims and
objective of the thesis, the analysis focused on the translation of metaphors and references that
have cultural connotations: mainly, religious, mythical, and taboo expressions. One reason for
this concentrated effort was to shed light on the socio-cultural aspects of translation that take
shape in the translation process of Shakespeare’s sonnets into Arabic. The potential for greater
scope has been highlighted so as to inspire further research, for example studies to analyse
Shakespearean sonnets may yield other aspects of the dominance of norms in translation, for
example, equivalence, which would further enrich the topic.

On a final note, it is hoped that this small contribution to the study of norms in poetry translation

will help balance the perception of Shakespeare as poet, as well as playwright.



ACKNOWLEDGEMENTS AND DEDICATION

I dedicate this thesis to my mother, Dr. Fatimah A. Hussein, and my father, Prof. Hassan M.
Bajouda. Words in all languages cannot describe the support my mother has given me to help
me complete this thesis. She has offered me love and encouragement from the moment I waved
goodbye to my family and travelled to the United Kingdom to undertake my studies. One day,
I hope to be as great a mother to my children, as my mum is to me. Also, I would never have
been able to complete my studies without my father’s loving prayers. My dad, the best man on

earth, visited me whenever I needed him to.

(I love you, Mum) =l b clal

(I love you, Dad) (3 b ¢lal

I gladly dedicate my thesis (and my whole life) to the two apples of my eye, my beloved
daughter Dhiyaa, and my precious son Al-Hassan. You have always given me my passion for
life. You are the reason I embrace every morning with gratitude. You are my real treasures,
and I always praise God for gifting you to me. You have coloured my life with happiness. I
completed my thesis to make you proud of your mother, as I have always been proud of my

own mother.

Also, I dedicate this thesis to my supervisor, Prof. James Dickens. I will never forget his happy
enthusiasm, which has made this PhD journey easier for me. I also thank Dr. Sameh for

enriching my thesis with his comments, and for always being there to help me.

I would also like to dedicate this work to Anisah B. Oma. This great lady helped to raise me
from a child, and she has taken care of my children whilst I have completed my studies. Thank
you so much for not going to the Philippines, and for your decision to remain with me and my

family. My love to you is limitless.



Furthermore, I would like to thank my beloved siblings, my sisters Nada, Jeehan, and Ghada,
and my brothers Abdurahman and Mashhour, and my nieces and nephews who I love to the
moon and back. I hope they are inspired by me in their future education and work. I also
dedicate this work to the new sisters that my life in the UK has given me, especially to Amal

Al-Amoudi and Mona Shegdar.

Finally, I wish to dedicate this work to everybody who has helped me to reach my goal, to all

the places I love, to my time and memories in Leeds, and, sincerely, to myself.



ITMES TRANSLITERATION SYSTEM
FOR ARABIC, PERSIAN, AND TURKISH

CONSONANTS

A = Arabic, P = Persian, OT = Ottoman Turkish, MT = Modern Turkish

A P | OT| MT A P oT MT A 12 OT MT
S = — 9 |z | 2 z z 4 | k |korg |korn |korn
< |b |b |b |borp| 3 |— |zh | j j ory | ory
S|l—=|p|p| P [o]s]|s| s s org | org
& | & [& | t o [sh |sh | s $ |- g g g
& | th | s s s e | s s s s J 1 ] 1 |
Tl j c c wld |z 7 z t | m m m m
T |— |ch|g > L |t t t t O | n n n n
zlh|h|h|h || &)z |z] 2 z +|h| h | n |1
T |kh |kh [h | h Ll |- ‘ . s |w [voru| v v
s |d |d|d d d gh |gh |gorg |gorg | ¢ |y y y y
3 ldh|z [z | 2 £ f | f £ ¢+ |a
Jlr|r|r|r S19q|q| k k d’

1 When h is not final. 2 In construct state: at. 3 For the article, al- and -1-.

VOWELS
ARABIC AND PERSIAN OTTOMAN AND MODERN TURKISH
Long | or & a 4 words of Arabic
5 T and Persian
) i origin only
G | i
Doubled :5; iyy (final form 1) iy (final form 1)
:: uww (final form @) uvv
Diphthongs s auoraw ev
\5/ ai or ay ey
Short z a aore
£ u uorii/oord
- & 1or i

For Ottoman Turkish, authors may either transliterate or use the modern Turkish orthography.




Table of Contents

...................................................................................................................... 2
ACKNOWEIAZEMENT .....cuueiieirrinirnniissnnisssnncsssiessasncssasncssssssssssssssssssssssssssssssssssssssssssnsses 5
IJMES Transliteration System for Arabic, Persian and Turkish ........................ 7
Table Of CONLENLS ....ccuueerveeiiiiiseecsenisninsenisnensnessnecssessssesssessssesssesssssssssssssssssessssssssases 8
Chapter One: Introduction and Design of the Study ........ccceevuricvvericccercscnrcscnnnes 14

1.1 The Aims and Focus of the Study ........ccccoceevviiiiiiiiiiiieeeeeee 14
1.2 MethOdOIOZY ...cvvieniiieiiieiieee ettt st 17
1.3 Research QUESHIONS .........cocviiiirieeciee ettt e e eeavee e 18
1.4 Overview of the TRESIS ....cc.oviiriiiiiieieieee e 23

1.4.1 Chapter One: Overview and Design of the Study...........ccceeeueenee. 23

1.4.2 Chapter Two: Revisiting Translation Norms, Translation Shifts and
the Translator's VOICE .....c..cocuevieriieiierieniiiiecieiceeseee e 24

1.4.3 Chapter Three: The Problems and Strategies of Translating Poetry..
........................................................................................................ 24

1.4.4 Chapter Four: Shakespeare in the Arab World............ccceverieniies 25
1.4.5 Chapter Five: The History of Shakespeare's Sonnets in Arabic.... 25
1.4.6 Chapter Six: The Translation of Metaphors in Shakespeare's Sonnets

........................................................................................................ 25
1.4.7 Chapter Seven: The Translation of Cultural References and Taboo in
Shakespeare's SONNELS. ........c.cevieeiierieriiienieeie et 26
1.4.8 Chapter Eight: The Translator's Voice and Negotiating Translation
INOTINIS ..ttt st s 26
1.5 Research Data: The Criteria for Selection ...........ccccoeeevervienienenieneenene 27
1.5.1 The Corpus of the StudY ......cceeevvieriieriierieeieceeeee e 27
1.5.2 Grouping Shakespeare's Sonnets and the Rationale of Data Collection
........................................................................................................ 28
1.5.2.1 Source Oriented Criteria .........eoervuereenereeneerienieneeiennnen 29
1.5.2.2 Target Oriented Criteria.........cceevvervrierieecieenieeieerieeveenees 33
1.6 CONCIUSION «..oviiiiiiiiiieiee e 34
Chapter Two: Revisiting Translation Norms, Translation Shifts and the
Translator's VOICE . ...uiiieiniinsensennstensiissninsneesssecsessssesssecsssesssnssssesssasnse 35
2.1 TNEOAUCHION ...ttt 35
2.2 Investigating NOTMS ......ccveeiieeiieiienieeiteeieeieeseee e e eeeebeeseaeeaeenseeenseenns 36
2.2.1 Gideon Toury and the Conceptualisation of Norms ...................... 37
2.2.1.1 Toury's Typology of NOImS.......cccceevervrevieenreeiierieeieenes 38



2.2.1.2 Toury's Classification of Translation Norms..................... 40

2.2.1.3 Toury's Differentiation between Rules, Norms and

TAIOSYNCTACIES ...eovvvieiiieiiieiieeie ettt e 44
2.2.2 Developments After Toury: Hermans, Chesterman and Nord....... 45
2.2.2.1 Theo Hermans and the Socio-Cultural Configuration of Norms
............................................................................................... 46
2.2.2.2 Andrew Chesterman's Approach..........c.ccccceveveeviierieeneenne. 47
2.2.2.3 Christina Nord and the Conventionalisation of Norms,
Conventions and Rules .........ccccceceviiiinieniinninicniceeieens 49
2.2.3 Limitations of the Concept of NOrms .........ccccevevveviiercieenieniiieninenns 50
2.3 Translation ShiftS.........ccceviriiriiiiiieeeeee e 50
2.3.1 Vinay and Darbelnet's Model of Translation Shifts....................... 52
2.3.2 Vinay and Darbelnet's Classification of Translation Shifts........... 53
2.3.2.1 BOITOWING ...eviiiiieiieeiieeieeete ettt seee e seee e ssee e nes 53
2.3.2.2 CalqUe ..eouevieneieeiieeieeeee et 53
2.3.2.3 Literal Translation..........cccceceeveenenienienenieneeeeeesceeee 54
2.3.2.4 TranSPOSItION. .....cccueerveeriieeieeieeneieeteeseeereensreeseesseessneennns 58
2.3.2.5 MOdUIAtioN ..c..couviiiiiriiiiiciece e 58
2.3.2.6 EQUIVAIENCE....ccuvieiieiiieiieeie et 60
2.3.2.7 Adaptation.......ccceevueeriieiiieeie et 62
2.4 The Translator's VOICE .....cc.evuirieriirieniieieeie sttt 66
2.4.1 The Translator's Voice versus the Translator's Invisibility: Venuti and
BeYONA ...t e 66
2.4.2 Using the Concepts of Voice and Style to Describe a Translator's
Presence N @ TeXt...ooverieiiiieniieiereerieeeeecee e 66
2.4.3 The Theory of the Translator's VOICE .........ccceeveveeriieeieeniieeiieieas 67
2.5 CONCIUSION ..ttt st 70
Chapter Three: Problems and Strategies of Translation Poetry.........cccceeeuueee. 72
3.1 INtrOAUCHION ...ttt 72
3.2 The Problems of Translating POEtry ...........cceceevierciienieeiieeiecieeeeeeene 72
3.2.1 Linguistic Problems .........c.ccccueviiieriiiiieieeiieeeeeee e 73
3.2.2 Aesthetic Problems ..........covevieriiniinieiienieieseeeeeeee e 75
3.2.2.1 POCHIC SIIUCTUIE .....eveeneiriiiiieieeiesiiesie et 75
3.2.2.2 Metaphorical EXpressions.........ccceeeveereeecieenieeeieenieeeneennes 76
3.2.2.3 S0UNA ..ot 78
3.2.3 Socio-Cultural Problems.........c.cccoceeveiiinienienienieieeiesceieeenens 82



3.2.4 The Limits of Translatability ...........cccccoovvervieniiniienieeieeieeeenee 85
3.3 The Problems of Translating Poetry from English to Arabic .................... 86

3.4 The Problems of Translating Shakespere's Sonnets into Arabic: The Way
Arab Translators Solve the Problem of "Word Play' in Shakespeare's Sonnets

................................................................................................................. 87
3.5 CONCIUSION ..ottt ettt 91
Chapter Four: Shakespeare in the Arab World 93
4.1 INErOAUCTION ....eutiiiieiieieeiiect ettt 93
4.2 The Status of Shakespeare in Arab Culture ............ccceeevvevieeciienieeeiiienennns 94
4.2.1 The English Language and the Arab World ..........cccccooieninenens 94
4.3 Shakespeare in the Arab World .........c.oooviviiiiiiiiiiiiieceeee e, 96
4.3.1 The Growing Interest in Shakespeare...........cccccvevieeciieniencieeninenns 96
4.3.2 Shakespeare in Newspapers and Magazines.............cccoeeveevveennnnns 98
4.3.3 Shakespeare in Arabic Cinema and TV .......c.ccccvvviiviiniiennennnnn. 102
4.3.4 Shakespeare in Arabic Schools, Colleges and Universities......... 106
4.3.5 Celebrating Shakespeare's 300" Anniversary in the Arab World......
...................................................................................................... 109
4.3.6 Other Celebrations ...........coceeeerierienienenienieneeee e 112
4.4 Shakespeare and Arabic Literature ..........ccccveevveerieeriienieeieenie e 117
4.4.1 Shakespeare as "The Bard" ..........cccoooieviieiiinieiiieeceeeen 118
4.4.2 The Growing Interest in Understanding Shakespeare in Arabic . 120
4.5 Shakespeare's Drama in Arabic Translation: History and Key Issues..... 123

4.5.1 The First Generation: Translators of Shakespeare's Drama and the Old
INOTINS .ttt 125

4.5.2 The Second Generation: Translator's of Shakespeare's Drama and the

INEW NOTIIIS ...ttt 128
4.6 Shakespeare's Sonnets and Modern Arabic Poetry..........cccceecvevvieninennen. 129
4.7 CONCIUSION ...ttt ettt sttt st eaees 133
Chapter Five: The History of Shakespeare's Sonnets in Arabic .........ccuceueen.. 135
5.1 INtrOAUCHION ..ottt st 135
5.2 Sonnets: Their Historical Development, Form and Content.................... 136
5.2.1 The Sonnet as a Poetic FOrm ..........ccoccevievinninienicnnienenceeeen 136
5.2.2 The History of the Sonnet from the Thirteenth Century.............. 137
5.2.3 Shakespeare's Sonnets: Key ISSUES ........cccoovevviieriieeiienieiieeienns 139
5.3 Shakespeare's Poetry in Arabic Translation: History and Key Issues ..... 139
5.3.1 Shakespeare's Poetry in Arabic Translation.............cccccceeeevvenennn, 139

10



5.3.2 Shakespeare's Sonnets in ArabicC..........ccceevieriiienieeiieenieiieeieenns 142

5.4 Five Arabic Translations of Shakespeare's Sonnets (In Full).................. 143
5.4.1 Tawfiq: The Everyday Translator..........cccocceeveiienienciienienieeienns 143
5.4.1.1 Tawfiq's Translation of Shakespeare's Sonnets (1988).... 144

5.4.1.2 Tawfiq's Introduction to his Translation of Shakespeare's

SONNELS ..ottt 145
5.4.1.3 Critical Opinions of Tawfiq's Translation of Shakespeare's
SONNELS ...eeniieiiieiieeeee e 146
5.4.2 Wali's Translation of Shakespeare's Sonnets (2008) ................... 147
5.4.3 Abu Deeb's Translation of Shakespeare's Sonnets (2012)........... 150
5.4.3.1 Abu Deeb and his Translation of Shakespeare's Sonnets 151
5.4.3.2 Abu Deeb and the Origins of Shakespeare's Sonnets ...... 152
5.4.4 Lu'lu'ah's Translation of Shakespeare's Sonnets (2013) ............. 153
5.4.4.1 Lu'lu'ah's Inspiration for his Translation of Shakespeare's
SONNELS ...eeniieiiieiieeeee e 154
5.4.4.2 Lu'lu'ah's Translation of Shakespeare's Sonnets.............. 156
5.4.4.3 Lu'lu'ah's use of Norms based on his Reading of The Riddles of
Shakespeare's SONNELS ..........cccccvevieecieniiieiieeieeiesie e 157
5.4.4.4 Lu'lu'ah's Opinion of the History of the Sonnets as an Arab
Orientated Artistic FOrm .......cccovevieniiiiniinieicieceeeen 159
5.4.5 Enani's Translation of Shakespeare's Sonnets (2016).................. 160
5.4.5.1 Enani's Biography .........cccecoveviieiieiieiiieieeieesee e 160
5.4.5.2 Enani's Translation of Shakespeare's Sonnets ................. 163
5.5 CONCIUSION ..ttt 167
Chapter Six: The Translation of Metaphors in Shakespeare's Sonnets.......... 169
0.1 INtrOAUCHION ..ottt 169
6.2 The Meaning of Metaphors..........cccccvierieeiiienieeieerie et eeiee e 171
6.3 The Stylistic Features of Shakespeare's Metaphors............ccccevveeveennennn. 171
6.4 Types Oof MEtaphors ......cc.oevviiiiiiiiiieiiesie ettt 174
6.4.1 Concretive Metaphors.........cc.eeeveeriieniieiiienieecieeee e 174
6.4.2 Humanising Metaphors...........ccceevieriieniienieeiiienieeeeeeee e 178
6.4.3 AnimiStic Metaphors........c.ceovieviieiiieniieiiesie et 182
6.4.4 Synaesthetic Metaphors ..........occveevieiiieriienieciieeie e 185
6.4.5 Dehumanising Metaphors ...........cccceeeiieriienieeniienieeieesee e 186
6.5 Translations of Metaphors in Arabic in Accordance with Arab Norms Based
on Newmark's (1988) Model ........c.cooeoiiiiiiiiieiieeeieccee e 187
6.5.1 Reproducing the SL image in the TL.......c.ccoocvvviiiiiinieiiie, 188

11



6.5.2 Replacing the SL image with a Standard TL image..................... 189

6.5.3 Translating the SL. Metaphor as a Simile...........cccoeeeevieeiinennnnnn, 191
6.5.4 Translating a Metaphor using a Metaphor (or Simile) Combined with
SEIISE ..ttt 192
6.5.5 The Translation of a Metaphor with the same Metaphor Combined
with Sense (With Extra Additions by the Translator).................. 194
6.5.6 Converting the Metaphor to Sense...........ccecveeveeniierieeneeeiieenieens 195
6.5.7 Deleting the Metaphor ............ccceevieriieniienieciieie e 199
6.6 The Norms of Translating Metaphors in Shakespeare's Sonnets into Arabic
............................................................................................................... 196
0.7 CONCIUSION ..ottt 201
Chapter Seven: The Translation of Cultural References and Taboo in
Shakespeare's Sonnets 205
7.1 INEOAUCHION ...ttt 205
7.2 The Meaning of Cultural References in Translation..........c.ccceccevervennene 205
7.3 Models of Translation Strategies Used to Translate Cultural References.....
............................................................................................................... 206
7.3.1 Klingberg's Typology (1986).......ccceeveieriieniieiienieeieenie e 207
7.3.2 Newmark's Typology (1988) ......oevieriieiieiieeiieeieeeee e 213
7.3.3 Aixela's Typology (1996) .......cccueevieriieiiieniieiieeieeieeeee e 217
7.3.3.1 Procedures of Conservation ............coceeveevverveneenienneniene 218
7.3.3.2 Procedures of Substitution ..........ccceecveververienienienienens 219
7.3.3.3 Other Potential Procedures .............coceververienienenienens 220
7.3.4 Davies' Taxonomy (2003).......cccveerieriieniienieeiienieeieeneeeieenieens 220
7.3.5 The Taxonomy of Diaz-Cintas (2007)......ccceevverreevreenreeiieennnenns 221
7.4 Arabic Translations of Religious and Biblical References in Shakespeare's
SONNELS ...ttt et s ne e 221
7.5 Differences in the Lexical Aspects of Religious Translation Between Islam
ANA CHIISTIANIEY ...veeeivieiiecie ettt er e eaeesnea e 221
7.5.1 Christian Lexical Units .......ccccooeiverieniiiiinienenienceieeeeneeeen 222
7.5.2 Islamic Lexical Units .......cccoecveriiiiiirienenienieieeiesceie e 223
7.5.3 Differences in Religious Backgrounds Among Translators ........ 224

7.5.4 The Norms of Translating Sonnets with a Biblical Inspiration ... 225
7.6 The Word "God" in the Arabic Translations of Shakespeare's Sonnets .. 225
7.7 Translating Religious References ...........ccccveveeeviiinieiciienieeieeieeieeee 227
7.7.1 Conclusion: Translating Religious (Biblical) References............ 233

12



7.8 The Cultural Concept of Seasons in Translations of Shakespeare's Sonnets.

............................................................................................................... 234
7.9 Translating Greek Mythology in Shakespeare's Sonnets..............c.cc....... 235
7.10 Translating Taboos found in Shakespeare's Sonnets ...........c.cccccevueeeee 246
7.10.1 The Meaning of Taboo.........ccceevieriiiniieniieiieeie e 247
7.10.2 Taboos Of all Varieties ......cocvevverierienieeienienieeeniceie e 247
7.10.3 Taboo in Translation .........c.ceeeevverieneriienieneeieseee e 250
7.10.4 Solving the Problem of Taboos in the Arabic Versions of
Shakespeare's SONNELS.........c.eevuieeiierieenieeiieeieeieeeee e 251
7.10.5 The Question of Homoeroticism in Translating Shakeapeare's
SONNELS ..ttt 251
7.10.6 Solving Taboos Relating to The Dark Lady Sonnets 127, 130, 153
ANA 154 . e 255
7.11 The Translation of Cultural (Religious and Mythical) References and Taboos
and their Relationship with NOrms ........ccccoecvevieniiienineiieniee. 263
7. 12 CONCIUSION ...ttt ettt st et saeenieens 264
Chapter Eight: The Translator's Voice and Negotiating Translation Norms. 267
8.1 INtrOAUCHION ..ottt 267
8.2 The Translator's Voice: Strategies of DiStinction ............cccceeeevvereveennennee. 268
8.2.1 Breaking Norms: Deviation ..........cccccceeeevienieriiienieeieeniee e 272
8.2.1.1 Deviation from the Source TeXt........cccceevueriererreeneennenne 272
8.2.1.2 Deviation from the TT ......cccoceeviriiniiiniiienieeeeee 277
8.2.2 Adhering to the Norms of the SC or the TC ........cc.cccevierinnnnnn. 278
8.2.3 Access to the Source Text Culture........c.ceveeveerieneenienienenienne. 281
8.2.4 Access to the Target Audience ..........cceeeveeveeeiienieeieenieeieeieens 284
8.2.5 The Translator's Comments on Other Translators and Translations..
...................................................................................................... 286
8.2.6 The Translator's Reflections on their own Translations .............. 288
8.2.7 Access to Previous Translations of the Same Work .................... 289
8.2.8 Translation as a Profession ...........ccocecerievinienienienenieneeeeen 289
8.3 CONCIUSION ..ottt sttt 290
Chapter Nine: Conclusion 292
0.1 INtrOAUCHION ...ttt ettt et 292
9.2 Revisiting the Research QUeStions............ccoevieeiieiieiciieniieeieeieeieeieee 294
9.3 Self Reflection and Limitations of the Study.........ccceeevvevieriiieniieniiienenns 302
9.4 Suggestions for Future Research ..........ccocccoeviiiiiiiniiiiiiiicceceee 303
Bibliography 306

13



CHAPTER ONE:

INTRODUCTION AND DESIGN OF THE STUDY

1.1 THE AIMS AND FOCUS OF THE STUDY

In order to achieve the primary aim of developing a methodology for the study of Arabic
translations of Shakespeare’s sonnets, this thesis draws on the theory of descriptive translation
studies (DTS). The concept of translation norms is used as part of a theoretical framework for
identifying and describing different approaches to the translation of Shakespeare’s sonnets into

Arabic, with a particular focus on the cultural challenges faced in the translation process.

Tied to the concept of norms is the concept of translation shifts. Indeed, these two concepts are
used to justify the translation decisions made by the selected Arabic translators of the sonnets.
They are also utilised to investigate the tendencies of the Arabic translators to use specific
translation strategies in their efforts to comply with or challenge dominant translation norms.
The translator’s voice and its visibility in the translation process are also taken into
consideration. Furthermore, the concept of distinction receives particular attention in the final
parts of the thesis, for the purpose of analysing its association with norms and the visibility of

each translator.

This study is premised on the following theories: Toury’s (1995) understanding of translation
norms, Vinay and Darbelnet’s (1995) development of the concept of translation shifts and
Bourdieu’s (1979) concept of distinction!. This thesis will use these concepts to identify the

strategies adopted by the translators in rendering source texts into their target language. This

! Bourdieu’s theory of distinction is not primarily concerned with translation. Therefore, this study will use
Hanna’s (2016) application of Bourdieu’s strategies of distinction as they are used in the field of translation
studies.
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approach is undertaken because of its resemblance in nature, and its close association, with the

core interests of this investigation and the chosen data.

Developments in the concepts of translation norms and translation shifts provide the rationale
on points of comparison between chosen Arabic translations. In addition to discussing
translation shifts and exploring the normative behaviour of the Arabic translators, the study
also seeks to identify each translator’s individual voice or, to use Venuti’s (1995) seminal term,
the translator’s visibility, i.e. the attempts made by the translators to proactively negotiate or

challenge dominant translation norms.

This thesis compares and contrasts five different translations of various sonnets by Shakespeare
from a descriptive point of view, without prescriptively judging the quality of the translations.
The rationale behind the selection of these sonnets is their clearer indication to the subject the
researcher is trying to focus on. Chapter Eight will investigate the concept of distinction as
articulated by Bourdieu (1979). This thesis also addresses the dearth of research on the norms
of translating the sonnets into Arabic, which adds further value to the study. Certainly, despite
the immense interest amongst translation scholars in Shakespeare’s plays and sonnets, research
on Arabic translation studies has not yet implicitly addressed the translation of Shakespeare’s
sonnets, with the exception of a few sporadic studies that deal with some aspects of translation.
Research suggests that scholarly analysis leans more towards Shakespeare as a playwright and
not as a poet and so many translation studies appear to concentrate on the translations of
Shakespeare’s plays (especially the tragedies) and the influence of socio-cultural factors on the
translation process of these. It is postulated here that most of the theories that have already
been utilised to examine Shakespeare’s plays are also applicable for use, in a large extent, to
his sonnets. One pertinent reason for this is because the poetic nature and style of the sonnets

are congruent to the plays. This does not, however, imply a complete absence of translation
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research that focuses on Shakespeare’s sonnets, rather that the investigations which have
emerged, so far, appear to deal with very specific issues regarding translations of the sonnets,
but as yet there is no PhD study that exclusively concentrates on the translation of

Shakespeare’s sonnets into Arabic.

This thesis will explore norms to varying degrees: firstly, it will discuss the norms of writing
poetry in both English and in Arabic and, secondly, it will highlight the various translation
norms that condition and shape different Arabic versions of Shakespeare’s sonnets.
Furthermore, there will be reflection on the symbolic capital associated with Shakespeare’s
plays and his sonnets generally in the Arab world, and on the strategies employed by translators
to negotiate linguistic and cultural norms in their mediation of Shakespeare’s work, that fulfils
the expectations of the targeted Arab audience. This is of important note because Shakespeare’s
sonnets were shaped by the norms of poetry writing followed in English Elizabethan culture,
which are in stark difference to the norms of poetry writing followed in Arab culture either in
the time when the sonnets were written in their original language or the time they were

translated into Arabic. These differences will be explored at length in this thesis.

Essentially investigated are five Arabic translations of Shakespeare’s sonnets by different Arab
translators who published their works at different points in time (in 1988, 2008, 2012, 2013,
and 2016 respectively). The motivation for this investigation is to examine the notion that
norms do not only vary between cultures, but they can vary within the same culture across
different time periods. In this respect, Toury (1995, p. 62) notes, “At times, norms change
rather quickly; at other times, they are more enduring, and the process may take longer. Either

way, substantial changes in translational norms too, quite often, occur within one’s life-time.”

One key objective of this thesis is to examine patterns of translation shifts in the selected

translations and what these shifts tell us about translation norms. Vinay and Darbelnet (1995)

16



succinctly note that shifts can be examined in order to demonstrate different methods of

translation.

1.2 METHODOLOGY

This study uses the Descriptive Translation Studies (DTS) approach to analyse selected Arabic
translations of Shakespeare’s sonnets. DTS is posited by Gideon Toury and outlined in his
innovative book Descriptive Translation Studies and Beyond (1995). In essence, the concept
of DTS involves the examination of translation as a culturally motivated and influenced
activity. This branch of translation studies offers an alternative approach to pure translation
studies, as advocated by Holmes’s Map (Toury, 1995); it establishes an empirical, descriptive
method of examining translation. Therefore, DTS underpins the core of this thesis and
influences the overall study methodology. When comparing translations with source texts, it
becomes evident that both cultural and social factors, including variations in the translation
behaviours of different translators affect the target texts and, concomitantly, the end product of

translation.

Toury (1995) introduced the notion of translation norms in detail, and clarified the different
types of norms within the context of DTS. Both DTS and translation norms treat translation as
a social activity with cultural implications. In other words, the concept of translation norms is
informed by DTS in its focus on the target text/culture. To apply this approach to the selected
corpus, it is imperative to be able to negotiate the culture associated with the target text(s) and
the product-oriented result of translation studies. This study specifically pertains to the Arabic
target text and, as such, does not delve into significant detail about the source text. Therefore,

it does not judge the quality of the translation in light of the source text. The concept of norms
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is cognitive and needs utilisable tools to be applied. This is the main reason why translation

shifts are examined alongside norms, throughout the analysis of the chosen corpus.

This study follows a target-oriented approach. As Toury (1995, p. 53) asserts, “Strictly,
translational norms can only be applied at the receiving end, establishing them is not merely
justified by a target-oriented approach but should be seen as its very epitome.”
In order to examine translational shifts, Vinay and Darbelnet’s model (first published in French
in 1958) has been chosen for its comparative qualities. This will be used as a model for analysis
throughout the thesis. Again, each analytical chapter will examine the shifts, or the methods
employed by translators to render meaning, according to the expectations of an Arab audience.
When analysing the concept of distinction, this study will focus on the different voices of the
five translators, before interpreting Bourdieu’s (1979) understanding of distinction as an
outcome of the distinctive voice of each translator. One of the key limitations of translation
norms is that the concept does not allow accountability for the individualistic behaviour of
translators who challenge translation norms that are dominant during the era they are working

in. Thus, the concept of distinction is utilised in order to account for this behaviour.

1.3 RESEARCH QUESTIONS

The fundamental questions that motivate this study are outlined as below in their respective
order, starting with: Can the concept of translation norms be used as a way of approaching
and examining the translation of Shakespeare’s sonnets into Arabic? Norms are important
elements in the examination of translation as a social activity, because a target text needs to be
accepted in the TC. By understanding certain cultural norms (Arab norms for example), a more

effective translation outcome and a greater understanding of the translation will be achieved.
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The concept of norms is not new in linguistic studies, because translation has always been
classed as a branch of linguistics. However, Gideon Toury (1995) significantly developed the

theory of norms and he worked to advocate this concept in the field of translation studies.

This thesis discusses Arabic translations of Shakespeare’s sonnets as a social activity governed
by norms. The study will provide an explanation of different types of norms, followed by an
examination of their presence in the selected translations. By exploring these norms, a more
nuanced understanding of meaning in the sonnets will be achieved, and this process will aid in
finding the connections between what is said and why it is being said (or translated) in a certain
way. Toury (1995, p. 53) talks about the significance of viewing translation as a kind of cultural

mediation;

Translation activities should, rather, be regarded as having cultural significance.
Consequently, translator-ship amounts first and foremost to being able to play a social role,
i.e., to fulfil a function allotted by a community - to the activity, its practitioners and/or their
products - in a way which is deemed as appropriate in its own terms of reference. The
acquisition of a set of norms for determining the suitability of that kind of behaviour, and for
manoeuvring between all the factors which may constrain it, is therefore a pre-requisite for

becoming a translator within a cultural environment.

This quotation emphasises the importance of considering the cultural aspects of translation, as
well as demonstrating the importance of norms in translation between cultures, because they
play a vital role in making a TT acceptable or unacceptable to the recipients of the TT.
Chapter Two starts with a discussion on norms as a general concept in translation studies.
Initially, norms will be explored from the perspective of Toury (1995) who (as noted earlier)
made a significant contribution to the theory of norms in translation studies. Following on from
this is an examination of the differing elaborations of the concept as inferred by those after

Toury. The discussion, exploration and examination will facilitate a clear, multifaceted and
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nuanced understanding of this concept, and one which lends itself to the analysis of the Arabic

translations of Shakespeare’s sonnets.

A significant outcome of Toury’s conceptualisation of translational norms is his classification
of them as initial, preliminary, and operational. Chapter Two develops detailed definitions of
these categories and discusses them from Toury’s perspective, as a prerequisite to applying
them to the selected data. This classification is also crucial to facilitate an understanding of the
different ways in which translation norms create specific patterns according to translation

choices or translation shifts.

The second question to be examined is as follows: How have Shakespeare’s sonnets been
introduced and translated for Arab readers? Translating Shakespeare’s sonnets into Arabic or
into any foreign language is a difficult task that needs to be accomplished competently, for
many reasons. Translating poetry in itself is a major challenge for any literary translator,
because of the unique nature of poetry. Chapter Three of this thesis will reflect in depth on this
theme. Indeed, translating Shakespeare’s sonnets into Arabic poses a number of additional
challenges relating to the socio-cultural and temporal distance that exists between Elizabethan
England and the contemporary Arab world. Against the backdrop of these challenges,
acceptable translations of the sonnets cannot be taken at face value, especially when examining
the norms of a given target culture. Chapters Four and Five of the thesis will discuss
Shakespeare and his works as they have been disseminated in the Arab world, and the fourth
chapter examines the Arab audience’s perception of Shakespeare and his culturally iconic
status. There is also a reflection on the way Shakespeare’s work is negotiated and filtered
through Arabic translational and cultural norms. Proceeding on from this is a discussion on the
translation of Shakespeare’s wider body of work, including his plays and longer poems.

Chapter Five paves the way for analysing Shakespeare’s sonnets. Initiated by an introduction
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to sonnets as a poetic genre, the analysis then considers Shakespeare’s sonnets in particular,
and finally, there is a detailed discussion on the selected Arabic translations of Shakespeare’s

sonnets which constitute the data of the study.

The third question is: What are the strategies used for translating different problematic issues
in Shakespeare’s sonnets in light of the norms of translating poetry into Arabic? Chapter Three
addresses several different issues arising from translations of Shakespeare’s sonnets into
Arabic. Since the principal concern of this study is the concept of norms, deliberations on
linguistic issues fall outside of the remit of this thesis. However, it would be remiss to totally
neglect the topic bearing in mind the linguistic aspects of the sonnets, thus the topic will be
touched on in Chapter Three, in conjunction with a discussion about different problems posed
by poetry translation. Linguistic issues appear in many examples cited throughout the chapters
of this thesis. Examples of a) archaic or obsolete words, and b) words with multiple meanings,
e.g. puns; and words with mostly ambiguous and connotative meanings, such as those that
might mislead the reader, are addressed. These predicaments will be fully considered in
Chapters Six and Seven, as part of the discussion about translating metaphors and cultural
references, and the methods used by the translators to tackle such predicaments. These aspects
are important points of discussion because they play a crucial role in conveying intended

meaning in the target text.

The fourth question to be explored is: How are figures of speech, especially metaphors found
in Shakespeare’s sonnets translated in accordance with Arabic translation norms?
Shakespeare’s sonnets are known for their richness in rhetorical expression and figurative
language. Chapter Six focuses on the translation of metaphors in Shakespeare’s sonnets. It will
explore whether these metaphors have been affected by the norms of translating poetry into

Arabic.
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Question five is: What are the norms of translating culturally orientated language present in
Shakespeare’s sonnets into Arabic? Chapter Seven examines translation issues arising from
cultural differences between Elizabethan England and the modern Arab world, and how these
are negotiated when translating Shakespeare’s sonnets into Arabic. Elizabethan culture-
oriented language sometimes uses certain expressions that convey ideas that are now perceived
as taboo or problematic in both English and in Arab cultures, such as certain biblical and
mythological allusions. Shakespeare’s sonnets are rich in these expressions, and a number of
them will be cited as examples in this chapter to illustrate how different translators have dealt

with them in accordance with Arab norms.

A further crucial question to be explored in this study is: To what extent have the translators
complied with or challenged dominant translation norms? Answering this question involves
addressing gaps in translation research, especially in relation to the concept of translation
norms, i.e. the extent of agency exercised by translators and their role in negotiating dominant
norms. Each of the selected translations is different from the others in many respects, and these
variations echo the distinct voices of the translators, to some extent. Any reader who is
acquainted with the characteristics of translation and is familiar with the works of these
translators, most probably will recognise each distinctive translator’s voice in each of the

translated sonnets.

Chapters Two and Three explore the basic assumption that norms are cognitive concepts in
society, and that they can vary in their robustness because norms change from era to era, and
from place to place. Some norms can be translated using shifts, whilst others are more likely
not to be challenged. Norms also vary according to socio-cultural contexts, as noted by Toury
and other scholars. Chapter Eight of the thesis explores translator agency based on an

adherence to or their departure from norms.
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The final question this thesis attempts to answer is: How can we explain translation choices
that go against accepted translation norms? The answer to this question, arrived at from the
outcomes of the previous chapters, informs the final discussion for Chapter Eight. This thesis
is descriptive in its analysis and it does not aim to judge the quality of any of the translation
attempts. Therefore, the results of this study can be used to understand the concept of
distinction as outlined by Bourdieu (1979) in respect to the usage of the concept in translation

studies.

The eighth chapter also considers the idea of the translator as an agent and how each translator
distinguishes their voice. This investigation analyses the biographies of the translators, and
pays particular attention to their translations of Shakespeare’s sonnets; it aims to connect the
characteristics of each translator to Bourdieu’s understanding of the concept of distinction.
Most importantly, Bourdieu’s concept of deviation as a point of distinction is used to show
how standing against norms in translation might add to rather than subtract quality to the

translated outcome.

1.4 OVERVIEW OF THE THESIS

1.4.1 CHAPTER ONE: OVERVIEW AND DESIGN OF THE STUDY

This chapter elaborates the design of the study and looks at the motivation behind the research.
The primary aim of the thesis seeks to demonstrate the explanatory force of the usage of two
conceptual tools for understanding the decisions made by certain translators of selected sonnets
by Shakespeare. In this respect, it elaborates on the concept of translation norms and
distinction. The chapter then moves on to an examination of the objectives and driving

questions of the thesis.

The theoretical framework is also outlined in relation to the use of Toury’s concept of norms,

which, in this thesis, is applied to translational shifts. As previously noted, although Vinay and
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Darbelnet’s model of shifts is applied as a principal model of analysis, each chapter will also
draw on other relevant models for translating metaphors and culturally oriented expressions.
Additionally, the data used for the analysis, the five Arabic translations of Shakespeare’s
sonnets, is detailed here. This first chapter also prepares and familiarises the reader with the
fundamental concepts of norms and shifts, as well as Bourdieu’s theory of distinction, and how

these concepts will form part of the overall discussion.

1.4.2 CHAPTER TWO: REVISITING TRANSLATION NORMS, TRANSLATION
SHIFTS, AND THE TRANSLATOR’S VOICE

The second chapter illustrates the essential theoretical framework of the study. It begins by
defining the concept of norms as advocated by Toury (1995). The chapter also explores studies
of'this concept by Hermans (1999), Chesterman (1997), and Nord (1991). The reason for taking
into consideration the works of other scholars in the field is because Toury’s model does not
fully cover all socio-cultural aspects of the idea of norms, and the works of other scholars in
this area, such as Hermans, Chesterman and Nord, will serve to add to the discussion. Finally,
the chapter will explain how and why norms are limited and it will focus on translation shifts
and the tools used by translators when they unconsciously follow governing norms. This study
used the model suggested by Vinay and Darbelnet (1995) in relation to the literary context of
the study. Finally, in conclusion, the chapter highlights the notion of the translator’s voice, with
special attention given to the work of Theo Hermans (1996) and Mona Baker (1995). This
section provides the reader with a basic knowledge of the translator’s voice as an element

needed for investigating the concept of distinction as it is outlined in Chapter Eight.

1.4.3 CHAPTER THREE: THE PROBLEMS AND STRATEGIES OF TRANSLATING

POETRY

24



This thesis discusses the translation of Shakespeare’s sonnets from a cultural viewpoint. In this
context, Chapter Three provides a general review of the problems encountered when translating
poetry into other languages. It will also pave the way for a further discussion about
Shakespeare’s sonnets in Arabic, and it will explore the problems faced by translators when

translating English poetry into Arabic in general, and Shakespeare’s sonnets in particular.

1.4.4 CHAPTER FOUR: SHAKESPEARE IN THE ARAB WORLD

This study looks at how norms can affect translation attempts, and how each translators' agency
and his knowledge of Shakespeare can also influence norms. Some of Shakespeare’s sonnets
are loaded with taboo expressions, which are prohibited in most Arab societies. However, in
certain cases, these taboos have become acceptable to Arabic audiences, only because they are
in plays and sonnets by Shakespeare, who holds significant symbolic capital among Arab
audiences. Indeed, Shakespeare is a writer who is studied widely in Arab schools and is
admired by Arab audiences. Translation has played a key role in disseminating his plays and
sonnets among Arab recipients. However, some prohibited content has not been explicitly
rendered into Arabic by the translators. In light of these problems, Chapter Four will expand

on how Shakespeare is received among Arab audiences.

1.4.5 CHAPTER FIVE: THE HISTORY OF SHAKESPEARE’S SONNETS IN ARABIC
In the Arab world and beyond, Shakespeare is popularly known as a playwright rather than a
poet. Chapter Five explores his work as poetry, and it will attempt to explain why knowledge
of the sonnets and their translations is fairly limited in the Arab world. After introducing the
sonnet as a poetic art form, five translations of selected sonnets will be introduced and
contextualised in order to prepare the reader for an analysis of these sonnets in the chapters

that follow.
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1.4.6 CHAPTER SIX: THE TRANSLATION OF METAPHORS IN SHAKESPEARE’S
SONNETS

Shakespeare’s sonnets are made up of a consecutive and developing set of metaphorical images
and, in this context, it is essential for this descriptive study to demonstrate how the different
Arabic translators have dealt with Shakespeare’s metaphors in accordance with Arabic

translation norms.

1.4.7 CHAPTER SEVEN: THE TRANSLATION OF CULTURAL REFERENCES AND
TABOO ITEMS IN SHAKESPEARE’S SONNETS

This chapter looks at the problematic issues encountered by Arab translators when translating
Shakespeare’s sonnets, i.e., the translation of cultural, religious and taboo items for an Arab
audience. Firstly, different theoretical frameworks are examined in order to explore the
methods used to translate cultural references and taboos respectively. Following this, different
examples of Arabic translations of the sonnets are analysed to show how translators have dealt

with these issues according to Arab norms.

1.4.8 CHAPTER EIGHT: THE TRANSLATOR’S VOICE AND NEGOTIATING
TRANSLATION NORMS

Whilst the first seven chapters of this thesis primarily discusses norms and the way different
translators comply with the concept of norms, the eighth chapter offers an alternative view, in
that it shows how challenging accepted norms can be one way in which a translator foregrounds
his or her own agency. This chapter also brings together the conclusions reached in each of the
previous analytical chapters. Additionally, it connects the results to the voices of the translators,
and it arrives at Bourdieu’s (1979) concept of distinction. The chapter explores Bourdieu’s
strategies of distinction, particularly the concept of deviation (whether from the SC or the TC),

and it connects these strategies to the corpus of the study, and, finally, to the translators’
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agency. As part of this task, the possible reasons behind each translation attempt made will be
put forward, and an assessment of each key reason will be made in relation to the idea of
distinction. It is worth noting that exploring the idea of translator agency is an important aspect
of this study, because doing so helps fill gaps that become apparent when dealing with the
concept of translation norms. The audience has a role to play in the translation process, and in
the choices made by translators. It is important to note that this study will only look at the
relationship between the translators' agency and the translation choices made that are
unconsciously governed by norms. In other words, an exploration of the role played by the

audience falls outside of the scope of this study.?

1.5 RESEARCH DATA: THE CRITERIA FOR SELECTION

Shakespeare was not the first writer to introduce the sonnet to Europe or England, but, over
time, Shakespeare’s sonnets have surpassed the popularity of other sonnets and sonneteers,
because of their unique linguistic features and deeply expressed thoughts, meanings, and
feelings. In his series of 154 specifically thymed sonnets, he explores themes that have been
widely covered by other poets, but his sonnets continue to be loved, and they provide rich

and sometimes controversial material for students of literature and philosophy.

Shakespeare wrote sonnets with a distinct structure. Each consists of fourteen lines. The
first twelve are divided into three consecutive quatrains (four lines in each quatrain) with a
rhyme scheme of abab cdcd efef. The final two lines of a Shakespearean sonnet are known
as a couplet, and have the rhyme scheme of gg. In the quatrains, Shakespeare establishes
the main theme or problem that is explored in the sonnet. He develops his idea in the first

fourteen lines before presenting a conclusion to the idea in the last two lines.

2 For more information, please see the conclusion of Chapter 9 of this thesis, which discusses possible future
research.
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1.5.1 THE CORPUS OF THE STUDY

This study aims to explore the norms that govern the process of translating Shakespeare's
sonnets into Arabic. In order to undertake this task, the researcher traced all published books
of complete Arabic translations of Shakespeare’s sonnets. The five translators chosen are listed
according to the dates of the publication of their work: Badr Tawfiq (his first edition was
published in 1988, with a second in 2009), Esmat Wali (2008), Kamal Abu-Deeb (2012), ‘Abd
al-Wahid Lu’lu’ah (2013), and Muhammad Enani (2016). Chapter Five elaborates on the

biographies of each of these translators.

Translator Place and Date Published | Publisher

1 Badr Tawfiq Egypt, 1988 Akhbar Al-Youm

D) Esmat Wal1 Egypt, 2008 The Egyptian General
Authority for Books

3 Kamal Abu-Deeb Beirut and London, 2012 | Dar-Alsaqi

4 ‘Abd al-Wahid Lu’lu’ah | Abu-Dhabi, 2013 Abu Dhabi Tourism and
Culture Authority-
‘Kalima’ Project.

5 Muhammad Enani Egypt, 2016 The Egyptian General
Authority for Books

Figure 1.1: Target Translations of Shakespeare’s Sonnets used in this Analysis

1.5.2 GROUPING SHAKESPEARE'S SONNETS, AND THE RATIONALE OF DATA
COLLECTION
Studying the norms of translating Shakespeare’s sonnets requires investigating many cultural

and linguistic aspects, because the themes of sonnets are diverse. Therefore, examining all the
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sonnets in a single thesis is not an efficient way of examining translation norms. Answering
the questions posed in this thesis required setting the criteria for choosing a selection of sonnets
for analysis. Lever (1974, p. 169) argues that Shakespeare’s sonnets are not meant to be
consecutively read, nor were they intended to be published in a formal sequence. Indeed, most
scholars agree that Shakespeare did not intend to publish his sonnets, and he did not personally
revise the Quarto that became the first printed and published version of his poems (Enani, 2015,
p. 11). For these key reasons, two sets of criteria were established for the selection of sonnets
for analysis, namely, source-oriented criteria, and target-oriented criteria. The former approach
was used to classify the most popular sonnets thematically and structurally, whilst the latter
was based on: a) the most widely translated sonnets (frequency); and b) the translated sonnets
that challenge norms the most. Therefore, sonnets rich in these norms or trigger points were

the ones selected.

1.5.2.1 SOURCE ORIENTED CRITERIA

Although this study does not follow a source-oriented criterion for data selection, some
consideration to the source text is given in order to cover most of the problematic issues that
are found in Shakespeare’s sonnets and to add a sense of diversity to the thesis. This approach

1s outlined below and covers the theme or the structure of the sonnets.

1) Thematic Groupings. The thematic groupings of Shakespeare's sonnets differ according to
which scholar has compiled the grouping. Therefore, for the sake of clarity, this study follows
the thematic conclusions made by Lever (1979, p. 173). He explains the rationale for his

thematic groupings as follows:

It will prove convenient to give attention first to the Mistress sonnets. After this I shall follow

the general progression in the main series to the Friend, considering in turn these groups: i)
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The Invitation to Marry; ii) The Poet in Absence; iii) The Friend's Fault; iv) The Poet and his

Rivals; v) The Poet's Error, and vi) The Immortalisation.

In a similar way, the major sub-themes of Shakespeare's sonnets can be used as criteria for
selection, even though love is the overarching theme of the sonnets. In this context there are
three specific underlying themes: a) the brevity of life; b) the transience of beauty; and c) the
trappings of desire (Mabillard, 2009). Therefore, these themes were also considered in the
selections made, for the sake of diversity, and especially because they are relevant to the
discussion in Chapter Six which highlights the translation of metaphorical references in the

sonnets.

Shakespeare’s sonnets can also be classified in relation to the characters or (personas)
described therein. In this respect, the sonnets can be grouped as being about: a) the fair youth;
b) the dark lady; and c) the rival poet. In this context, these sonnets were categorised in the first

Quarto into three groups as follows:

a) The first group of twenty-six sonnets are addressed to (or talk about) a young man, referred
to as the “fair youth”. This group inspired now infamous discussions about “The riddles of
Shakespeare’s sonnets” mainly because of the loving language with which the poet addresses
a young man. Many critics read these references as signs of platonic love (i.e. a deep friendship
between two people of the same gender) and not as sexual love between the poet and the young
man. However, other critics argue that the expressions made in the sonnets signify a form of
homosexual love. The study will not contend with this question, but it will explore how these
riddles have been translated to deal with taboo words and expressions. Chapters Six and Seven
will analyse translations of metaphors, cultural references and taboo terms taken from the

sonnets addressed to the beloved young man (and found in other sonnets).
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b) The second group covers sonnets 127 to 152, which address (or talk about) a “dark lady”.
In this context, the word “dark™ itself, when it refers to a person of colour, throws up issues of
controversy in our age. Chapter Seven will discuss how the Arab translators deal with this issue

according to norms.

c¢) The third group of sonnets draw on myths from the ancient Greek world that Shakespeare
probably read about in Latin. These sonnets deal with four people, namely the three persons
mentioned previously, and the poet himself. The speaker often uses the pronoun / to refer either
to himself personally or as a disguise for someone else (either a real or imaginary person).
Chapter Seven will examine selected translations of Greek mythological expressions found in

this group of sonnets.

i) Structural Groupings. The different parts of a sonnet are divided into sub-sections both to
form its shape and its rhyme scheme, and to express the gradual elaboration of meaning and
the overall message conveyed in the sonnet. Arabic does not have a poetic form that is the same
as or is similar to the sonnet, and, therefore, an Arabic translator must not only render the
elaboration of meaning but also decide whether or not to imitate the structure of a sonnet. This
part will briefly explain the literary terms attached to the Shakespearean sonnet, since these

terms will be used extensively in the descriptive chapters that follow.

Almost all of Shakespeare’s sonnets are similarly composed, except for Sonnets 29, 99, 126,
and 145. Sonnet 29 is different in that the rhyme scheme in the third quatrain is changed: the f
rhyme from quatrain three is changed to a repeated b rhyme taken from quatrain one. Sonnet
99 consists of fifteen lines instead of the usual fourteen. Sonnet 126 consists of six couplets
instead of four quatrains, which are then followed by two blank lines marked in italic brackets.
Sonnet 145 is composed using iambic tetrameter rather than the usual iambic pentameter which

is most frequently used by Shakespeare.
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The question of whether the chosen translators have decided to imitate the structure of a
Shakespearean sonnet will be dealt with by looking at Sonnet 29, which has been chosen for
its unique structural features and its status as the most famous Shakespearean sonnet after

Sonnet 18, according to Enani (2016, p. 283), who explains as follows:

A Shakespearean sonnet consists of three consecutive stanzas followed by a couplet. A stanza
is defined in The Bedford Glossary of Critical and Literary Terms as follows: In poetry, a
stanza (/steenzo/; from Italian stanza [stantsa], “room”) is a grouped set of lines within a
poem, usually set off from other stanzas by a blank line or indentation (Murfin and Ray,

1997, p.455).

Simply put, a stanza in poetry is analogous to a paragraph in prose, where related thoughts are
connected together into units. With the exception of Sonnet 126, Shakespeare ends each of his
sonnets with a couplet. A couplet is defined in the Encyclopaedia Britannica Online Academic
Edition as, “a pair of end-rhymed lines of verse that are self-contained in grammatical structure
and meaning.” The structure of a Shakespearean sonnet conveys an aesthetic form and is used
to articulate the gradual progression of the meaning of the sonnet. A Shakespearean sonnet can
be broken down thematically into two parts: an octave and a sestet. The first part comprises the
first two stanzas to form the octave. Most commonly, the octave is followed by a Volta, which
takes the theme of the sonnet in another direction. The octave introduces the reader to the topic

of the sonnet by initiating the problem.

Shakespeare uses these structural divisions to communicate the gradual growth of an idea that
he draws in each sonnet, from the first line to the last. Usually, this idea is built upon through
the development of a sequence of metaphors or ideas. Each of these metaphors or ideas is dealt
with in a quatrain. Understanding the meaning of a metaphor is crucial for understanding the

main message of the sonnet. For this reason, Chapter Six of this thesis analyses how figures of
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speech, such as metaphors and similes have been translated into Arabic, differently, by the
chosen translators, according to norms and using shifts. Finally, the couplet that comes at the
end of the sonnet usually offers a new take on the idea that has been developed in the previous
lines, or it serves to summarise the main idea of the sonnet. Based on differences in the structure
of some of the sonnets, an irregularly structured sonnet has been chosen for the sake of
diversity, and to highlight points of discussions relating to norms. Although it is possible to
explore deviations in structure and how these affect the translation process, the chosen sonnet
is analysed instead to reflect on the use of norms only, as this thesis does not cover an

exploration of the linguistic aspects of the sonnets.

1.5.2.2 TARGET ORIENTED CRITERIA

This study aims to shed light on the extent to which Arab translators have followed the norms
of the target culture, as well as those of the source culture when translating Shakespeare’s
sonnets. Therefore, thinking about the audience of the TC informs the focus of the criteria of
the study in this part, and, in this sense, the study will turn to focus on an analysis of the

following sonnets:

1) Shakespearean sonnets which are most likely to be read by an everyday Arab audience.
Determining what these sonnets are was completed by identifying the most studied or referred
to Shakespearean sonnets in Arabic schools and universities, those that have been translated
the most by professional translators, or by those who have translated certain sonnets for
pleasure on general literary forums and websites. It is useful to clarify here that this study is
qualitative and not quantitative, and it does not rely on strict diagrams and statistics for data

analysis, because it seeks to investigate norms and their cognitively unstable nature.

i1) Shakespeare’s sonnets are rich in norms; they present an array of metaphorical or taboo

expressions. These metaphors have been covered in many other studies, but one focus of this
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study is tracking the norms followed in the translation of some of these metaphors into Arabic.

Therefore, the study selects sonnets that are most related to the subject of norms.

These two categories will be dealt with in the data analysis chapters of this thesis. As previously
mentioned, a dearth of research on the translation of the sonnets into Arabic makes it difficult
to locate related statistical observations. There are no statistical charts or studies that show
which of Shakespeare’s sonnets are most favoured by Arab readers. However, the researcher
notes that some sonnets are notably more studied and repeatedly translated and analysed by
Arab scholars, and, therefore, these were chosen for data analysis. As noted in the following

chapters, some sonnets are more favoured by Arab audiences and by translators.

1.6 CONCLUSION

This introductory chapter has given the reader an overall view about the study. Chapter Two
will draw on the theoretical framework for the thesis. It will introduce the reader to Toury’s
(1995) conceptualisation of translation norms, as well as that of other theories that came after
Toury’s, and the rules that inform the analytical chapters of the thesis. It will introduce Vinay
and Darbelnet’s (1995) model of translation shifts and other models that are used as tools to
study norms. It will also look at Venuti’s (1995) theory of translator visibility (or the
translator’s voice) which will inform the content of Chapter Eight, which deals with the idea

of distinction in translation.
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CHAPTER TWO:

REVISITING TRANSLATION NORMS, TRANSLATION SHIFTS, AND THE

TRANSLATOR’S VOICE

2.1 INTRODUCTION

This chapter is driven by the following research question: To what extent can the concept of
translation norms be used to describe and explain the translation of Shakespeare’s sonnets
into Arabic? To answer this question, this chapter explores the concept of norms, as well as
the theoretical and methodological links that norms have with translation shifts. The chapter
also introduces the idea of the translator’s voice, and it explores how theories on norms can fall
short in certain aspects when they are applied to analysing translations. A review of relevant
literature will be undertaken in order to clarify the suitability of this approach for analysing
and comparing translations of Shakespeare’s sonnets. A critical assessment of the
aforementioned concepts will be presented using relevant examples taken from the selected
Shakespearean sonnets and their Arabic translations. This chapter will also reflect on different
theories of translation norms, including theories put forward by Toury (1995, 1987, 2008, and
2012) and others, in order to explore the linguistic and cultural norms negotiated in the different

Arabic translations of Shakespeare’s sonnets.

The concept of translation shifts will be introduced in this chapter as it is applicable to the
context of the thesis. Exploring the concepts of norms and shifts provides a firm foundation on
which to examine the data presented in the following chapters of the study. Theories about the
translator’s voice will be examined on a small scale in this chapter, and then developed in more
detail later in the thesis in relation to how these theories relate to perceived theoretical

limitations of the concept of norms. This chapter will prepare the reader for a more in-depth
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discussion which will be presented in Chapter Eight, which considers theories about distinction

in relation to the translator’s voice.

2.2 INVESTIGATING NORMS

Traditional belief holds that translations are most valued for their accuracy, but this belief has
been gradually superseded in favour of value being assigned to the appropriateness as well as
the accuracy of the TT, in addition to its suitability for the recipient culture (taking into account
language/translation norms and social factors). Publishers usually make choices about
appropriateness in relation to the social factors that dominate a given society, and they expect
translators to understand this idea too. In these circumstances the translators' agency, as well
as their proficiency, becomes apparent, and this is especially the case when considering source
text (ST) constraints and TT norms throughout the translation process. John Dryden’s metaphor
of “dancing on ropes with fettered legs” refers to the constraints of source texts and the
linguistic and cultural norms of translation (Xianbin, 2007). In this context, this chapter
discusses how the idea of norms has been theorised, analysed, and developed by different
scholars. Bartsch (1987, p. 12) defines norms as, “The social reality of correctness notions.”
For Toury (1995, p. 55) norms have been, for a long time, regarded by sociologists and social

psychologists as follows:

“The translation of general values or ideas shared by a community — as to what is right and
wrong, adequate and inadequate — into performance instructions appropriate for and
applicable to particular situations, specifying what is prescribed and forbidden as well as

what is tolerated and permitted in a certain behavioural dimension.”

This quotation explains how norms are unconsciously obeyed if they are common in the
translator’s values environment. Furthermore, these values form the society which the audience

belongs to. Accordingly, these norms control behavioural interaction and cannot be ignored in
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translation. In other words, norms have the power to direct choices and constrain one’s
freedom. Hermans (1999. p. 174) explains that norms limit, “The individual’s freedom of
action.” Thus a translator has to adapt to what is considered correct by the recipients of the

translation process.

2.2.1 GIDEON TOURY AND THE CONCEPTUALISATION OF NORMS

The theory of translation norms is repeatedly referred to in connection with the works of Toury,
but similar ideas have been developed by many scholars working in a variety of different
disciplines. Toury’s research has connected norms to translation. Before Toury,norms were
mainly discussed in relation to linguistics. Norms as an idea relating to translation was first
mentioned by Jifi Levy as part of the generative model (1969). This model describes how a
translator must choose one option from a set of alternatives to apply at every level of
translation, with the awareness that his/her choices will affect subsequent decisions made at
subsequent levels of the translation process. This process of decision-making covers everything

relating to each level of the translation, starting from the following:

The selection of text to be translated, via the overall orchestration at macro-level, down to
individual sentence constructions, word choices, punctuation marks, and even spelling (for
example, the choice between the American or British spelling of English) (Hermans, 1999,

p. 73).

The idea of norms was developed further as part of the poly-system theory of translation by
Even-Zohar (1978) which considers the art of translation to be part of a large multi-social and
cultural poly-system (Even-Zohar, 1990). Building on this research, Toury and Hermans made

substantial contributions to the development of the theory of norms for translation studies.

The principles of Itamar Even-Zohar’s poly-system and Holmes’s approach to translation

studies (1978) influenced Toury, who, in turn, envisaged a descriptive and target oriented
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approach for translation, and developed the idea of translation as a norm governed activity.
Toury introduces the idea of norms and their dominance in the translation process at length in
1980 in his innovative book In Search of a Theory of Translation. Furthermore, Toury expands
and refines this model in his book Descriptive Translation Studies and Beyond (1995), which
discusses in detail the different aspects of norms and how they act as constraints on the
translation process. In the current study, the selected Arabic translations of Shakespeare’s
sonnets will be examined in relation to Toury’s theory of translation as a norm-based activity
and will focus on tracing the norms that contribute towards a translator’s decision making

process.

2.2.1.1 TOURY’S TYPOLOGY OF NORMS

Toury believes that translation activities have a cultural significance and do not merely involve
the transfer of meaning from one language to another. Fundamentally, Toury develops a target
oriented approach to translation in which the main emphasis is placed on the TT and TC. Based
upon the significance of the target culture in particular, he establishes fundamental (yet
controversial) claims that are followed throughout his theory. Toury abandons the age-old
belief that gives precedence to the source text, and, instead, concentrates on the final product
of the target text as the main object of analysis; this succinctly explains the meaning of a target

oriented approach.

Toury (1995, p. 53) states clearly that, “As strictly translational norms can only be applied at
the receiving end, establishing them is not merely justified by a target oriented approach but
should be seen as its very epitome.” Additionally, he believes that the target culture itself is the
factor that decides the function of a translation and its position in that culture. Toury points out
that the biggest concern of translatorship is the social role it plays in a culture and the function

it aims to fulfil, and both these roles are governed by the norms that a cultural environment
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finds both appropriate and acceptable among its members. In other words, these norms are the

“facts” of a culture (Toury, 1995, pp. 26-29).

Norms are usually considered in relation to every aspect and step of the process of translation.
To elaborate, as Toury explains that norms affect the following: 1) the product of the outcome
of the translation process; ii) the role of the translating practitioners; and iii) the activity of
translation itself (Toury, 1995, pp.56-67). Toury concludes that discerning the norms of a
culture and picking the most suitable linguistic model for conveying these norms to the target
culture audience is the key to being a professional translator. Additionally, even the ability to
manipulate references in order to adapt to a culture’s norms will produce a preferable
translation. According to Toury (1995, p. 53) “The acquisition of a set of norms for determining
the suitability of that kind of behaviour, and for manoeuvring between all the factors which
may constrain it, is, therefore, a prerequisite for becoming a translator within a cultural

environment.”

Toury notes that norms encapsulate two main elements which make them difficult to be traced,
namely, socio-cultural specificity and instability (1995, p. 62). These two elements cover the
changing nature of norms through place and time. In relation to socio-cultural specificity,
Toury points that a norm might not necessarily reach all sectors of society at the same level of
effectiveness, or in some instances not reach some parts at all. Also, “sameness” in the
application of a norm between cultures might, most probably, be a mere coincidence, or be due
to continued contact between cultures. In addition, socio-cultural specificity is surpassed by
instability in the sense that what is classed as a norm in society might change over time and
lose its normative significance. In reference to the influence of time upon the evaluation of
norms, Toury (1995, pp. 62-63) suggests that, at any given time, three sets of norms can exist

in a society, namely, mainstream norms, traces of previous norms, and rudiments of new ones.
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Toury (1980, p. 65) specifies two major sources for the reconstruction of translation norms,

namely, textual and extratextual. These can be explained as follows:

1) Textual sources are the actual translations of texts, which reveal the effects of norms.

i1) Extra-textual sources are what Toury calls, “semi-theoretical or critical formulations”,
whether these are translations in general or certain translations in particular. These
formulations might be prescriptive theories of translation, a school of theories that a translator
follows, or any other factor that Toury does or does not mention in his description of this kind

of source.

2.2.1.2 TOURY’S CATEGORISATION OF TRANSLATION NORMS

Although norms have a prescriptive force between and within communities, they are analysed
as objects of study by descriptive translation studies (DTS) researchers. According to Toury,
norms are pervasive in the practices of translation, and they act prior to the actual event of
translation. Toury sets up three main categories of translational norms according to the function
they play in the translation process, namely, preliminary norms, initial norms, and operational
norms. He stresses the importance of these norms and their operative presence in every
category of translation in general, in every stage of the translation process, and at every level

of the translation product. These norms can be listed as follows:

1) Preliminary Norms: These norms are identified in the steps prior to translation and relate
to translation policy and translation directness. Translation policy refers to the choices made
before the actual task of translation. These choices might relate to the text(s) themselves or to
the text types (to be translated into a different language or culture), the choices made by
translators (some of whom are specialists in certain types of translation), and the choices made
by publishers or publishing houses, etc. Toury (1995, p. 60) summarise all these as factors that

affect the choices made in relation to the source language, the individual ST, and by individual
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authors. Directness of translation simply means the language from which the translation is
directed into another language, for example, whether the text is in its ultimate source language
or whether it is an existing translation but in a different language altogether (Toury, 1995, p.
58). Preliminary norms relate to choices made about which ST to use. To connect this point to
the current study of Shakespeare’s sonnets, it must be noted that all five chosen translators are
native speakers of the Arabic language, and they have translated Shakespeare’s sonnets into
their mother tongue from the source Shakespearean English (not from existing translations in

another language).

i1) Initial Norms: These norms govern the choices made by the translator in relation to the
adequacy and acceptability of the overall translation attempt. This means that translators might
lean more towards either the norm system of the ST culture or to the TT culture, and they might

consider the following factors:

a) Staying close to the ST with its inherent norms, in order to achieve adequacy in translation,
for example, staying faithful to Arab norms when translating Arabic into English for an English

audience.

b) Staying close to the norms that dominate the TT culture, for example, staying close to

English norms when translating Arabic into English for an English audience.

¢) Staying close to the norms preferred by the audience that will receive the translated outcome,
e.g. staying close to French norms when translating Arabic into English for a French audience
who are from a non-English culture. According to Masa’deh (2003, pp.113-115), the first pole
of this norm is adequacy, which entails adherence to norms expressed by, and contained in the
source text. The second pole is that of acceptability, which entails adherence to norms
governing the target system. Therefore, initial norms determine whether a translation is to be

primarily source oriented or target oriented.
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As Masa’deh explains, when a translation is source oriented, it is more adequate. One of the
points of discussion in this study is how such orientation is governed in translation using tools
such as translational shifts, so that the TT is not rejected by the TC audience. Target oriented
translation also makes a text more acceptable to the TC audience and this can also be done with

the help of translational shifts.

In this context, it is possible to connect the two dimensions of the current study, namely
translation norms and translation shifts. If a translator opts to lean more towards achieving
adequacy in translation by following the cultural and linguistic norms of the ST (an adequate
translation), he/she would have to use shifts that are different (most of the time) from shifts
used to achieve an intended TT orientation (an acceptable translation). Practically, the
translational shifts used to force either orientation might be the same shifts, but they can be
used differently, or to a greater or lesser degree of intensity, to reflect the intended orientation.
For example, domestication and foreignisation are two strategies that can be used when trying

to achieve equivalence.

When looking for an equivalent, the translator who follows the norms of the ST will tend to
domesticate equivalents in the segments he/she is translating. In this case, “Some significant
traces of the original text are retained” (Oittinen, 2000, p. 42) and the closest possible reflected
image of the ST will be achieved. According to Venuti (1995, p. 20), domestication is, “an
ethnocentric reduction of the foreign text to target-language cultural values, [to] bring the
author back home”, while foreignisation is all about, “the ethno-deviant pressure on those
(cultural) values to register the linguistic and cultural difference of the foreign text, sending the
reader abroad” (Yang, 2010, p. 77). In order to bring the TT close to the new orientation in

translation, foreignisation can be applied to provide meaning for TT recipients by using
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comprehensible and acceptable equivalents, even if the translation itself is slightly different

from the source text.

The initial norms adopted by each of the translators examined in this current study are
investigated alongside their general writings/translations.? These norms help us to discover the
translator’s unique orientation towards either the source text or the target text culture. For
example, most of Lu’lu’ah’s written works draws on a bygone literary heritage. The main
feature of his translations is his loyalty to the Arabic language, and this is evident in his lexical
preferences and religious and cultural choices. Thus, the concept of acceptability is important
for Lu’lu’ah. In contrast, Abu-Deeb shows a preference for choosing accurate equivalent words

for the literal meanings contained in the ST lexicon.

iii) Operational Norms: Operational norms control the decision making processes and focus
on the actual strategies a translator opts to use in the act of translation itself. These norms have
their effect on the matrix of a text in terms of how linguistic materials are distributed in the TT
(the mode of distribution), the TT textual make-up, and the verbal formulation of the TT
(Toury, 1995, pp. 58—-59). Brownlie (2003, pp. 125-126) summarise the function of this type
of norm in the way a translator rearranges the different parts of the ST to reform the TT. This
appears when a translator makes a decision about the selections and distributions of different
linguistic materials throughout the TT and then formulates the actual sentences that constitute

the TT as a whole.

Toury divides operational norms into two basic categories, namely, matricial norms that govern

the decisions made at the macro-structure of a text, and textual linguistic norms that govern

3 Chapter Five presents each chosen translator’s biography, and Chapter Eight connects these biographies to the
translations of the sonnets, with examples of each translator’s work.
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decisions made at the micro-level of a text. Their governance in the translation procedure

appears as follows:

a) Matricial Norms: These norms influence decisions made about the macro-structure of a
target text. Baker (2009, p. 191) explains that these norms concern the, “completeness of the
translation” in the TT or, “the distribution of the specific textual material” in the TT. In other
words, this idea concerns how a translator deals with changes or even plays with the text he/she
is translating before presenting it to the reader. Norms leave a translator with many options (or
even constraints) to apply and negotiate in the body of translation. The first option is to translate
the whole ST into something that resembles the TT. Other options include: translating some
parts of the ST only; translating the whole of the ST, but only after dividing it into segments
(units, chapters, stanzas, etc.); deleting some inconvenient or taboo content for the sake of
acceptance in the TT culture; or even adding what the translator considers to be necessary to
enhance the recipients’ understanding of the TT, using explanations and footnotes. A translator

can re-arrange the textual distribution of segments as well.

b) Textual Linguistic Norms: These norms are applied at a micro-textual level. Munday
(2001. p. 114) explains how a translator applies these norms when he/she selects TT linguistic
material to replace specific segments of the ST. Baker (2009) discusses a wide range of
possibilities that fall within the scope of this type of norm. For example, she looks at the
application of italics, capitalisation, emphasis on certain letters, and sentence construction
details. These types of norms are essential to consider when analysing the norms apparent in
the different translated versions of the chosen Shakespearean sonnets, in order to show how

translators use translation shifts to render the intended messages of the sonnets.
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2.2.1.3 TOURY’S DIFFERENTIATION BETWEEN RULES, NORMS, AND

IDIOSYNCRASIES

In his discussion of norms, Toury (1995, pp. 54-55) distinguishes the difference between rules,
norms, and idiosyncrasies. He institutes a structure of norms along, “a graded continuum”
(Toury, 1995, p. 55) along a scale of extreme constraints: namely, rules and idiosyncrasies.
These constraints vary in strength, whereby rules are stronger and idiosyncrasies are weaker.
Norms exist and are diffused between these two constraints. Different factors and forces
(mostly socio-cultural) shape norms and shift their status more towards rules or idiosyncrasies.
As previously mentioned, “norms” is a cognitive concept and norms can change over time or
on a temporal axis (Toury, 1995, p. 54). Furthermore, other socio-cultural activities affect
translation norms, “so that a mere whim can penetrate and reach a normative status, or a norm
can become so valid that it converts into a rule or the reverse” (Martinez-Sierra, 2015, p. 44).
As Wexler indicates (1974, p. 4), “The existence of norms is a sine qua non in instances of
labelling and regulating; without a norm, all derivations are meaningless and become cases of
free variation.” In other words, norms are important in shaping the unique features of cultures.
In summary, the stronger norms are, then the more they become rules; the weaker they are then

the more they take on the characteristics of idiosyncrasies.

2.2.2 DEVELOPMENTS AFTER TOURY: HERMANS, CHESTERMAN, AND NORD

This section examines research undertaken in the field which builds upon the work of Toury
(1995). Exploring this research is essential in order to navigate all the linguistic and cultural
norms adopted in the Arabic translation of Shakespeare’s sonnets. Since Toury’s
conceptualisation of norms does not cover cultural elements sufficiently, the thesis will explore
other research undertaken after that of Toury, which will inform an adequate examination of

the cultural aspects in the sonnets.

45



2.2.2.1 THEO HERMANS AND THE SOCIO-CULTURAL CONFIGURATION OF NORMS

Theo Hermans developed the work of Toury in his research on DTS. Hermans’ (1999)
contribution to the field comprises his work on the socio-cultural configuration of translation
norms. He considers translation to be, “a kind of communicative behaviour” (1999. p. 80).
Toury’s theories do not examine the cultural implications of operational norms, and this is
something that Hermans attends to in his research, and which is relevant to the current study
of the translated sonnets by Shakespeare. Hermans (1999) defines norms from two different

viewpoints, and looks at translation as a social system.

He both criticises and agrees with many of Toury’s assumptions. In terms of his general view
of translation norms, Hermans (1999. p. 81) supports Toury’s opinion that norms are mainly
concerned with “the regularities of behaviour”, and the “implicit system that can explain these
regularities.” Although Hermans shares Toury’s opinion on this point, he concludes by
contextualising translational behaviour as a social behaviour. However, he disagrees with
Toury about the dichotomy of adequacy and acceptability in initial norms. In this respect,
Hermans does not accept Toury’s conceptualisation of norms as, “a long single axis” (1999, p.
77).% In other words, he believes that norms are multi-axial and interact together to form other

norms.

Herman criticises Toury’s lack of in-depth exploration of the theoretical side of translational
norms. To be more precise, Toury conceives norms only from the point of view of a translator
and looks at them as “constraints” (1999, p. 88), because a translator has to make a choice
between many possibilities. According to Martinez-Sierra, Hermans criticises Toury’s

ignorance of norms as, “templates that offer ready-made solutions to certain types of problems”

41f it is examined using Toury’s principles, this might perhaps explain why Tawfiq’s translation of
Shakespeare’s sonnets serves both the norms of the SC and the TC in many cases.
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(2015, p. 39). This stresses the points that a translator has an inventory of available solutions

he/she is the one who makes the choice and excludes the alternatives.

Another significant difference between Hermans and Toury concerns the social agents engaged
in the process of translation, and their relationship with the ST and TT. Hermans (1999, pp.
80-85) views translation as a social outcome processed under, “existing social power
structures.” He argues that social structures encapsulate many kinds of economic, political, and
symbolic power relationships, and translation has to negotiate them all. Therefore, in the
process of translation, both the translators and other social agents work together in order to

maintain self or collective interests in the process.

Hermans (1999) does not specify or detail any precise classification of norms, but instead he
describes four ways of investigating norms, one of which involves examining them in order to
analyse the strategies followed by the translator. The reason behind this approach is because
certain factors such as social, poetic, and cultural, etc. can influence a translator’s decision-

making processes.

2.2.2.2 ANDREW CHESTERMAN’S APPROACH

Andrew Chesterman (1993) advocates a combination approach to the study of norms. Unlike
Toury, Chesterman (1999, pp. 90-97) looks at norms as they relate to: 1) the translation product;
i1) the translator’s’ behaviour; and iii) the role of the reader as crucial elements in the translation
process. Chesterman (1997, p. 14) uses a style to examine norms according to two main
standards: 1) the individual standards set by, “competent professional translators”, and ii) the
textual-linguistic standards set by, “a series of translated texts” (Chesterman, 1997, p. 15).
Chesterman (1997, p. 90-97) develops his discussion of norms by distinguishing between
professional norms (also called process norms) and expectancy norms (also called product

norms). Although each type of norm he defines is distinctive, expectancy norms take
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precedence over professional norms, since the latter are, “subordinate to and determined” by
the former (Chesterman, 1997, p. 92). These two types of norms do not inevitably function on
the same level, and their relationship to each other is hierarchical. According to Chesterman
(1997, p. 90), the classification of norms into these two major types allows for more, “analytical
possibilities” than Toury’s conception of initial and operational norms. For this reason, the
study will often refer to Chesterman’s additions in its analytical chapters.
The primary focus in Chapters Six and Seven is to analyse the problematic areas of translating
Shakespeare’s sonnets into Arabic. Using Toury’s classification alone would limit the

discussion. Chesterman (1993) defines the following norms:

a) Professional (Process) Norms: Professional (or process) norms regulate the translation
process itself (Chesterman, 1993, p. 68). Also, he sub-categorises this type into three minor

categories as follows:

1) Accountability Norms (also called ethical norms). Chesterman’s contribution to the field of
norms is connected to ethics. His definition of this type of norm articulates this connection
clearly, since this kind of norm is concerned with a translator’s professional high standards, or
their scrupulousness and integrity (Chesterman, 1997, p. 68). Integrity controls are set by
whoever a translator is loyal to, i.e. the TT reader, the ST author, the publisher, etc. or by the

translator themselves.

i1)) Communication Norms (also called social norms). One of the basic social functions of
translation is to bridge the gap between the ST and the TT and to deliver the intended message
of the text to its TT recipients. This type of norm is concerned with how a translator
accomplishes the mission of expressing meaning successfully. Here, the translator is the,
“communications expert, both as a mediator of the intentions of others and as a communicator

in his/her own right” (Chesterman, 1997, p. 69).
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ii1) Relational Norms (also called linguistic norms). This type of norm is purely linguistic and
requires a translator to understand the relationship between the ST and the TT, and to use
his/her linguistic competence to produce a translation that covers the intended message of the
writer, and one which takes in to account the understanding of the TT recipients and the purpose

of the whole translation (Chesterman, 1997, pp. 69-70).

b) Expectancy (Product) Norms. This type of norm is concerned with TT readership
expectations regarding the translated product. Chesterman (1997, p. 64) explains these
expectations in relation to the TT in terms of its grammatical appropriateness and acceptability
in the TT culture, its text typology, its preferred form in the linguistic system of the target
language (TL) (or discourse conventions), and its register and style. Chesterman (2017, p. 188)
stresses how qualified translators mould the norms of a culture naturally in the translation
process, “Norms do not affect behaviour directly, because their influence must be filtered
through the translator’s mind as decisions are made during the translation act. Translators adopt

attitudes to norms, if they are aware of them: follow them or not, as the case may be.”

2.2.2.3 CHRISTINA NORD AND THE CONVENTIONALISATION OF NORMS,

CONVENTIONS, AND RULES

Christina Nord (1991) has made a significant contribution to the field of norms as they are
applied in translation studies. She examines regulating principles between norms, conventions,
and rules, as well as distinguishing different norms and conventions. Nord suggests that norms
are of a higher rank than conventions, and are motivated by certain factors, unlike conventions
which only express preferences. For Nord, conventions are situated as norms or rules. This
occurs when a translator attempts to adhere to the conventions of the TL society by

demonstrating appropriate linguistic behaviour (by picking an appropriate TL linguistic norm).
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Another important contribution made by Nord (1991) is her classification of normative
behaviour into two types: constitutive norms (or constitutive conventions), and regulative
norms (or regulative conventions). When applying constitutive norms, translators want readers
to accept their translation. According to Nord (1991, p. 101), this normative behaviour is about,
“what is or is not accepted as translation”. For example, it considers whether a community
accepts a TT as an adaptation, as a version, or as a translation of the ST. Applying regulative
norms occurs when translators focus on taking a specific direction. Indeed, Baker (2009, p.
191) talks about this type of normative behaviour and how it is concerned with, “translational
aspects and behaviour at the lower text level.” For example, this type of norm considers what

type of equivalence can be achieved in the translated text.

2.2.3 THE LIMITATIONS OF THE CONCEPT OF NORMS

The first part of this chapter looked at norms and their role in the process of translation. As
reflected in this study, although governing norms have been traced in the corpus of the thesis,
they cannot be adequately described without supporting information and further research. The
concept of translation norms is a theoretical construct and, as such, additional methodological
tools are needed to make this construct identifiable. This is where the significance of translation
shifts comes into the picture. The current study also draws on the theoretical and
methodological developments made by Vinay and Darbelnet (1995) in relation to translation

shifts.

2.3 TRANSLATION SHIFTS

After World War I, significant developments occurred in the field of modern linguistics and
translation related scholarship. According to Snell-Hornby (1990, p. 80), the discipline of
translation studies was traditionally thought of as, “a sub-discipline of applied linguistics.”

Furthermore, the concept of equivalence began to play an important role in translation studies.
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Generally, pre-World War II discussions about translation were informed by linguistics and
were mainly source oriented. Indeed, many instances of this source-oriented approach are
discussed by Kade (1968). In Translation Shifts (2009), Lea Cyrus explains the
incommensurability of the SL and TL. However, due to the incommensurability of linguistic
systems, actual translations always involve shifts, which, “result from attempts to deal with
systemic differences” (Baker et al. 1988, p. 226), so many theories of translation at the time
also included a systematisation of such translation shifts. The concept of translation shifts is
broadly investigated by Catford (1965). However, the model that will be used to discuss the
Arabic translations of Shakespeare’s sonnets will be that as outlined by Vinay and Darbelnet
(1995); this model is often used to solve recurring problems encountered in translation, using
translation shifts. This model is described by Ni (2009) as, “mainly proposed for describing
the changes that occur in a specific ST-TT pair.” Furthermore, according to Meifang and Li
(2009, p. 371), Vinay and Darbelnet’s model is, “arguably the best known and most
representative of existing shift models in translation studies.” In relation to the current study,
this model helps in most cases in the analyses of the strategies selected by the five Arab

translators of Shakespeare’s sonnets.

In relation to the current study of norms used in translating Shakespeare’s sonnets into Arabic,
Vinay and Darbelnet’s model has been chosen because it can be used to trace, to a great extent,
the possible shifts that Arabic translators use when trying to render the sonnets in to something
that can be accepted and understood by an Arab audience, in accordance with the norms of the

culture.

Translation shifts are described in the Routledge Encyclopaedia of Translation Studies (2009,
p. 269) as, “changes which occur or may occur in the process of translation.” Many other

scholars also explore translation shifts in their work, including Catford (1965), Popovi¢ (1970,
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1976), Holmes (1972, 1978), and Toury (1980a). In Interfaces in Language 2 (2011, p. 203),
Hornsby discusses how a translator engages with translation shifts in order to achieve their
goals. To achieve this, translators/interpreters engage in a variety of strategies, which
compensate for loss and gain, called “translation shifts” in the translation of literature (a term
coined by Catford, 1965). The most comprehensive account of a translation shift is, perhaps,
still the classification devised by Vinay and Darbelnet, which comprises seven categories.
Borrowing, calque and literal translation all involve minor shifts. Modulation (using a
synonymous equivalent) is the most obviously metonymic, as it includes cause-effect, part-
whole, part-part, reversal of terms and negation of opposite relations. Equivalence (using an
alternative conceptual image) is metaphoric, while adaptation involves a change of cultural
setting (Vinay and Darbelnet 1995 [1958]). This summarise the seven shifts examined by

Vinay and Darbelnet in their model, which are explored in this study.

2.3.1 VINAY AND DARBELNET’S MODEL OF TRANSLATION SHIFTS

The French scholars Jean-Paul Vinay and Jean Darbelnet explore many aspects of translation
in their book Stylistique Comparée du Francais et de L’anglais: Méthode de Traduction
(1958). This book was translated into English almost four decades after its first publication as
Comparative Stylistics of French and English: A Methodology for Translation (1995). The
decision made to revisit their theories of translation after many decades illustrates just how
important their work is regarded by other scholars working in the field of translation studies.
Vinay and Darbelnet dedicate an entire chapter (Methods of Translation) to discussing seven
basic translation shifts, and it is these shifts which are used when analysing the selected Arabic

translations of Shakespeare’s sonnets covered in the current study.
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2.3.2 VINAY AND DARBELNET’S CLASSIFICATION OF TRANSLATION SHIFTS
Vinay and Darbelnet (1995) outline seven methods (shifts) that can be used during the process

of translation, as follows:

2.3.2.1 BORROWING

Borrowing is perhaps the simplest method of translation because the translator does not have
to look for an equivalent expression in the TL. Instead, the translator transposes the exact word
in the ST and uses this same word in the TT. However, this method is one of the least accepted
in poetry translations, because it cannot always convey the meaning of a word completely.
However, borrowing can be important for creating a specific stylistic effect. Vinay and
Darbelnet (1995) provide many examples of borrowing in translation, including food and
beverage names, such as the Spanish words “tequila” and “tortillas”. Vinay and Darbelnet
(1995, p. 32) explain that this is, “in order to introduce the flavour of the ST culture into a
translation.” Borrowing is also used when describing a new technical process which does not
have an existing name in the TT culture. However, Vinay and Darbelnet explain that for
broadly used or long-standing terms, the term “borrowing” does not apply, because these words
already have a place in the TL (target lexicon). Examples of these kinds of words are “chic”
and “menu”, which were borrowed from the French language hundreds of years ago and are
frequently used in English. Unfortunately, examples of the use of borrowing in the translation
of the selected Shakespeare’s sonnets are very few. This is because borrowing is a technique

rarely used in poetry translation.

2.3.2.2 CALQUE

This technique is a special type of borrowing method whereby an expression from another
language is borrowed in order to transfer each element of the word literally. The result of using
calque can be either: 1) lexical, when the translator considers the syntactic structure of the TL

as in “Adam’s Apple”, “Superman”, or “Skyscraper”; or, ii) structural, when the translator does
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not consider the syntactic structure of the TL, and, here, the outcome of calque might render

an awkward expression in the TL.

Borrowing and calque are not frequently used in the selected Arabic translations of
Shakespeare’s sonnets, although there are some instances of use. Overall, the chosen translators
have avoided using any method that might decrease audience pleasure, for example, the use of
strange and awkward borrowed words and expressions. In contrast, borrowing and calque are
used frequently in legal and scientific translations, because in this context, rendering meaning

by using a specific term is acceptable to a great extent.

2.3.2.3 LITERAL TRANSLATION

Vinay and Darbelnet (1995, pp. 33-34) define literal translation as, “the direct transfer of a SL
text into a grammatically and idiomatically appropriate TL text in which the translator is
limited to observing the adherence to the linguistic servitudes of the TL.” Literal translation is
usually used under certain circumstances only, and it is most useful when used between two
languages of the same family, such as Italian and French. Unfortunately, the situation is totally
different when translating between English and Arabic, as seen in the current study of Arabic
translations of Shakespeare’s sonnets, since English and Arabic are not part of the same family.
In the same way that calque expands the scope of borrowing, literal translation expands calque
to make it convenient for translation, mainly because it serves to provide comprehension in the

TL without altering meaning in the SL.

When examining the selected Arabic translations of Shakespeare’s sonnets, it became apparent
that the translators could not avoid a certain level of literal translation, even though it is well
known that poetry cannot really be translated literally. The selected translations vary in the

scale of literal translation and free translation used, especially in relation to religious or
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culturally prohibited expressions. Furthermore, translators of poetry face restraints on the use

of thyme, etc., and this makes literal translation almost impossible for such types of texts.

As mentioned above, although poetry cannot be translated literally, a certain level of literal
translation cannot be avoided. If literal translation is avoided altogether then a translation
attempt can turn into a completely new text and bear no resemblance to the ST. However, the
extent to which the translator stays close to the literal meanings of words and word order varies
from one translator to another and reflects the preferences of the translator. A comparison
between three different translations of Sonnet 130 illustrates this point clearly. Tawfiq prefers
to translate Shakespeare’s words one by one, but, notably, he omits many expressions in his
translation. Furthermore, he does not always use the most accurate equivalent words. An
example of this is his translation of the line, “My mistress, when she walks, treads on the
ground.” He translates this line literally without rendering accurate equivalence for words such
as “go” and “treads” etc. He misses the exact meaning of words, as seen in the illustration
shown below. This supports the idea that poetry cannot be translated literally mainly because

the translators who tend to translate literally use shifts.

The Source Text I grant I never saw a goddess go;
My mistress, when she walks, treads on the ground.
And yet, by heaven, I think my love as rare

As any she belied with false compare.

Tawfiq (1988, p. 156). oo Agl) Il ol o uf
Dt G ) e e ¢ (B phina (i Ladind
Leaaliay aal Y s () colanadly andl Jiild ¢ IS aa g

I admit that [ have never seen a goddess walking;

When my lover walks, she is on the ground walking
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But with that, I swear by heaven, nobody can compete with

her.

Walf (2008, p. 146).

Al i s il A alud
s o G ) o s e
A gl By A A aac Ay
I admit I haven’t seen how gods walk,
But for my mistress, she treads on the ground as she walks.

After all, she is unique, Allah witnesses.

Abu-Deeb (2012, p. 344) in

prose.

:da i Ag) 1l i ot i alud
AN o ghdld Ll G e g
B s el cpland) Ba g ¢ Alld D aag
I admit I haven’t ever seen a goddess leaving,
And when my mistress walks, she steps on the sand.
But with that I, by the truth of heaven, I consider my lover

rare.

Abu-Deeb (2012, p. 440) in

VErse.

i g AU Agl La gy 3¢l ol Al G e
ANl o gl i (o (8 s S
el AT anidi 3y 3l ¢ 138
¢ A ¢ B glal) yuef A
I admit | haven’t ever witnessed gods coming or leaving,
But when the love of my heart walks, she walks on the
surface of the earth.
Regardless this, I swear by dearest oaths,

That I consider the beautiful, my charming.
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Lu’lu’ah (2013, p. 288).

o Agl) i ) 0 G i
AN e Qi g A i Ladie (Sl
ALY e s o sl Al 08l
I admit [ haven’t seen a goddess walking,

But when my beloved walks, she treads on the ground.

But, [ swear by Allah, I see the charm in my beloved.

Enant (2016, p. 232).

slail) 3 SSha gl A ) L (g2 cul s La
placd) gad U )i Halasy Auual) alad) ot
Jeaadl ¥) (iama Y (g Land IS
No doubt I indeed haven’t seen a muse stepping like an
angel in the space,
But the beloved’s feet do not leave our land into the sky.
But, swearing by my God, I nothing see in my beloved

except beauty.

Table 2.1: Renderings of “I grant I never saw a goddess go ...” (Sonnet 130)

Sometimes, the translator stands against undertaking a literal translation without reason. An
example of this is seen in the translations of Sonnet 2, where the image of “forty winters ...” is
presented as a symbol of getting old. It is noticed that Lu’lu’ah (2013) prefers to omit this

literal translation from the source image and just keeps in the intended message of “getting

old”.

Source Text

When forty winters shall besiege thy brow

Tawfiq (1988, p. 18).

sl ¢ gra ) linlh alay Ladic

When your countenance is besieged by forty winters
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Wali (2008, p. 18). Ol Al dgay alad Laic

When your face is besieged by forty winters

Abu-Deeb (2012, p. 82) in prose. iga pUd Ger ) palag O

When your forehead is besieged by forty winters

Lu’lu’ah (2013, p. 32). dliaa 44 sl palal Lais

When aging besieges your look

Enani (2016, p. 96). Ol A s LAY J guad CiilS g ) dlia gaall uala 1)

When age besieges your forehead with its forty winters.

Table 2.2: Renderings of “When forty winters shall besiege thy brow” (Sonnet 2)

2.3.2.4 TRANSPOSITION

According to Vinay and Darbelnet (1995), transposition involves replacing a word class (a
noun for example) with another word class (such as a verb) without causing any change to the
message of the ST. Vinay and Darbelnet consider this shift to be either obligatory or optional
in the translation process. They refer to the translated part in the ST as the “base expression”,

and its translation in the TT as the “transposed expression”.’

2.3.2.5 MODULATION

Vinay and Darbelnet (1995, p. 36) describe modulation as, “a variation of the form of the
message, obtained by a change in the point of view.” The need for modulation becomes
apparent after using literal translation or transposition, when the outcome is grammatically
correct, but the meaning is awkward in the TL. In modulation, a translator tries to obtain
naturalness in the TT as much as possible without losing the accuracy of meaning found in the

ST. Vinay and Darbelnet give an example of the double negative structure of an English

® Linguistic aspects, including transposition, are beyond the scope of the study.
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statement (something that is not acceptable in French) and suggest that the way to solve this
problem in translation is by using a positive modifier to turn the statement into a simple
structured affirmative statement. An example of this is seen in the translations of Sonnet 3
where the expression “uneared womb” meaning untilled womb, is translated differently into

Arabic using modulation.

Source Text For where is she so fair who whose uneared womb

Disdains the tillage of thy husbandry?

Tawfiq (1988, p. 19). pa il dgan Jlaad) dxd) ) 3 jall A5 Ja

Slgadli Al il ga ) gl g 38 Of Qg
Would a beautiful woman remain with an unfruitful
womb, without disdaining the land of your manhood that

you cultivate?

Wali (2008, p. 19). 1S i jha A plal) 5 A ol
flla ol S g3
Where is that beauty who still a virgin and scorns the

plow from marrying you?

Abu-Deeb (2012, p. 84) in prose. @l s Aliaal) 3] jall A (i
el &l el Aad o s ¢
So where is the beautiful woman, with a virgin womb,

who refuses to reap the fruits of your plowing?

Abu-Deeb (2012, p. 402) in verse. Alian p1a8 CilS Laga AT AQS (A

Selia A ali Of (el a B3 Jaad o) il ¢ paa ) ¢ Jie
Is there a female, no matter how beautiful she is, with a
virgin womb, will refuse you carry the seed of your

plowing, to grow it from you?
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Lu’lu’ah (2013, p. 34). S aa @l pliva 458
Who is that beauty, with a virgin womb, who would

refuse taking your plow?

Enani (2016, p .97). oSl aa il b Al el Lial) B 2o g5 Ja
?J#‘gﬁiﬂé*\’&\ﬂ&ﬁ
Is there in the whole world a beautiful lady with a virgin

womb who refuses your plow and your seeding efforts?

Table 2.3: Renderings of “For where is she so fair ...” (Sonnet 3)

2.3.2.6 EQUIVALENCE

Vinay and Darbelnet (1995) emphasise the role that equivalence plays, by outlining one single
problem as it appears in two texts, using completely different structural and stylistic methods.
What is important here is the method that emerges from the equivalent texts. Furthermore,
common cultural interests are relevant in Vinay and Darbelnet’s model. However, although
equivalence is a core idea in translation studies, it can be defined in numerous ways, and each
definition depends on the point of view of the theorist. According to Vinay and Darbelnet
(1995, p. 38) equivalence is an inherently cultural notion. One example they cite focuses on
different verbal expressions that can be used for pain. For example, a French exclamation for
pain is “Aie!”, and this can be translated into English as “Ouch!” Both words indicate the same
level of pain, and the same message is communicated to the reader equally but using two

different equivalents.

Vinay and Darbelnet (1995) also show interest in the relationship between equivalence and
idioms, and common methods for creating equivalents applied to idioms. Equivalence is the

most commonly used kind of shift found in the different selected Arabic translations of
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Shakespeare’s sonnets. Furthermore, since equivalence possesses, in its nature, the ability to

express the same message in multiple ways, it is in harmony with the nature of translating

poetry.

The sonnet, as a poetic art form, cannot be translated literally. Therefore, shifts such as
equivalence are used in order to convey meaning to the audience and to ensure audience
comprehension. An example of the use of equivalence can be found in the five different
translations of the word “dun” found in Sonnet 130. Shakespeare describes his mistress’s
breasts as being “dun”. According to AI-Mawrid Al-Quareeb (2013), dun means “dark” and
“dark” has many synonyms in Arabic, such as (S2 (which is the simplest and first equivalent
found in dictionaries and the one used by Tawfiq), <3 (which is the equivalent used by Abu-
Deeb), and %S (the equivalent used by Lu’lu’ah). There are differences in the degree of
darkness conveyed in each equivalent, but this does not affect an Arab audience’s recognition
of the word meaning. Wali has chosen the word 4=« (a description of a slightly brownish
skin tone) to translate the word “dun”. His choice is another equivalent that carries a similar
meaning, just like the ones used by the other translators, but his choice fulfils the demand of
expressing the meaning that a regular Arab audience could understand in its most
representative way. >« is a standard and local word, unlike the other choices, and it is easier

to comprehend.

Enani opts to omit the description of the colour of the mistress’s breast, and replaces this
reference with a general description of her skin tone as not being white. According to the
Cambridge Dictionary Online, “dun” is a British word/adjective that means, “of a greyish-
brown colour”. If we look up differences between the equivalents used by the four translators,

it can be seen that each equivalent has a different accurate meaning, but all choices convey the
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same message. Vinay and Darbelnet (1995) use the word “message” to describe the final

understandable outcome of the compared examples.

According to Lisan Al-Arab (2003), %\S means a change in colour from a lighter to a darker
shade. ¢S\ is the description of a dark shade, mostly associated with black. However, <l

means whiteness with a bit of blackness within it. In other words, «¢3l means grey as in the
definition provided in the Arabic-English Dictionary: Hans Wehr Dictionary of Modern
Written Arabic (1994). In this example, Abu-Deeb (2012) chooses the nearest description to
the literal meaning of the word “dun”. Generally speaking, Tawfiq usually uses instant
equivalents in order to cater to the tastes of everyday readers of poetry, unlike Abu-Deeb who
tends to aim to reach the highest degree of accuracy when choosing a word in order to achieve
the greatest effect on the poetic outcome (he breaks this norm in his translation of the sonnets
into verse at the end of his book). Lu’lu’ah shares Abu-Deeb’s interest in translating the sonnets
using highly rhetorical expressions, but with an obvious consideration for the audience of the
target text and their acceptance of the meaning of the sonnet, even when he picks a slightly
different equivalent. Many examples of differences in the use of equivalence can be seen in
Sonnet 130, and these differences reflect the different translator’s voices. It could be argued

that Tawfiq’s voice is weak whilst Abu-Deeb’s and Lu’lu’ah’s voices are strong.’

2.3.2.7 ADAPTATION

This translational shift appears most frequently when there is a need to make a radical change
in the source text in order to enhance understanding by the audience, and is often used when
the idea, phrase, word, or element might come across as vague in meaning to the audience.
Vinay and Darbelnet (1995, p. 39) describe this technique as the, “extreme limit of translation”.

They explain their term as follows, “It is used in those cases when where the type of situation

® Describing a voice as strong or weak refers to its obviousness in translation; see Chapter Eight for more
information about the translator’s voice and its connection to the concept of distinction.
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being referred to by the SL message is unknown in the TL culture.” In this particular case, a
translator needs to recreate a new situation so that it becomes the equivalent of the unknown
element in the source text. Indeed, it is not an easy task for translators to rebuild an equivalent
corresponding situation that melts smoothly into the translated TT. This explains why Vinay

and Darbelnet describe adaptation as, “a special kind of equivalence”.

In order to illustrate how adaptation works, Vinay and Darbelnet (1995) cite the example of an
English father who kisses his daughter on the mouth. This kind of greeting might seem normal
in the English ST, but it becomes awkward when translating this idea for a French audience.
Therefore, in order to avoid over translation, Vinay and Darbelnet suggest adapting the
situation to show a loving father coming home after a long journey and greeting his daughter.
They explain that if this scene is not adapted, then the outcome might look unpleasant to a
French audience. Shakespeare’s sonnets contain vague expressions which require the translator
to use adaption in order to simplify these expressions for the audience. One such example is

found in Sonnet 1 where the speaker is trying to convince his friend to marry and reproduce.

Source Text Feed’st thy light’s flame with self-substantial fuel

Tawfiq (1988, p. 17). ol asaian (30 358 53 Laged pa Al (g 383

Feeding their light with fuel from the core of yourself

Wali (2008, p. 7). cdlad g dlaad cpa ga 398 oo Slelua Alndi ghail
To feed your flame with fuel that is from your flesh and

blood

Abu-Deeb (2012, p. 80) in prose. Al cy ) (e Abai And o235 il

You feed the flame of your lantern from your oil.
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Abu-Deeb (2012, p. 401) in verse. Aad) il dliy 3y o35 & e

You now feed you’re your burning flame with your oil.

Lw’lw’ah (2013, p. 30). I g g 55 g o i L

You feed the flames of your light with your own fuel

Enani (2016, p. 95). il pguaiall paddy & ) gl a3 g

Feed your lights with melted candles in your own

Table 2.4: Renderings of “Feed’st thy light’s flame with self-substantial fuel” (Sonnet 1)

The back translations reveal that each translator deals differently with this image in translation.’
As seen above, Abu-Deeb (2012) adapts the Shakespearean image to a more understandable
one for an Arab audience with, the flaming light of a lantern and how it cannot shine bright
without oil. Enani (2016) changes this image to describe a candle which is burning inside of
the addressee to keep the light on. Adaptation does not always work to provide the best
translation outcome, and this is one of the reasons why many translators prefer to avoid using

it; instead, they prefer using the method of calque.

Vinay and Darbelnet (1995, p. 30 and p. 39) explain, “It affects not only the syntactic structure,
but also the development of ideas and how they are represented within the paragraph.”
Adaptation is rarely used in Arabic translations of Shakespeare’s sonnets. On the occasions it
is used, it is most likely found in translations of the last two sonnets (numbers 153 and 154)
when describing the Roman myth of Cupid. For English readers, ideas about polytheism and
different classical gods are not perceived as threatening. However, the situation is not the same
for the Muslim audience. Most Arabs are not taught about Roman and Greek gods at school or

in college, and for those who do know about them, Islam encourages its followers not to refer

7 See Chapter Six for further discussion on the translation of metaphors.
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to any entity as a God except for Allah. However, the degree of adherence to these points varies
between different Arab countries, and the Arabic translator’s norms. Chapter Seven of this
thesis will cover the different problems faced by the chosen translators, and the solutions they

use for translating the mythological references found in Shakespeare’s sonnets.

The five selected Arabic translations of Shakespeare’s sonnets will provide a foundation for
investigating the norms of translating poetry. In summary, the relationship between previous
studies about norms and their actual application is based on the classification of norms as
suggested by Toury, as the primary model used for the contemporary translation of classical
poetry. Toury’s original model accommodates the chosen study of norms, but it limits the
horizons of the study, to some extent, because this model does not place enough emphasis on
the element of socio-cultural background. This chapter has examined the seven shifts identified
by Vinay and Darbelnet, and will draw on this work as an essential theory when discussing the

tools translators use for applying norms.

The previous paragraphs have described how translational shifts are used by translators to
apply dominant cultural norms in translation. Generally speaking, the concept of norms
describes the collective behaviour of translators. One of the aims of this study is to examine
the normative behaviour of each chosen translation, or, to be more precise, the individual
distinctive voice of each translator, in order to connect to Bourdieu’s concept of distinction

which will be discussed in Chapter Eight.
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2.4 THE TRANSLATOR’S VOICE

2.4.1 THE TRANSLATOR’S VOICE VERSUS THE TRANSLATOR’S INVISIBILITY:
VENUTI AND BEYOND

The notion of the translator’s voice as a concept is usually discussed in relation to narrative
texts, but it can be also used in the context of translating poetry. In literary works, the idea of
voice usually refers to the author’s presence as the audience perceives it, through the act of
narration (Booth, 1961, p. 18). The voice of the author can always be heard, because even
though, “the author can to some extent, choose his disguises, he can never choose to disappear”
(Booth, 1961, p. 20). According to Pedan (1987, p. 9), the concept of voice is often defined
differently by different scholars, although it generally refers to, “the way something is
communicated.” Pedan (1987, p. 9) suggests that voice might mean “the way a poem is sung,
or a story is told.” An understanding of the idea of the translator’s voice is usually built upon
the theory of the author’s voice, because a translator plays a part in its communication.
However, in translated texts, a translator’s voice is always present in the translated literary

work, alongside the author’s voice.

2.4.2 USING THE CONCEPTS OF VOICE AND STYLE TO DESCRIBE A
TRANSLATOR’S PRESENCE IN A TEXT

The concepts of voice and style are often used interchangeably by researchers, but they do not
refer to the same thing. Some researchers confuse these two concepts, and Qun-xing (2016, p.

182) notes that, “In fact, translator’s voice and translator’s style are often conceptually

slippery.”

In translation studies, issues of style are often connected to the voice of the narrator and of the
author/translator (Munday, 2008, p. 6). Indeed, many scholars have explored the concepts of

voice and style, such as Baker (2000) and Munday (2008), and, in this context, a simple

66



differentiation can be made in terms of orientation. Style is a traditional concept that is mostly
source oriented. In other words, it refers to the style of the source text and its reproduction in
translation. Boase-Beier (2006, p. 66) explains that, “the style of the translation is defined by
its relation to the source text.” However, Baker (2000) challenges this old definition of style
which deems a connection to the source text only. Baker adopts a target-oriented perspective
using a corpus methodology to show that it is possible for different translators to use different

styles in their literary work.

2.4.3 THE THEORY OF THE TRANSLATOR’S VOICE

Long before Venuti (1995) made reference to the term “voice”, Western theorists had already
made significant progress articulating the idea of voice. Indeed, the term was used by Plato in
The Republic. In this famous work, Plato suggests that epic poets (such as Homer) frequently
use two modes of communication: one that imitates a character’s voice, and another which
combines the voice of the poet and that of the narrator (Jiang, 2012). After Venuti’s first
comments on the idea of voice in translation, increasing attention has been given to this concept
by scholars of translation studies, including by Theo Hermans (1996) who looked at Venuti’s
ideas about the presence of the translator in the translated text and took this idea a step further.
Furthermore, Mona Baker (2000) was a pioneer of the corpus methodology which compares

the styles of literary translators in terms of their presence in the text.

Lawrence Venuti is best known for articulating an enhanced understanding of the translator’s
voice in the field of translation studies. In 1995, Venuti defined this idea as, “the translator’s
discursive presence in a translated text.” ((Jiang, 2012, p. 366). New theories about the
translator’s voice sometimes stand against more traditional theories in the field of translation

studies. Traditional beliefs about what makes a good translation include the idea that a
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translation must be almost a mirror reflection of the source text, with the least interference, or

appearance, of the translator’s voice.

The work of Theo Hermans follows that of Venuti for understanding the theory of the
translator’s voice. Hermans (1996, p. 2000) inspired a growing interest in the translator’s voice
and in the theory of self-reference in particular. Hermans suggests that a translator’s voice
1mitates, as a second voice, the translated narrative discourses of the narrator’s voice, but it
does not coincide with it. Hermans describes this as, “an index of the translator’s discursive
presence” (1996, p. 27). He also asserts that this second voice varies in its presence in the
translated text. It might be visible in different degrees, but it might be entirely hidden and
cannot be discovered unless a comparison between the ST and TT is made to trace the

translator’s intervention (Ng, 2009, p. 13).

Hermans (2003) suggests that a translator’s subjective position is always involved in the
choices he/she makes when rendering the text into another language, in every new reading of
the text. Also, each translation manifests the translator’s mode of translation, “in relation to
prevailing practices or concepts of translation” (Hermans, 2003, pp. 4-5.) Hermans refers to
this idea as “self-reference” in translation. He clarifies that this is usually referred to explicitly
either in the para-textual elements of the translation (i.e. in the translator’s footnotes or
endnotes etc) or in the text itself where the translator deliberately creates certain stylistic effects
or uses bracketed source text words, etc. According to Hermans (2000: pp. 264, 269 and 272)
there are situations when a translator defies the traditions of translation and tries to impose a
new concept of translation which is linked to, “particular sets of cognitive and normative

expectations” (cited in Ng, 2009, p. 14).

Mona Baker’s (2000, p. 245) investigation of the translator’s voice moves the concept a step

forward; she talks about the “translator’s style” or “voice” as the “thumbprint” of each
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individual translator which can be seen across a range of linguistic and non-linguistic features.
The word “thumbprint” originates from the work of Leech and Short (1981, pp. 11-12) who
use it to, “refer to an author’s linguistic habits of expression reflected through some small detail

in his or her writing, which provides clues to his or her identity” (cited in Ng, 2009, p. 14).

Baker’s (2000) paper was the first published methodology for investigating the style of a
literary translator. She uses a corpus methodology and compares the styles of two literary
translators, namely Peter Clark and Peter Bush, and examines the levels of their presence in
the text. One of the most interesting aspects of Baker’s (2000) study is her investigation of
style from the perspective of the translator, rather than the original author (pp. 245, 246 and
262). Baker seeks to explore recurring stylistic patterns and the repeated linguistic choices
translators unconsciously make. Leech and Short (1981, p. 14) refer to these choices as

“forensic stylistics”.

It is worth noting here the significant role that translation conventions play in guiding and
controlling the translator’s voice. Translation conventions find strength in the features of a
specific culture and cannot be ignored. An example of this in the Arabic language is prosody.
However, this current study will not explore this aspect of translation because its focus is on

norms rather than conventions.

In conclusion, each translator’s voice is distinctive regardless of its degree of explicitness in
translation. This explicitness might sometimes be intentionally high due to the translators'
agency. The presence of a translator’s distinctive voice is often noted by critics more so than
the author’s voice. This preliminary discussion of the translator’s voice aims to prepare the
reader for Chapter Eight of this study, in which the theory of distinction will be explored as it

is relevant to the voices of the chosen translators.
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2.5 CONCLUSION

This chapter has examined the relevant theoretical frameworks which inform the analytical
process of the current study. The chapter began by looking at Toury’s (1995) theory of norms,
and the researcher presented a brief outline of his work as a renowned scholar in his field. This
discussion covered Toury’s main theoretical principles and described how he categorises
norms as: preliminary, initial and operational. The idea of norms as it is formulated by other
translation scholars was also considered, including the ideas of Theo Hermans, who examines
the socio-cultural configuration of norms. The chapter also looked at the relationship of these
theories to the target data of the current study, in order to conclude that all concepts of norms

are cognitive and limited.

Vinay and Darbelnet’s (1995) model was also described, and their theory of translation shifts
was explored. Translation shifts are used by translators as tools to apply dominant norms.
Although Vinay and Darbelnet’s model is not the only one available in the field, it was selected
by the researcher for its relevance to the corpus of the current study. Chapters Six and Seven
discuss relevant translation shifts that do not fall within the model proposed by Vinay and

Darbelnet, even though these other models still share most aspects of it.

The last part of the chapter discussed the concept of the translator’s voice. It explained the
concept itself and looked at theories associated with it. This section was important to include
because of its connection to the concept of distinction which is discussed in Chapter Eight.
Furthermore, Chapters Six and Seven examine translations of ST segments, including the
smallest linguistic units and translations of abstract meanings contained in the selected sonnets,
as well as cultural references and taboos found in the Arabic translations of Shakespeare’s
sonnets. Before moving on to the practical examination of the selected translations, Chapter

Three outlines the general characteristics of poetry translation. It discusses the difficulties of
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translating poetry in general, and Shakespeare’s sonnets in particular, exploring how the five
chosen translators have confronted obstacles, and how they have dealt with abstract norms

when translating poetry into Arabic.
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CHAPTER THREE:

THE PROBLEMS AND STRATEGIES OF TRANSLATING POETRY

3.1 INTRODUCTION

Following on from the discussion of the concept of translation norms as presented in Chapter
Two, this chapter examines key issues faced by translators when translating poetry, using
examples taken from Shakespeare’s sonnets to illustrate these issues. This chapter seeks to
shed light on the main problems encountered in poetry translation, and the role played by norms
in addressing these problems. The discussion focuses on how Shakespeare has been introduced

into Arabic culture; this will be explored in more detail in the chapters that follow.

By addressing the problems of translating poetry in general, this chapter paves the way for
answering the following question which is addressed in detail in the subsequent chapter: How
have Shakespeare’s sonnets been introduced and translated for Arab readers? This current
study focuses primarily on the role of norms in relation to translations of Shakespeare’s sonnets
from Elizabethan English into Arabic, and, therefore, it is important to understand how these
sonnets were initially introduced and disseminated throughout Arab countries, and how
meaning has been conveyed. As part of this exploration, the potential untranslatability of poetry
will be explored, in order to provide a background to the difficulties translators have
encountered when producing Arabic translations of Shakespeare’s sonnets. Chapter Five will
move on to the gradual introduction of the sonnet as a poetic art form in English literature,

before dealing with Shakespeare’s sonnets in particular.

3.2 THE PROBLEMS OF TRANSLATING POETRY
Translating poetry is a complicated task. The translator must solve numerous problems when

dealing with a poetic text. A literary translator has to convey the aesthetic and expressive values
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of the text. The aesthetic function must emphasise the beauty of the expressions used in the
source text, such as certain words (diction), and figures of speech, such as similes and
metaphors, etc. The expressive function conveys the writer's emotions and thoughts. The
translator seeks to reproduce the aesthetic experience the writer sought to communicate to
his/her audience. In addition to these issues, translating poetry poses other unique challenges,
because the feeling and beauty of poetry is often informed by the shape of the poem, for
example, in terms of rhyme, rthythm, and meter. Elements such as these must be recreated when
translating a poem in order to preserve its ultimate meaning and special expressions.
Furthermore, it is worth noting that the original language used in poetry and in its translation

might differ from language used in daily life.

Generally, diverse factors and issues affect the translation process of poetry, and these
challenges are twofold, in respect of words/meanings and flow/rhythm. The challenges posed
can relate to images, similes and metaphors, idioms, punned expressions, phrasal verbs,
enjambment, and the grammar of the ST and the TT, as well as cultural-specific words.
Shakespeare's sonnets pose challenges in these areas. His work should be translated in order to
give the Arab reader the chance to explore Shakespeare's sonnets without missing out on some

of the crucial meanings that might become lost in the process of translation.

Translators of poetry face the same obstacles as those faced by all literary translators generally.
Suryawinata (1982) classifies these problems into categories: linguistic, literary, aesthetic and

socio-cultural problems; this classification has been used to inform the structure of this chapter.

3.2.1 LINGUISTIC PROBLEMS
According to Suryawinata (1982), there are at least two major problems that are encountered
as linguistic problems when translating poetry: collocation and obscured syntactical structure

(non-standard). Collocation is described in the Oxford Online Dictionary as “The habitual
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juxtaposition of a particular word with another word or words with a frequency greater than
chance.” In other words, collocation relates to the combination of words. Types of collocations

might include the following:

a) Syntagmatic or horizontal collocations, as used in the phrase “to run a meeting”, rather
than “to do a meeting” etc. (Suryawinata, 1982, p. 2). English includes many collocations that
do not appear in other languages such as Arabic. For example, in Arabic the previous example
is usually translated as l=ial 282 | and not as, lelial Js e (literally ‘run a meeting’, which is

awkward in Arabic).}

b) Pragmatic or vertical collocations. These comprise words that belong to the same semantic
field, or are semantically opposite. Many of these collocations are similar between languages,

13

such as “sea”, “land”, “air” etc. However, a translator is expected to keep in mind the
differences and similarities between languages because, on occasion, these differences are

decisive.

A key problem identified by Suryawinata (1982) is obscure structures. According to Hariyanto
(2003, p. 3) “Such kinds of structures may be intentionally written in a poem as a part of the
expressive function of the text. Hence, such structures should be rendered as closely as
possible.” Rendering these structures from the English language into languages such as Arabic
is a challenging task. Suryawinata (1982) advises translators to follow Newmark’s (1981, p.
116) steps of translation, in that, initially a translator must find the underlying or deep structure,
to do this, a translator needs to identify the logical subject and then the specific verb.

Everything else then falls into place when these two major elements are identified. As a second

8 Suryawinata gives examples, but the Arabic translations are personal efforts.
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important step, the translator has to reconstruct the structure of the text in the TL, as closely as

possible to its ST as a whole, and for the structure of each of its clauses and sentences.

This current study does not focus on the linguistic aspects of translating Shakespeare’s sonnets,
as the main focus of study is the socio-cognitive notion of norms. Accordingly, in selecting
and analysing examples, the focus will be on such translational aspects related to the aesthetic

and social expectations of the Arab readers, particularly expressions with cultural connotations.

3.2.2 AESTHETIC PROBLEMS

Aesthetic values are also referred to as “poetic truth”. Inherently, poetic truth is conveyed by
the combination of the structure of words, their sounds, and the order of words in a sentence.
Cognitive sense arises out of this combination. Although aesthetic values do not have
independent meanings, they correlate with meaning in the text. According to Newmark (1981,
p. 65), aesthetic values depend on the structure (poetic structure), metaphor and sound.
Accordingly, if a translator ignores these three factors and does not take care when choosing
the relevant words and sounds, then the aesthetic effect of the poem he or she is translating will
be likely lost. In other words, retaining the aesthetic values of the ST in the TT is a major

problem encountered when translating poetry.

3.2.2.1 POETIC STRUCTURE

Poetic structure is one of the first factors a translator must deal with in terms of aesthetic values
when translating a poem. Regardless of its name, this problem has nothing to do with the
sentential structure of a language, nor its grammar, although it is still affected by sentential
structure. It refers to the plan of the whole poem, its shape, and the balance of each line of the
poem or every individual sentence. Suryawinata (1982) concludes that if a translator maintains
the original structure of each line (or sentence) of the poem, this leads to the maintenance of

the structure of the source poem as a whole.
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For the corpus of the study, the five translators have sought to fulfil this condition as much as
possible even though they have ignored the shape of the sonnet which is translated into prose,

except for Enani who translates the sonnets into actual poems.

3.2.2.2 METAPHORICAL EXPRESSIONS

Many examples of the translation of metaphors can be cited from the five chosen Arabic
translations of Shakespeare’s sonnets. Sonnet 112 creates a metaphorical image in its opening
lines, which can be paraphrased as “Your love and pity heal the damage which rumours have

caused to my reputation”.

Source Text Your love and pity doth the impression fill,

Which vulgar scandal stamped upon my brow

Tawfiq (1988, p. 136). bl Al Eiglil) ol gaay ALY Laa ¢ LB g

f i (398 dalal) dapiadl) Aliuali
Your love and your pity are the ones that erase the
pollution that has afflicted me and the public scandal that

has been stuck on my forehead

Wali (2008, p. 128). i B LIAYIS B ) glaal) Al iy jidal) o
cdlibe g dhia Lgawa 38
The vile lies which are carved like grooves in my

forehead have been erased by your love and affection

Abu-Deeb (2012, p. 306) in sdall oSy dlike g dlia )
prose. (ol iliadl) aMS A o daph o)
Your love and affection do fill the holes which have been

dug on my forehead by the words of vile scandals
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Lu’lu’ah (2013, p. 252). gall) ¢Sad L) ) g lisaa
Aitaa o] o o gk A
Your love and affection do fill the scars which vulgar

rumors have been digging in my forehead.

Enani (2016, p. 214). e (b i) 7 el Badai B lilia g dla) £ s

4 gl At A daacdd) ¢ o oo 2
Your love and tenderness were successful in healing the
old wound in my forehead,

A wound of bad reputation that vulgar tongues made

Table 3.1: Translations of “Your love and pity doth the impression fill ...” (Sonnet 112)

Regardless of the differences in lexical choices made, the basic translation of the metaphorical
image has some similarities between the five translators. Tawfiq (1988) adds in the meaning
of “defilement” or “pollution” but uses a scientific word, which might be surprising for an Arab
audience in a piece of poetry meant to be romantic. Walt (2008) has turned the metaphor into
a simile by comparing defamation to, “grooves that have been dug in my forehead that remain
until the love and mercy comes to erase them.” Abu-Deeb (2012) uses the word “holes” to
describe the gap that has been filled by the lover’s kindness. Lu’lu’ah (2013) used the word
“scars” to convey the same meaning. Enani recreates a similar metaphorical image in a poetic
way to replace the idea of “filling” with “healing”, and this can be retranslated as, “your love

and mercy were successful in healing the old wound of scandals in my forehead.”
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3.2.2.3 SOUND

Sound is one of the most important elements of aesthetics that a translator is expected to
maintain in the translation of a poem. The idea of sound refers to anything that relates to sound,
such as rhythm, assonance, onomatopoeia etc. Generally speaking, semantic meaning is the
most important element that needs to be preserved when translating a poem, arguably more so

than its aesthetic elements. However, sound can also be an aesthetic factor.

According to Newmark (1981, p. 67), if a translator encounters a situation in which he/she has
to sacrifice one of the three factors of structure, metaphor, and sound, the least harm will occur
if sound is sacrificed. However, sometimes, a poem earns its status because of the aesthetics of
sound. In this case, a translator is expected to identify where the beauty of a poem lies, and
create a balance between meaning and sound in ways he/she finds appropriate. Even if a
translator finds it difficult to preserve the sound of a poem, he/she must still try to maintain this

element in the TT before deciding to make a translation loss.

In the corpus of Shakespeare’s sonnets, one example that highlights the difficulty of translating
a sonnet is Sonnet 135. Shakespeare plays with the word Will (with both a capital and small
W/w fourteen times in this sonnet. The word Will has multiple meanings, and this makes it
challenging for a translator to convey meaning without losing the effect performed by puns in
the poem, and the role that the sound and rhythm of the word Will plays. In this sonnet, Will is
used as an auxiliary verb, a main verb to indicate a wish or a carnal desire, it can also refer to
either the male or female organs, and to the speaker himself, or another person (an abbreviation
of William), and some critics have argued that it is an abbreviation of William Shakespeare’s
name. Enani is the only translator who has translated the sonnets into poetic form. Therefore,

his translations are the only ones that consider rhyme and words that end in the same sounds.
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Translators deal with the word Will differently when translating Sonnet 135. The following

table shows translations of the first two lines of Sonnet 135.°

Source Text Whoever hath her wish, thou hast thy Will,
And Will to boot, and Will in overplus

Tawfiq (1988, p. 161). A ) el Cils S8 ¢ W kg by oA e
¢ 53l o) 5 ggidl 5 ¢ Ay jad) dlial cuilg Lag
Who is serving her, she used to desire,

As you had determination, and abundant lust

Abu-Deeb (2012, p. 354) in Gl ggd / il g Al cuild ¢ A 13 Laa B e (1S Laga
prose. il ) g /09 Mg ¢ Gl s &l g/ Lia) Sl g

No matter what woman you want, you and your lust are
your desire. And you also have lusts until the overflow,

and you lusts lavishly.

Lu’lu’ah (2013, p. 298). elia) ) eyt cuild (Lgid ) Lgpal il (g
Al B ogdi 5 lld gshase
If some lade had her desire, you have your will,

And a determination above that, and an extra lust

Enani (2016, p. 238). LA A | e gaaay < 3h SR Lelaly A el o
A Al 5 GHIA slal) dgila ) culi Sl

If a woman could win her dreams, so you have won your

lover... this poet

And you won, beside of it, the flowing water and

flowing wealth

Table 3.2: Translations of “Whoever hath her wish, thou hast thy Will ...” (Sonnet 135)

The chosen translators all deal with the word Will in different ways, and it is clear that norms
have played a role in their decision-making process. Tawfiq has chosen to convey the meaning

of “desire” and “willing”. This sequence of sonnets focuses on the figure of the Dark Lady and

9 Wali deleted this sonnet and Sonnet 136 completely. Chapter Eight discusses this deletion in relation to norms
and distinction.
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they are concerned with the theme of lust and desire, and this might be one reason why this
translator has decided to convey this particular meaning. However, the other translators have
omitted any references or poems considered taboo in Islamic culture; Walt (2008) deleted
sonnets 135 and 136 completely. The reason for this is the content, which deals with themes of

sexual longing and desire.

Abu-Deeb deals with difficult or taboo subjects by choosing an appropriate title for each sonnet
and then adding footnotes to highlight controversial issues. For Sonnet 135, he allows the
reader to choose between different possible meanings of the word Will (although this
sometimes distracts the reader). Again, this technique does not break any poetic norms, since
the sonnet is translated into prose, and prose gives more freedom to translators. He picks the
title < i) 5 ¢lan) Lal (the game of names and lusty desires) and connects this to a footnote
that says: Alaiwe () &5 )l 4as il 038 dea i ASS (translating this sonnet is almost impossible) due
to the multiple meanings of the word Will (Abu Dib, 2012, p.354). Abu-Deebtranslates Will
literally as <5 (your William), and adds in <<bi s> (<your lusty desire>) immediately after
the literal translation to indicate other possible meanings of the word. Abu Dib also presents a
selection of his favourite Shakespeare sonnets translated into poetic form, after the translations
of the sonnets into prose, but he does not include Sonnet 135 in this selection, for no specific

reason.'?

Lu’lu’ah’s choices are very similar to those made by Tawfiq. Generally, Lu’lu’ah adds a
commentary to each of his translations of the sonnets, which includes an analysis and
comments on each one. The first line of the comments for Sonnet 135 criticises the “hidden”
messages and the language Shakespeare uses in the sonnet. These statements reveal the

translator’s subservience to Arabic cultural norms. Lu’lu’ah refers to this sonnet in the

19 1n his introduction to this sonnet, Abu-Deeb explains that personal preference drives his motivation for
translating some poems into prose and some others into poetry form.
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commentary part of his translation, saying,"4u 48 45le o2" (this is an impudent and dirty
sonnet). Arabic cultural norms do not tolerate implicit or explicit sexual references, and,
therefore, Lu’lu’ah (2013, p. 500) expresses similar views in the commentary to his book,
arguing that using too many puns decreases the beauty of poetry saying, “This over use of
picturing almost takes away the ‘beauty’ of the images. Besides, these metaphors make it
possible to feel pleasure if we just ignore what they refer to and take only the surface (innocent)
meaning.” This quote clarifies Lu’lu’ah’s tendency to translate metaphors without a strict
indication of their meanings in the ST, because, he believes, this will affect the readers’

pleasure in a negative way.'!

Enani (2016) prefers to use the phrase “your lover poet” out of several other possibilities. In
other words, he opts to translate Will as an abbreviation of William Shakespeare’s name, and
nothing else. Enani also adds a commentary after each section of his translation in which he
also criticises the intensive use of puns and the sexual content of this sonnet. Enani argues that
Shakespeare is merely showing off his linguistic competence by playing with words and sexual
references. Also, he suggests that this use of antanaclasis, or the use of the same word with
different meanings in every given context, is a rhetorical trick. Enani (2016. p. 355) also admits
that he has translated Will to refer to the poet in order to make it easier for Arabic audiences to
understand, rather than present a variety of ambiguous meanings. Enani (2016, p. 355)
comments that, “This name is repeated seven times in the sonnet. I translate it as ‘poet’ for it
is difficult in Arabic to accommodate the foreign name ‘Will’ (or even William). This was also

done to avoid the possible ambiguity this might cause.”

Generally, Shakespeare’s use of intensive rhetorical word play (that includes taboo

expressions) makes it challenging for Arab translators to convey into Arabic. Furthermore, it

11 See Chapter Six for examples from Lu’lu’ah’s translation of Shakespeare’s sonnets.
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is easy for sounds to get lost in translation, especially in the translation of poetry into prose.
Also, when translating poetry into poetry, a translator might have to pick less equivalent words

for the sake of reproducing rhyme and rhythm, as Enani does.

3.2.3 SOCIO-CULTURAL PROBLEMS

Socio-cultural translation issues can emerge when a translator tries to clarify the meaning of
expressions that contain word(s) which relate to four major cultural categories, namely, ideas,
behaviours, products, and ecology (Suryawinata, 1982, p. 2). “Ideas” can include beliefs,
values, etc.; “behaviours” can include customs or habits; “products” can include art, music,
and artefacts; and “ecology” includes flora, fauna, landscapes and weather (Said, 1994, p. 39).
Shakespeare's sonnets are diversely rich in socio-cultural references especially for an Arab
reader. A translator has to consider these references and deal wisely with the linguistic
transmission of words as they relate to culturally accepted (or understood) meanings of these
words. This is because, “general cultural differences are sometimes greater obstacles to

successful translation than linguistic differences” (Dickins, Hervey, and Higgins, 2002, p. 29).

When translating culturally bound expressions, a translator might decide to render a literal
translation (unit for unit). However, this might not work, and so the translator could then decide
to use translation shifts (as discussed in the previous chapter) to convey the required meaning
in a culturally appropriate context. This eases the transmission of meaning and the message to
the TT audience. Cultural transposition can vary in degrees of departure from the literal
translation, due to a tendency to stick to the norms of the SL culture or changing the text to fit
into the TL culture. Dickins, Hervey, and Higgins (2002, p. 29) explain that, “The various
degrees of cultural transposition can be visualized as points along a scale between the extremes

of exoticism and cultural transplantation.”
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The seventh chapter of this thesis will explore the translation of problematic cultural references
and taboo terms (as perceived in the Arab culture) in Shakespeare’s sonnets into Arabic. Many
examples of English culture-specific idioms and religious references will be explored. Also,
Chapter Six will discuss examples of taboo words and how they are transferred into Arabic in
order to comply with Arabic norms. Translation shifts and their use in the translations of the

sonnets will be further elaborated in this chapter.

It is not only the translation of taboo terms and culture-specific references that create problems
for translators. More innocuous elements in Shakespeare’s sonnets, such as those that refer to
the customs of English daily life during Elizabethan times would not be familiar to an Arab
audience, and this is also an issue that the chosen translators have had to address. Sonnet 134
provides a good example here, because it relies on multiple images of Elizabethan English
commerce to convey meaning. These expressions would have been understood among English
theatregoers at the time of Shakespeare but would more than likely not be understood by a
modern Arab audience. Enani (2016, p. 354) explains this, as follows: It is a complicated,
intricate image that truly manifests the English trade-making mind-set. This clearly affects the
poet’s images which the audience at the time of Shakespeare, both readers and theatregoers,
would understand and taste. But this image might not be welcomed by the Arab audience to

the same degree.

The following table outlines comparisons between the ways each of the five Arab translators
dealt with the English cultural concept of “signing off loans”, as alluded to in the last two lines

of Sonnet 134.

Source Text Him have I lost; thou hast both him and me:

He pays the whole, and yet am I not free.
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Tawfiq (1988, p. 160).

Ul g 98 laa LiBAAT 288 i Ll Autua Cadal S8
Vit Ul iy Ll o g 0 36 by 4
I lost my friend, but you took us together, he and I:

He pays everything, and yet [ am still imprisoned.

Walt (2008, p. 150).

(g Ao il Laly 45088 5 11) ga
e Ul el alg b IS pud 38
I lost him, while you won both of us

He lost everything, and you still own me.

Abu-Deeb (2012, p. 352) in

prose.

(oislat g AdSlal il g oA el Ul
X}MU\&S@J s gdg‘,h‘g
I lost him, and you own him and me, He pays all, yet [ am

not free.

Lu’lu’ah (2013, p. 296).

¢ AiSha g AiSha i g (L A il B
il i Ul a g Jalsly by g
I lost him, and you own him as well as me, He pays all,

yet [ am not free.

Enani (2016, p. 237).

Aol B By | gy e pla
i) gl g ¢y gl S3ug 4T
dllagy aild (g ke (S
He has been lost from my hands and you won him
He pays off debt and interest

But my contract is still demanding me.

Table 3.3: Translations of “Him have I lost; thou hast both him and me ...” (Sonnet 134)
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(Tawfiq 1988 and 2005), Wali (2008), Abu-Deeb (2013), and Lu’lu’ah (2013) translate the two
lines literally, each using their own way of conveying meaning. One of the reasons for
undertaking literal translation is due to the difficulty of the image, and literal translation is the
most efficient way of translating vague meanings. Chapter Seven elaborates more on this

process.

Lu’lu’ah (2013, p. 499) talks about this sonnet in the commentary section of his book, saying
that it is “burdened” with metaphors from the language of law and finance; otherwise, the
meaning could have been much clearer. He explains the general meaning to the reader without
exploring the idiom in depth. In contrast, Enani (2016, p. 354) provides a more general
comment on the sonnet as follows, “It is obvious that we are confronting complicated idioms
taken from British law that have been used metaphorically to make the images much more
complicated.” Enani translates the sonnets into verse and chooses an equivalent word to “loss”
instead of “paying” to link with the image of the friend who pays back loans to the Dark Lady

while ignoring the old loan to Shakespeare.

3.2.4 THE LIMITS OF TRANSLATABILITY

As discussed in the previous section, a key problem encountered when translating poetry is the
untranslatability of the poetic form and the special characteristics of poems. Robinson (2010)
explores this idea by citing the words of the famous poet Robert Frost, “poetry is what gets left
out in translation”. Louis Untermeyer (1964, p. 126) expresses similar sentiments in The
Oxford Dictionary of Modern Quotations, “Poetry is what is lost in translation. It is also what
is lost in interpretation.” Robinson (2010) notes (as do many other critics) that although this
aphorism is a generalisation, it is nevertheless a valid and true one.

For Frost (1995, pp. 664-666), poetry is conveyed using “sentence sounds” and the “sense of

sounds” which differ from one language to another (especially, it can be argued, in languages
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as different as Arabic and English). Keeley (1989, p. 54) explains as follows, “What constitutes
poetry is exactly what is lost when poetry is translated into another language.” Additionally,
although Frost admits that good translations exist, he claims that translated versions of texts
are merely imitations that cannot ever resemble their sources. Frost maintained this view over
a number of years. Robinson (2010) illustrates Frost’s argument with a quotation by Elizabeth
Bishop, as follows: “It is impossible to translate poetry, or perhaps only one aspect can be

translated at a time, and each poem needs several translations.”

3.3 THE PROBLEMS OF TRANSLATING POETRY FROM ENGLISH INTO
ARABIC

Although most of the arguments developed so far are similar in different language
combinations, this section deals only with the difficulties found in translating poetry from
English into Arabic in terms of the unique characteristics of Arabic poetry in particular, and
for the corpus of the study that is only exploring Arabic translations. All old Arabic poems are
rhymed and assonant and would be familiar to English audiences as lyrics. These Arabic lyrics,
unlike the call, are not intended to be sung (necessarily), but are written to describe a subject
from the poet’s viewpoint. In this form, a reader or listener will assume that the poet is talking
about him or herself and not about a real or imaginary character, because of the use of the
subject pronouns “I”” or “we”. These poems are characterised also by their sense of musicality
and rhythm. When a translator intends to translate a poem into Arabic, he or she must pay
attention to the fundamental features of Arabic poetry, along with the meaning of the source

poem, in order to meet an Arab audience’s expectations.

Translating poetry is a challenging task as a translator not only must transfer the meanings of
words from one language to another, but he or she must also mould these intended meanings

and images into an equivalent poetic form in the target language. Differences in the shapes (or
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moulds) of poems between Arabic and English, as discussed above, pose a challenge for
translators. In summary, a translator is expected to keep in mind both the characteristics of the
target language’s poetry and how to recreate the translated poem, with its poetic meanings and

images, into an equivalent poem in the target language.

34 THE PROBLEMS OF TRANSLATING SHAKESPEARE’S SONNETS INTO
ARABIC: THE WAY ARAB TRANSLATORS SOLVE THE PROBLEM OF “WORD
PLAY” IN SHAKESPEARE’S SONNETS

One of the outstanding characteristics of Shakespeare’s sonnets is their use of language. As
mentioned before, Shakespeare often plays with words and images in his sonnets, and this
sometimes poses problems even for native English speakers. Puns, or the use of a word that
has two meanings, is one of the biggest obstacles faced when translating Shakespeare’s sonnets
(as shown in the previous section in the discussion of the use of the word Will). Enani (2016)

is the only Arab translator to have translated the sonnets into a verse form.

According to Enani (2016. p. 86), the techniques used for translating puns can be divided into
three categories as follows: a) if the second meaning of the word can easily be understood by
the reader, then Enani (2016, p. 87) suggests encapsulating the two meanings together using
one word, or using two, if applicable, into Arabic. This is usual practice when the word has
more than one single intended meaning, or if it can be explained using another word, even if
the poet did not intend this; b) if the second meaning is difficult to understand by the average
reader or listener, unless extra explanation is provided, then Enani suggests just ignoring the
second intended meaning, especially in drama translation, as the audience will not have time
to process the pun. In the case of Shakespeare’s sonnets, Enani often just translates the clear
meaning, but also provides comments where necessary. He might also hint at a second meaning

by using a synonym of the pun, Enani suggests that Arabic is rich in these equivalents, such
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as_e~dl and 2¢4); both these words mean not being able to sleep at night, but the second adds
an additional meaning of deprivation; and c) if the second meaning is not agreed upon among
literary scholars, then Enani suggests choosing an extrapolated meaning, if at least two scholars
agree on this meaning. Otherwise, he suggests simply ignoring the second meaning if there is

no agreement about it.

Enani also notes that translating puns might pose obstacles when they relate to a taboo subject,
especially when puns have a sexual meaning. For dealing with this kind of material, he gives
the following advice to translators who translate into Arabic: a) if the sexual taboo is generally
accepted by the general Arab audience, especially by the new generation, then it can be
included. This kind of taboo might include kisses and hugs etc, Enani (2016, p. 87) includes
examples taken from classic and modern poetry; and b) omitting any taboo references in
Shakespeare’s sonnets (and in the plays) that allude to or explicitly reference sexual
intercourse. Shakespeare’s sonnets are rich in sexual references and innuendo, but others less

SO.

Examples of these sonnets are Sonnet 135 and Sonnet 136. Enani also uses Sonnet 151 as an
example here. This sonnet deals with a conflict between the soul and the body, and continues
a theme begun in Sonnet 146 which concludes by stating that the body wins over the soul in
this war. Stephen Booth (1977) explains that the main pun here is connected to the word
‘conscience’, and its repetition is used in the first and second lines, and in the thirteenth line
(the ending couplet). Examples of how the chosen translators have dealt with this theme are

shown below.
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Source Text

He is contented thy poor drudge to be,
To stand in thy affairs, fall by thy side.
No want of conscience hold it that I call

Her ‘love’, for whose dear love I rise and fall.

By Tawfiq (1988, p. 177).
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And he is convinced that he is a miserable and hardworking
for you,
Stand upright in your affairs, lying next to you.
Do not consider me not conscious enough when I call her
my love

That, whom in her love, I arise and fall.

By Abu-Deeb (2012, p. 388)

in prose.
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It is enough for him to be your poor slave, to stand to your
desires, and lay beside you. Do not count it lack of
conscience for I call her the love that, whom for her precious

love, I arise and fall.
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By Abu-Deeb (2012, p. 454)

in poetry.
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Like a wiggling shaft, it falls by your warm side when you
wish,
If you want it to move away, it does
If you want to come closer, it does.
Do not count me to have no conscience if I name her beloved,
That, for the sake of her true love, I bend and become
straight, and I come to drink from the wellspring of

sweetness.

By Lu’lu’ah (2013, p. 330).
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Happy to be your poor slave,
He stands strong in your affairs, and will lie beside you.
Do not think it a lack of conscience if I call her

Lover, for her love I arise and fall.
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It is enough for him to be your poor hard working servant,
Standing by your side and falling next to you.
Do not imagine that the absence of my conscience is what

makes me call it My love, which for her precious love I arise

and fall.

Enani (2016, p. 256). il pud) giall dladd sy Of sar J;
cually g8 iy 3y et
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But pleased to become your humble servant to fulfill your
desires
Stand strong in love
Or fall after your satisfaction on the side
I do not lack any conscience if I call a woman my love

For the love of a woman I stand strong or I fall in my way

Table 3.4: Renderings of “He is contented thy poor drudge to be ...” (Sonnet 151)

3.5 CONCLUSION
The main subject of the thesis is Arabic translations of Shakespeare’s sonnets and the norms
which govern these translations. This chapter has explored the bigger picture of translating

English poetry into Arabic, before moving onto exploring the sonnet as a poetic genre. Such
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an introduction derives its importance from the scarcity of research that has discussed the
translation of the sonnets into other languages, especially Arabic. Investigations around the
translation of poetry and drama into Arabic could be applied to the translation of the sonnets,

because they share many characteristics (especially with Shakespeare’s drama).

The chapters that follow move attention to the problems of translating Arabic in particular, and
it will introduce more examples from each of the five selected translations of Shakespeare’s
sonnets into Arabic. This discussion will open the door to discussing the problems of
translating Shakespeare’s sonnets into Arabic, and the next chapter introduces how
Shakespeare is perceived in the Arab world, in order to connect the concept of norms with

literature and society.
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CHAPTER FOUR:

SHAKESPEARE IN THE ARAB WORLD

4.1 INTRODUCTION

This chapter explores how Shakespeare has been received in Arab culture. The chapter will
explore the Arab fascination with Shakespeare as a literary figure, how his works engage with
Arab culture, and how his plays and sonnets have been introduced and translated into Arabic,
to comply with Arabic translation norms. The research question this chapter attempts to answer
is: How has Shakespeare been introduced to, and translated for Arab readers? This current
study focuses on the norms of translating Shakespeare’s sonnets from Elizabethan English into
Arabic, and, therefore, it is important to explore how Shakespeare’s sonnets were initially

introduced and disseminated in Arab countries.

The first part of this chapter provides an overview of how the entire corpus of Shakespeare has
been introduced to Arabs from English culture, and how, over the years, it has remained
popular, in spite of the de-colonisation of most Arab countries. The Arab world was first
introduced to Shakespeare in the second half of the nineteenth century (Al-Shetawi, 1999) This
chapter will look at how his plays have been presented to Arab audiences in the form of theatre,
and movies, and how Shakespeare is taught to Arab children. It seeks to show how Shakespeare
has always stayed relevant, even when political upheaval has taken place in Arab countries.
The primary focus here will be on Shakespearean drama and its translations, since he is

popularly known in Arab culture as a playwright.

This chapter plays close attention to norms and how Shakespeare’s norms have been accepted
and/or altered to meet the requirements of an Arab audience, and how this has led to cultural
acceptance. The road to acceptance has involved changing and accepting fundamental norms,

and translators have, generally, tried to meet an Arab audience’s expectations and cultural
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norms, when adapting and translating Shakespeare. In this context, emphasis will be placed on
how he has been received in Egypt since the late 19th century. According to Badawi (1985, p.
197), “in Egypt, the Arab interest in Shakespeare is on the whole much more developed and

has had a longer history than anywhere else in the Arab world.”

4.2 THE STATUS OF SHAKESPEARE IN ARAB CULTURE

This section will discuss the introduction of Shakespeare's plays in the Arab world in the
second half of the 19" century. The discussion will consider the British colonisation of Arab
countries in general, and of Egypt in particular, and how the roots of artistic interest in drama
took hold in different shapes. This exploration will delineate how Shakespeare’s plays were
embraced by Arabs, beginning with the Egyptians, regardless of the political issues that were
apparent at the time. The discussion will then look at how Shakespearean drama was translated

and adapted for an Arab audience.

4.2.1 THE ENGLISH LANGUAGE AND THE ARAB WORLD

European powers colonised many Arab countries after the demise of the Ottoman Empire and
maintained their presence right up until the fragmentation of territories after World War II.
North African Arab countries were colonised by France, and Libya was taken by Italy. Britain
colonised Egypt, Palestine, the Sudan, Iraq, and Trans-Jordan. These Arab (North African)
countries were not the only parts of the world that Britain colonised. Many other countries,
such as Nigeria and India, have been colonised by Britain at some point in history, and
populations were forced to speak English as a first or second language. However, what is
noticeable about the colonisation of Arab countries by Britain is that Arabic remained an
official language, and the main language used for communication, literature and media, among
the nationals of Arab countries. In other words, English was not imposed in the Arab province

by the colonisers, in the same way as other languages were in other parts of the Arab world,
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such as French in Algeria. Even so, in some Arab countries, Arabic began to gradually weaken,
and younger generations began to excel in the language of the coloniser more so than in their
original language, and decades later, even after countries had regained sovereignty, Algerians

and Moroccans continued to speak French extensively (Al-Shetawi, 2013).

Learning English and translating different foreign texts was first championed in Egypt by
Muhammad Ali (1769-1849). Ali's primary interest was to nourish his military ambitions, and
in this endeavour, he initiated a substantial programme to bring foreign education to Egypt by
translating technical works and sending many students on scholarships to study in Europe.
Baker (2001, p. 335) explains that, “Initially, most of the students sent to Europe were Turks
or Christians from the Levant, but Egyptian students later began to join these learning
missions.” France was the major destination for students, and French was a desirable language
to learn in the 18" and 19" century. Upon the students’ return, Ali would instruct them to
translate what he thought would enhance the modernisation of the army and his administration
(Baker, 2001). Ali set up many new kinds of schools, including professional schools and
institutions. In 1835, Rifa'a al-Tahtawi (1801-1873) established The School of Translation,
where Arabic and French students were taught and Turkish and English students were admitted
later (Agoston and Masters, 2008, p. 551). Thus, in the mid-nineteenth century, the study of

translation began to flourish in Egypt.

As a result of this new interest in the study of translation studies, new translation movements
grew, and many texts were translated into Arabic, including some literary texts. However, this
field was not of major interest to the Egyptian State at that time, since “the translation of
literature did not seem to be of high priority on the state's agenda” (Hanna, 2011, p. 15). This
was because those in power felt that translation work would not add value to the army or to

state administration, unlike the texts of applied sciences or law.
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As already noted, British colonisation did not play a completely negative role in Arab attitudes
toward English literary culture. In fact, the opposite was true. English cultural interaction with
Egypt facilitated the exploration of English literary heritage, including the works of
Shakespeare. Furthermore, it has been documented that modern Arabic drama (and theatre in
particular) developed in Egypt as a result of cultural contact with Europe after the Napoleonic
campaign in Egypt in 1798 (Al-Shetawi, 2013). There is no doubt that Egyptians wanted to
free their country from British colonisation, but they also greatly admired English culture and

literature.

4.3 SHAKESPEARE IN THE ARAB WORLD

4.3.1 THE GROWING INTEREST IN SHAKESPEARE

The Arab nations greatly admire the works of Shakespeare, to the extent that his name has
become a symbol for genius, and quotes from his plays and sonnets are frequently used in daily
newspapers and magazines. Arabs have also added to the many myths that have been created
around Shakespeare. One popular, humorous Arab anecdote (or theory) put forward by Ahmad
Faris Al-Shidyaq, the great Arab humourist and author of the nineteenth century, is that
Shakespeare was really an Arab, and his real name was Shaykh Zubayr (or Shaykh Bir in
another version of this myth) (Badawi, 1985, p. 191). Mutran further developed this myth in

the Introduction to his Arabic translation of Othello (1912).

In another article, the Iraqi writer KhuliisT argues that Shakespeare must have descended from
an Arab origin because of the unmistakeable sympathy he expresses in his writings for Arabs.
This myth gained some ground when KhuliisT continued to make this claim beginning in 1955
in the Baghdad periodical, Ahl Alnaft, and in the Iraqi review al-Ma'rifa in 1962 in which he
suggests that Shakespeare was either an Arab or had visited the Arabian region, because

Shakespeare’s corpus shows a particular knowledge of the likes and dislikes of Arab culture.
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Furthermore, Khuliist claims that Shakespeare borrowed his description of the tortures of
purgatory in Hamlet from the Qur'an, as well other plot lines from the Tales of the Arabian

Nights, in a clear echo of Arabic poetry (Badawi, 1985, p. 192).

Khultsi also published an article in the Syrian magazine,An,all 4Gl xase (The Arab
Academy of Damascus) entitled: a5 ¥} e OIS Wi LS 588 oS ol (Shakespeare was not
English, but an Arab descendant). He introduces these views by stating that, (¢« pull juuSa"
aiall S1g il 58S jualic 4l 848 CdiiS) g cduadline 5, o Luil 4 Ol 38 3 ) sansal) adY) audlda
leiw 38l Lele G a2l This can be translated as follows, “Shakespeare is one of the
charmed talismans of literature. Many contradictory things have been said about him, and
various discoveries have been found about him and his literature, but the Arabic element is the

major and most obvious thing among them” (Khuliist, 1977, p. 662).

According to Khuliist (1977), Shakespeare was not a nobleman or a member of the aristocracy.
He was born a commoner and commoners are, thus, more likely to have a mixture of foreign
blood in their veins. Furthermore, he argues that because Shakespeare’s religious background
was Catholic then he was in the minority in comparison to Protestants in Elizabethan England.
Khuliist (1977, pp. 662-663) also argues that Shakespeare’s Catholicism gave him an affinity
with Spanish Catholic society, in that Shakespeare descended from Arab-Spanish ancestry,
who then later converted to Christianity due to coercion. Adding weight to his “evidence” he
claims that Shakespeare’s later fluctuations between different Christian groups - Shakespeare
was Catholic and then Anglican before becoming a Puritan - suggests that Shakespeare was

not born into a Christian family but that he converted to Christianity from another religion.

Khulust also draws attention to Shakespeare’s weakness in English grammar and spelling,
noting that Shakespeare could not even spell his own name in handwritten papers he left

behind, and used four different signatures. Khuliist further notes that Shakespeare’s father left
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sixty-six papers in Stratford which contain records of sixteen differently spelled signatures,
and he claims that all this strengthens his argument that Shakespeare was not from English
stock. Khultist has written many other articles about Shakespeare and his life and origins, but
the main theme of his work has been attempts to argue in favour of Shakespeare being of Arab
descent. However, of course, Khultisi’s views have not received significant academic support,
because they are not supported by verifiable evidence. Indeed, if these myths tell us anything
at all, it is that Shakespeare is admired by Arabs to the extent that he has a firm place in their

culture.

4.3.2 SHAKESPEARE IN NEWSPAPERS AND MAGAZINES

Many intellectuals have engaged in public discourse about Shakespeare, including those who
have written biographies, and in academic criticism of his work, or by merely mentioning
Shakespeare in the sub-text of a discussion about more general cultural and social issues. For
example, eSS <l a0 (Shakespeare’s Sisters) is the title of an article by Hadi (2004) published
in Al-Afag magazine in Morocco. The significance of this title is the symbolic reference to
Shakespeare’s status as a writer of high repute. Furthermore, many Arab readers would be
attracted to reading a book or article that carries Shakespeare’s name (even just in the title)
because they can understand the message that the title is trying to convey. Hadi’s article (2004)
discusses the social problems that prevent women from writing, and how many societies across

the world deny women’s rights and freedom of expression.

Hadi’s article is inspired by Virginia Woolf’s famous extended essay 4 Room of One’s Own
(1929). Hadi begins with a question about Judith Shakespeare, the character presented by
Woolf as the sister of William Shakespeare. Woolf’s device draws attention to all the women
who have been deprived of education etc and, thus, who lack the same kind of intellectual

opportunities as their male siblings. Woolf’s depiction of Judith also symbolises the existence
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of many intellectual woman who might have the literary capacity for writing, but who bear
cultural and/or social constraints, and, therefore, are forbidden to develop their talents. Hadi’s
use of Shakespeare’s name in the title of her article reflects the fact that an Arab audience
would easily recognise Shakespeare’s name and what his name stands for (i.e. literary
achievement, or genius). Hadi sends the strong message that there are women with the same
capacity as Shakespeare for intellectuality, but they have never been discovered or allowed to

express themselves due to entrenched, restrictive views of women in society.

Another article by the Egyptian playwright Rashad Rushdie (1983-1912) called sle ¢! sl ks
xS (Flashing a Light on Shakespeare’s Life) was published in Aswat magazine in England
in 1962).!? This discusses a biography of Shakespeare’s life. His article is an Arabic summary

of F.H. Halliday’s book The Life of Shakespeare published in 1961.

Some Arabic articles compare Shakespeare with other literary figures, while others use his
name to discuss social or humanitarian subjects that Shakespeare alluded to in his plays. Other

articles discuss Shakespeare from the point of view of other writers.
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Figure 4.1: Pages and front covers from Arabic magazines that discuss the phenomenon of Shakespeare

in the Arab public domain.

Shakespeare has often been used in public discourse (newspapers) as a catalyst for debating

social and cultural issues. One emerging issue in the Arab world is feminism. Posters on social

2 Aswat was an Arab magazine published in Britain at the time.
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media discuss feminism in a way that encourages audiences to read Shakespeare. Indeed, his

name appears in many related articles, as the following illustration shows:
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Figure 4.2: “What if Shakespeare was a Female?” by Duna Hijazi published in the Palestinian electronic

newspaper Arab 48. The article discusses everyday problems and difficulties that girls face nowadays.
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Figure 4.3: “What if Shakespeare had a Sister?” by Shimaa Alkathiri was published in Thmanyah’s
newspaper on Twitter. This article comprises a discussion about the historical and social circumstances of

women.
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Figure 4.4: “Shakespeare is not Hamlet, and he did not hate to travel with his wife” is an article published

in Al-Arab newspaper by Ahmed Rajab about a newly published book about Shakespeare.

This article was posted as a feminist article about female writers who live under the power of

their fathers and husbands.
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Figure 4.5: “Was Shakespeare against immigration laws” is an article published in A/-Hurra newspaper

by Riyad Esmat, which attracts readers using Shakespeare’s name.
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Figure 4.6: “Shakespeare, what if he was on Twitter” is an article published in the Kuwaiti newspaper Al-

Anbaa (during the celebrations of Shakespeare’s 400™ anniversary).

4.3.3 SHAKESPEARE IN ARABIC CINEMA AND TELEVISION

Over the years, Shakespeare’s plays have provided inspiration for Arab filmmakers. In this
field, the influence of France’s Lumicre Brothers led the way for the establishment of the
Egyptian cinema in 1907, and the beginnings of movie production was characterised by the
Egyptianisation of the content of many famous literary works, including the works of
Shakespeare, and this development mirrored what had been seen in theatrical production. One
of the most important books published in this field is 4 add Wil & LBV (4daptation in
Egyptian Cinema) (2002) by Mahmood Qasim that presents a filmography of Egyptian movies
between 1933 and 2002 that were inspired by foreign artistic output. In this book Shakespeare’s
works are mentioned many times, including all the different recreations of Romeo and Juliet

(with modifications) in many Egyptian movies.

Many Arabic films and TV series have been inspired by Shakespearean literature. This
inspiration might be realised in terms of plot, persona or characters, or themes. For example,
the Egyptian television series 488> Dahsha (2014) (the name of a fictional Egyptian town)
alludes to the story of Shakespeare’s King Lear. The main character in this drama is played by

Egyptian actor Yahya Al-Fakharani, who had previously played the role of King Lear on stage.
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Figure 4.7: A still from the television series Dahsha (2014).

In Dahsha, the socio-cultural setting of Shakespeare’s King Lear is adapted to create an
Egyptian Bedouin atmosphere. The plot of this series is around a father who has three daughters
and (as in Shakespeare’s King Lear) he distributes his fortune among them and suffers the

consequences.

It is difficult to estimate just how many Arabic films and television series have been inspired
by Shakespeare for many reasons, but the number is high. This could be because Shakespeare
is widely studied in Arabic schools and universities, and many film producers and writers might
have been inspired by their Shakespearean knowledge to different degrees. Some films are
straightforward adaptations of his plays, but others just take inspiration from an aspect of a
Shakespeare play. However, some plays are more popular than others when it comes to
adaptation, and these are usually the works that are most popular elsewhere globally. Even new
generations of Saudi filmmakers are looking to Shakespeare for inspiration. For example, the
Saudi film3S_» & 4S . (Baraka meets Baraka) (2016) is inspired by scenes taken from Hamlet,
the plot of which centres on a male actor who must play the role of Ophelia. This is intended
to mock the tradition of not allowing women to be active in public life. The name of Hamlet
would be familiar to a Saudi audience as one of the works of Shakespeare, even if the audience
might not know the plot of the play. According to D’arcy (2016) writing for Screen Daily, the
film itself is a Saudi parody of Hamlet, and this reveals how Shakespeare still has currency and

influence in Arabic modern film-making. All this demonstrates how Shakespeare’s work is
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often used to make modern social or political statements, and reveals the scale of his fame and

popularity in the Middle East.

Figure 4.8: Still taken from Baraka Meets Baraka (2016) in a scene where the heroine meets her lover

secretly, according to D’arcy’s (2016) description at Berlin Film Festival.

It was not until the end of the Sahwa Movement (1979-2016) in Saudi Arabia that
Shakespeare’s King Lear was played there for the first time. Before this movement ends,
driving cultural norms in Saudi Arabia were against suspicious ideas in most of public art

works.

CAIRO SHOW

Figure 4.9: A Saudi Arabian Version of King Lear.

Many Arabic movies have been inspired by Shakespeare’s plays. Sometimes, the contents or
the presentation of the plots are changed in order to meet a modern audience’s expectations.

However, the main purpose of these films is to entertain the audience rather than educate them
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about Shakespeare. The following illustrations are taken from Egyptian films inspired by

Shakespeare’s plays.

Figure 4.10: Ouch, Eve! by Futain Abdul-Wahhab (1962) is inspired by Shakespeare’s play The Taming

of the Shrew.

Figure 4.11: Love is Forbidden by Muhammad Karim (1942) is inspired by Shakespeare’s play Romeo

and Juliet.”’

Figure 4.13: The Seventh Wife by Ibrahim Omara (1950) is a modification for Shakespeare’s The Taming

of the Shrew (in this version the husband “tamed” rather than the wife).

13 This film is presented as a comedy and has a happy ending because at the time the film was made Egyptian
audiences did not enjoy tragic endings.

105



Figure 4.14: Lobster by Enas Al-Daghedi (1996) is a fantasy film inspired by Shakespeare’s The Taming of
the Shrew.
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is inspired by Shakespeare’s Othello.

Figure 4.19: Ruled by Court by Ahmed Yahya (1981) is an extreme modification of Shakespeare’s King

Lear.

4.3.4 SHAKESPEARE IN ARABIC SCHOOLS, COLLEGES AND UNIVERSITIES

Kamil Kilant (1897-1959) made great strides to enrich the Arabic child’s library by promoting
the reading of essential English classics. In the 1930s he adapted four of Shakespeare’s plays
in simplified Arabic for younger readers: The Tempest, The Merchant of Venice, Julius Caesar

and King Lear. What distinguishes these translations is that they were modified in a culturally
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convenient context for Arab children. However, it is important to note that Kilant’s translations
were not actually of any published plays of Shakespeare Instead, he used Charles and Mary
Lamb’s Tales of Shakespeare (1807) as his source. In a volume of abridged prose versions of
Shakespeare’s plays written for children he adapted this source with Arabic children in mind.
It is also worth mentioning that his translations were produced for publication, rather than

performance.

Figure 4.20: Front covers of Kamel Kilant’s adaptations of Shakespeare’s plays for children.

As described above, Shakespeare’s plays are usually included in the educational curricula, both
in high school and in English departments at Arab universities. In Saudi Arabia, for example,
at least one of Shakespeare’s plays is usually included in all English language modules. At
university level the students are introduced to many more of Shakespeare’s plays and his

sonnets with compulsory modules in the English LIT. department, even if he/she has chosen to
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study a linguistic stream. If a student is enrolled with the English department at the Faculty of

Arts, Shakespeare’s works are almost always studied as part of any literature module.

The Egyptian poet and author ‘Amir Behiri (1912-1988) explains that his passion for
Shakespeare began when he first encountered the plays in his fourth year of high school in
Egypt. Consequently, he specialised in Shakespearean studies for over forty years, translating
many plays into Arabic (Al-Adeeb, 1973, p. 5). He wanted to introduce Shakespeare to a new
generation of Arab readers and theatre goers, as well as to the public magazine reader. Many
of the articles Behiri wrote were for daily magazines and newspapers, and, in this way, he
spread knowledge about Shakespeare among the general Arabic population. Behiri’s article (8
_muSl dasaa (In Shakespeare’s Company) was published in the Lebanese magazine A/-Adib in
1973. In this article, the writer talks about how he first encountered some of Shakespeare’s
plays in high school before becoming interested in translating the Shakespearean
“masterpieces” (as he describes them) after his graduation. Behiri (1973, pp. 5-6) says,
“Discussing Shakespeare is of great importance and is a continuous process. It does not just
end with the greatness of the poet himself, or his international fame, but in how his work relates
to me, in that I feel that his work is now more attached to Arabic, and the Arab world, and
Arabic poetry. For me, working with Shakespeare’s plays for over forty years has become an

important part of my life.”

In his article jueSdy <y =il (Introducing Shakespeare), Behiri (1973) introduces readers to plays
by Shakespeare that he studied at high school. He provides the reader with a biography of
Shakespeare, both the man and the playwright. In the book he talks about Shakespeare, his life
and important events that affected Shakespeare’s life. He also includes contemporary material
written by others about Shakespeare, such as by Shakespeare’s friends, for example. The book

introduces readers to Shakespeare’s plays.
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4.3.5 CELEBRATING SHAKESPEARE’S 300™ ANNIVERSARY IN THE ARAB
WORLD

Arab intellectuals have always celebrated Shakespeare in some way on the anniversaries of his
birth and death (26" April and the 23" April). Old Arabic journals and magazines show how
Arab writers and poets participated in celebrations to honour Shakespeare 300 years after his
death. For example, Yakan (1916, p. 469) describes his participation in a celebration that was
held at the University of London. As part of this event, a committee was formed with the
purpose of asking poets from all over the world to compose poetry in praise of Shakespeare.

Yakan composed a poem that reads as follows:

ASU ac g o sl Jadgi aliall callal el Jals
Sl S3 eliags LaadIS aaall SL 5 galall Jal)
ol Y @l e (pe il Y Ll i &

This can be translated into prose as follows:

You, the nightingale of poetry, have been sleeping for too long. Please, wake up
today and speak. Both singing nightingales and mourning doves send their warmest
wishes to you. But alas, what is in the grave cannot be revealed, and you cannot

ever awaken from your final resting place.

This poem affirms that Arab intellectuals have great admiration for Shakespeare. Yakan talks
about his participation in the event in A/-Hilal magazine in 1916 (at the time Egypt was under
British colonisation). Yakan’s verse praises Shakespeare, and the timing of his poem reveals
that Egyptians did not allow their resistance against English forces to diminish their love of

Shakespeare as an artist. Yakan alludes to the political circumstances of the day as follows:

Al gl e IS5 DB sl @Bla A
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This can be translated as follows:

Allah, the creator of everything, knows everything. Every invasion has an end. Every
oppressor meets someone stronger than him, and this is just poetry that has no relationship
to any other thing. Oh poet, sing, for there is always some lover who can hear poetry, for

lovers’ nights are sleepless.

This kind of celebration shows how Shakespeare’s status in Arab culture has been preserved

through the years.

Many countries around the world celebrated the life and works of Shakespeare on the 400%
anniversary of his death in 2016. Among these countries were Egypt, Tunisia and Oman, who
held cultural events to revive and promote Shakespeare’s works in a modern setting. In Egypt,
the Alexandrina Bibliotheca and the British Council celebrated this occasion for a week, on
Shakespeare’s birthday on the 26™ of April, and they called the celebrations 2 )} :400 usSs
2016 ¢»x¥) (Shakespeare 400: Forever and a Day, 2016). This celebration included a series of
activities and workshops, a three-day academic conference, performances by the Hip Hop
Shakespeare Company, film screenings, and musical shows by the Kantu Early Music
Ensemble. The Ministry of Education also marked the occasion with a range of activities,
including a book by Ali Dawood entitled sl 7 yuall (A& 1SS 55, (Shakespeare’s Visions
in the Egyptian Theatre) which talks about Shakespearean productions in Egyptian theatre

between 1995 - 2015.

These anniversary commemorations took place in the era of the Arab spring and Shakespeare’s

plays have been staged to reflect the current political situation of some Arab countries. For
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example, a selection of Shakespeare’s plays were performed (in Arabic) during the Cultural
Olympics/Global Shakespeare Festival in London (2012), in the run-up to the 400" anniversary
of Shakespeare’s death. The plays were performed in 37 languages, with the Arabic language
being used for four. In Palestine, Ashtar Theatre Productions and Training presented The
Tragedy of King Richard II to depict theagonis of Palestinians. In Iraq, the Iraqi Theatre
Company put on a production of Romeo and Juliet in Baghdad (2012) which borrowed from
Shakespeare to tell the story of an Iraqi couple living in a country rife with political conflict;
this modified version blended a romantic epic with traditional Iraqi music and poems. In
Tunisia, Macbeth: Leila and Ben Ali - A Bloody History (2010) was staged to depict the tyranny
of certain rulers in Arab countries. Finally, Cymbeline was performed in the Juba Arabic dialect

of the southern region of Sudan, and was modified to depict local Sudanese social and political

life.

The Arab homage to Shakespeare continues to this day in the Arab world and takes different
shapes. In war and peace, Shakespearean drama has inspired Arabs to show their happiness
and sorrow. It is interesting to note that Arab refugees who have found themselves in refugee
shelters, after the crisis of the Arab spring, also like to perform Shakespeare’s dramas on

temporary stages as the illustrations below show:

Figure 4.21: Syrian children performing Shakespeare’s King Lear at the Za’atari Refugee Camp

https://www.bbc.com/arabic/multimedia/2014/06/140601_syria_shakes zaatari_camp

111



Figure 4.22: Shakespeare’s Tent at the Za’atari Refugee Camp

https://www.almodon.com/culture/2014/2/25/s sic W-asda- - 5l

Figure 4.23: Shakespeare's Globe actors perform Hamlet at the Calais Refugee Camp

https://www.theguardian.com/stage/video/2016/feb/03/shakespeares-globe-actors-perform-hamlet-in-

calais-refugee-camp-video

4.3.6 OTHER CELEBRATIONS

In addition to holding official public events, over the years admirers have celebrated
Shakespeare on the anniversary of his birth and death in their own personal way. One example
is the Arab critic Ghali Shukri who published an article calledaatisall Cilea yill 865 Ay jall & S
(Shakespeare in Arabic: A Criticism of Different Translations) in the Lebanese magazine

Hiwar on the 1% of April 1964.

Khuliist (1963) also celebrated Shakespeare in his usual way, by attempting to “prove”

Shakespeare’s Arab roots. He published an article in the Kuwaiti magazine A/-Arabi in 1963
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under the title of 4 543, sa 8 4u o zad :uu&i (Shakespeare: Arab Features in his Image
and Literature). The cover of this article depicts theatre curtains that are pulled back to show a

scene in an Arabian Bedouin desert.
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Figure 4.24: Cover of Khulusr’s 1963 Article “Shakespeare: Arab Features in his Image and Literature”

In his article, Khultis1 (1963, p. 58) explains that he has “lost hope” in trying to convince people
of Shakespeare’s oriental ancestry. He begins his article as follows: 0S8 .08 (e aaSS S
Jine e ST 8 Jall 13 il il anol 85 Aiadd 8 ol A o 50 opadl aldall ()6 6 33 ye ) L ISl

disa (e I L3435 This has been translated by the researcher as follows:

Let Shakespeare be whoever he might be. Let him be English or not English,
regardless of everything, the Arab character is always associated to his personality
and literature. I've talked about this at many events and written about it in more than

one newspaper.

Khuliist divides this article into four categories to elaborate his views of Shakespeare’s Arabian

roots, as outlined below:
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a) Shakespeare’s Facial Features

Khuliist suggests that Shakespeare’s facial figures reveal his Arabian roots. He also notes that
Shakespeare wears an earring; Khuliist associates the custom of wearing earrings in this way
with Arabian Bedouins and Sufis. KhultisT also explains that one particular painting made of
Shakespeare must be accurate, because it was drawn by Shakespeare’s friend Richard Burbage,
and is drawn in the Davenant or Chandos style. Shakespeare’s illegitimate son kept this picture

of Shakespeare for the duration of his life.

n
Vs dbgaith 5o 0 ¢ Dpadll Keog Jlgns B ponnkS oy OF Ukt s

Figure 4.25: Portrait of Shakespeare

b) Arabian Elements found in Shakespeare’s Literature

KhultsT (1963: p. 60) talks about what he calls 4 2!l 3821 (the Arabic knots) in Shakespeare’s
plays, and suggests some Arabian influence. Five of Shakespeare’s plays: Othello, The
Merchant of Venice, Romeo and Juliet, Macbeth, and The Tempest are all identified as having
Arabian ‘knots’ in their plots. For example, it is argued that Othello was most probably inspired
by 4Bsdaay Gl yd LSS (The Story of Qamar Al-Zaman and his Lover) taken from the
popular book of Arabian fairy tales One Thousand and One Nights. According to Khultst
(1963), Othello’s name might be a deviation of the name Abdullah (rather than ‘Utayl Jike as

Mutran imagined).
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KhulusT also connects the finales of the two stories to each other, to support his view, since
both Othello and Al-Jawhari (the main character in Qamar Al-Zaman and his Lover) kill their
wife by strangulation, although with slight plot variations, one kills out of jealousy, and the
other kills out of distrust. Also, Khultist (1963) claims that Shakespeare’s The Merchant of
Venice shares similarities with the Arabic tale —ualsall () 5 2l )5 jue L& (The Story of
Masroor the Merchant and Zain Al-Mawasif) from One Thousand and One Nights. he even
perceives Romeo and Juliet to be a mix of the Arabian tales of LY 5 8 (Qais and Laila) and

s s 0«8 (Qais and Lubna); he suggests that the idea of innocent or virgin love and dying for
it is an exclusively Arabian understanding that can only be found in Arabian culture. In the
play, Romeo’s insane love for Juliet is often alluded to, which resembles that of Qais who loses
his mind because of his love for Laila. However, this kind of love is seen in many of
Shakespeare’s plays, including in 4 Midsummer Night’s Dream. He also argues that
Shakespeare’s use of puns and other types of word play is similar to that found in Arabic
literature. Furthermore Khultist (1963) also compares The Tempest and The Taming of the

Shrew to other tales taken from Arabic literature.

¢) Islamic Arabian Sufism (Mysticism) in Shakespeare’s Works

Khuliist (1963. p. 61) links some of the images described in Shakespeare’s plays to practices
of Sufism, especially the Sufi principle of asceticism as it appears in The Tragedy of King
Richard II. Khulist claims that themes such as transmigration and the theme of living a decent
life run throughout the play and suggests that Shakespeare reflects his own personality in the
characterisation of King Richard II. In the analytical part of this current study, this idea will be

explored further in relation to Shakespeare’s most religious sonnets. He also highlights
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Shakespeare’s use of the famous Qur'anic expression of a “camel passing through the eye of a

needle”.'* This image appears in Richard II as follows:

As thus, ‘Come, little ones,” and then again,
‘It is as hard to come as for a camel

To thread the postern of a small needle’s eye’

d) Arabic and Islamic Ideas and Images in Shakespeare’s Plays

Khuliist (1963. p. 64) notes Shakespeare’s use of Arabic and Islamic phrases, images and
characters, suggesting that this is no coincidence. He points to Shakespeare’s sympathy with
the Arab world in his depiction of Othello. Shakespeare, according to Khulusi, draws Othello
as a symbol of magnanimity and superior manners. Shakespeare does the same with the
character of the Marrakesh man who proposes to Portia in The Merchant of Venice. In addition,
Shakespeare uses imagery to allude to Arabic perfumes, flowers, palm trees, and the symbol

of the phoenix.

Arabian horses are mentioned frequently in Shakespeare’s plays. And, as KhultisT continues,
Shakespeare often uses the phrase s/ which means “father of” or “owner of”. KhuliisT (1963.
p. 64) argues that Shakespeare reveals an “Arabic mentality” in Hamlet when Claudius says,
“Thou still hast been the father of good news” with the plural expression of news as Arab use
the word _al in Arabic language, and when Hamlet describes hell in the way Muslims often
do in order to describe its tortuous emotions. He emphasizes this view saying, “Shakespeare
describes hell in Hamlet in a very excellent way as if he understands sufficiently the Qur'anic

verses where he got the inspiration for this terrifying description” (Khultisi, 1963. p. 64).

' This Qur'anic expression is found in the verse: BLall o (& Jeall mly s Ziall () slan ¥y elawd) gl ol 2385 Y (Al-
A‘raf, 40) (The gates of Heaven will not be open to those who rejected Our revelations and arrogantly spurned
them; even if a thick rope were to pass through the eye of a needle) (Abdel Haleem, 2015: 97).
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Khuliist also provides many other examples of how he believes Shakespeare draws inspiration
from Arabic culture and literature. For example, Khuliist (1963. p. 64) mentions Shakespeare’s
quote in Hamlet from the famous Arab poet Abti al-"Ala’ al-Ma‘arr1 (975-1057):

e o sliale 128

2l e Cuia Lo
These lines can be translated as, “This is what my father has harmed me with, and I had no

harm to anyone.”

Finally, Khuliist (1963. p. 64) concludes that Shakespeare mentions Arab countries numerous
times throughout his corpus, including Egypt, Syria, Iraq, Damascus, Aleppo, Jerusalem,
Alexandria, Tripoli, and the rivers of the Euphrates and the Nile. Khuliisi suggests that,
therefore, it is right to celebrate Shakespeare in these Arabian cities and for these cities to pay

homage to a poet and playwright who has considerable love for the Arab world.

What is important about KhuliisT’s ideas in the context of this current study is that they
contribute to the construction of a framework to study the norms of translating Shakespeare’s
sonnets. Ideas also put forward about the Andalusian roots of Shakespeare’s sonnets are
discussed in the chapters that follow, and will draw on Khulist’s conclusions. These
observations can also serve to aid the translation of cultural references (if these suggestions are

in any way true).

4.4 SHAKESPEARE AND ARABIC LITERATURE

As stated previously, Arab respect for the works of Shakespeare has reached the point where
some even try to argue (in jest or otherwise) that Shakespeare has Arabian ancestry.
Additionally, many Arab scholars have drawn comparisons between Shakespeare’s plays and
popular masterpieces of Arabic literature. This kind of comparison raises questions about

which culture takes precedence for Arab translators when translating Shakespeare’s sonnets:
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do they believe that Arabic literature was influenced by English literature, or vice versa?
Khulust’s studies reveal that attempts made to link Shakespeare to Arabic culture have indeed
taken place. Another such attempt is made in the article 4w 2l Wl 5 S Shakespeare and
the Arabian Nights’) by Ayoti (1986, p. 17) which was published in AI-Qahira magazine. In
this article, Ayoti examines Shakespeare’s play The Taming of the Shrew. Ayoti also published
another article called V)& 5 ,uuSi (‘Shakespeare and Scheherazade’) in 1985 which was
published in A/-Arabi magazine, in which he talks about the similarities between Shakespeare’s
plays and the tales of One Thousand and One Nights. Scheherazade is the name of the female
Arabic speaker of the tales. Furthermore, in his book Shakespeare and Ibn-Alrumi, Shukri
(1936) compares Shakespeare’s plays with the work of the famous Rumi/Persian mum poet

Ibn-Alrumi (0836-0869).

4.4.1. SHAKESPEARE AS “THE BARD”

In the Arab world, Shakespeare is well-known to both the general public and intellectuals, who
praise and imitate his work. In the UK and in the Arab world, Shakespeare is often referred to
as the ‘Bard’ and many Arabic poets have composed literature specifically designed to eulogise
Shakespeare. Ibrahim Hafiz (1872-1932) dedicated a panegyric poem to Shakespeare entitled
Dhikra Shakisbir (Shakespeare Remembered), and the same author composed an Arabic poem
of 37 lines for the Shakespeare Festival held in London in 1916; Hafiz had been invited along
with other poets from around the globe to write poems to celebrate Shakespeare on the
tercentenary of his death. Al-Shetawi (2013) explains that Hafiz addresses England at the end
of his eulogy, by saying, “If you have pride in your great fleet, your pride in this unique poet

(that is Shakespeare) should be greater.”

Among the other important Arabic poets who have praised Shakespeare is the Egyptian poet

and dramatist Ahmed Shawqi (1868-1932), who wrote a 45-line poem simply entitled
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Shakisbir (Shakespeare). Just like his countryman Ibrahim Hafiz, Shawqi’s poem praises the
genius of Shakespeare. Shawqi’s poem proclaims that, ‘the Bard’s spirit lives among us in his
works. Abbas Mahmoud Al-Aqqgad (1889-1964) also wrote a poem to praise Shakespeare,
entitled lla Shakisbir (To Shakespeare). In another example, Aziz Abaza (1898-1973) was so
moved by his visit to Shakespeare’s birthplace in Stratford-upon-Avon in 1950 that he
composed a 43-line poem that eulogised Shakespeare, entitled Fi Bayti Shakisbir (At
Shakespeare’s House). In this poem Abaza describes Shakespeare as a prophet-poet, and
claims that his works are as beautiful as some divine inspirations. Abaza compares the three
rooms of Shakespeare’s house to the Holy Cave of Hira in Mecca, where the Prophet would
meditate. Additionally, Ahmed Zaki Abo Shadi (1892-1955) contributed to the inauguration of

the Shakespeare Memorial Theatre, writing three poems about Shakespeare.

Many Arabic literary works have been inspired by Shakespeare’s famous character creations,
such as Hamlet as Al-Shetawi (2013) describes.For example Fakhri Abo al-Sa’ud uses Othello
as inspiration for Utayl (Al-Shetawi, 2013). The existence of these poems in Arabic literature,

written by popular men of letters, reveals the great status Shakespeare holds as the Arab ‘Bard’.

Many other poets have composed poems about and inspired by Shakespeare. One other poet to
have done this is Muhammed Abdul-Ghani Hassan, who composed a poem after a visit to
Stratford-upon-Avon, for publication in A/-Mugqtataf magazine in 1939. The following lines

are taken from this poem:
Ual daglall g 30 & Coan e 5l el lia la
T sl 5 (50 S g e 50 A3 LIS

These lines can be translated as follows:
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Here dwelt a poet who sang, and he poured melodies into the vases of nature. Whenever
he played his guitar and sang, he filled this universe and the world with art. He described
souls, and was the most fluent in the use of words to describe feelings, and he was sincere

in his expression of meanings.

4.4.2 THE GROWING INTEREST IN UNDERSTANDING SHAKESPEARE IN
ARABIC

Shakespeare's works have been widely translated into Arabic, and, as previously noted, French
was the main language from which Egyptians first translated Shakespeare. Indeed, Awad
(1980, p. 4) claims that, “The Egyptian ¢lite had great love for Shakespeare's plays.”
Shakespeare in Egypt (1980) by Ramsis Awad is one of many books that discuss the influence
of Shakespeare in Egypt, and the admiration Egyptians have for Shakespeare’s works. One
way this admiration is expressed is through the teaching of Shakespeare's plays in schools and
in higher education institutions. The diagram below shows how Shakespeare ranks as the top
translated writer from English into Arabic between 1900 and 1940 (Hanna, 2011). Today,
learning Shakespeare is common in most Arabian countries. Badawi (1985, p.200) explains
this as follows: Not long after the British occupation of Egypt, the study of English was given
a large space in the school curriculum, and until about three decades ago pupils had to study

one Shakespearean play in the original in their final year at school.
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Figure 4.25: The Most Translated Authors from English to Arabic (1900-1940): In Flows of
English-Arabic Translation in the Areas of Literature, Literary Culture and Theatre Studies: Two
Case Studies of the Genesis and Development of the Translation Market in Modern Egypt (Hanna,

2011: 20).

This emphasises the importance of Arabic translations of Shakespeare’s works. Shakespearean
plays were first taught in Egypt in their original English, just as they were taught to pupils in
English-speaking countries. However, Egyptian students struggled with the difficulties of the
English language, as well as with the texts themselves. This led to the production of many weak
translations as part of efforts made to help students succeed in their coursework, but these
works were not added to the corpus of Arabic translations because they were so poor. Badawi
(1985, p. 200) notes that many translations were, “devoid of literary merit and contributed very
little either to Arabic literature or to the Arab understanding of Shakespeare.” Translations of

Shakespeare’s works have not only been undertaken for educational purposes, but also for their
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originally intended purpose of theatrical production. As a result, Shakespeare was introduced

to Arab countries, particularly in Egypt, through translations of his dramatic works.

Shakespeare’s Othello first appeared in Egyptian theatres in the second half of the nineteenth
century. Badawi (1985, p. 193) explains that, “the earliest play to be produced in Arabic is,
interestingly enough, Othello, of which the hero is a Moor: it was performed in Cairo in
approximately 1884.” Although this date is surprisingly late, we must remember that interest
in producing drama for the Arab audience gained momentum during the second half of the
nineteenth century. Even though classical Arabic literature is varied and rich, drama as an art
form was relatively unknown in the Arab world, except for that which was produced in the
style of shadow theatre. Interestingly, production companies in the 19% century relied more on
adaptations and translations of foreign works, than upon Arabic literature. An example of this
is Al-Bakeel by Mariin Naqqash which was produced in 1847; this production is considered to
be the earliest recorded production of an Arabic play, and was inspired by Moliere’s L'Avare,

a French comedy.

Some of Shakespeare's plays were made use of during the early days of theatre production,
notably Hamlet, Othello and Romeo and Juliet (Badawi, 1985, p. 193), and these plays became
popular very quickly. Consequently, Shakespeare became known, “as the most important
Western dramatist to be adapted into Arabic to suit the local nascent Arab theatres” (Al-

Shetawi, 2013, p.12).

Productions of Shakespeare in Egyptian theatres began in around 1891, after the Iskandar Farah
Choir sang a version of Romeo and Juliet which had been Egyptianised by Najib Haddad as

aloll elagl (Martyrs of Love), or Shaqa' Al-Muhibeen (The Misery of Lovers). In 1905, the
Salama Hijazi Choir performed a version of Hamlet, which was Egyptianised by the Levantine

immigrant Tanyus Abdu (1869-1926); he adapted the play in a way that sought to attract
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audiences, and this version was different from the original. These deviations from the original
Shakespearean text became accepted practice during the infancy of drama production in Egypt,
mainly due to the need for convenience and because the primary goal was to entertain
audiences. Arab audiences began to get to know the works of Shakespeare, and to appreciate
his plays, regardless of any plot changes that were made. Badawi (1985, p. 193) explains as

follows:

It is clear then that the first contact of the Arabs with Shakespeare was via the stage. To
them, Shakespeare was a living dramatic experience, although the experience was in

many respects different from the original.

Changes were made to Shakespeare's plot of Hamlet in translation, and lyrics by the great Arab
poet, Ahmed Shawqi, were integrated into the play and sung by the famous singer Salama, in
order to make the tragedy a success with Egyptian audiences. Also, these changes were made
to satisfy the Egyptian audience’s love of musicals and comedies. The following section
explores the growing interest in translating Shakespeare's dramatic works for an Arab lay
audience, before introducing the reader to some important Arab translations of Shakespeare’s
plays made in Egypt during the second half of the nineteenth century and into the early
twentieth century. This will initiate the move towards exploring translations of the sonnets in

the chapters that follow.

4.5 SHAKESPEARE'S DRAMA IN ARABIC TRANSLATION: HISTORY AND KEY
ISSUES

Since the first productions of Shakespeare’s plays were staged in Egypt, Shakespeare has
fascinated Arabic audiences, and many Arab translators throughout history have tried to

recreate his works. This section outlines the major players who have made efforts to translate
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Shakespeare's works, in order to show how a complete picture of his works was gradually

revealed to an Arab audience.

Mutran is, arguably, one of the most important Arab translators of Shakespeare's corpus. Hanna
(2007, p. 28) explains that, “Mutran's contribution to the translation of Shakespeare's plays
marks a significant change in the history of Arabic representations of the Bard and his work.”
In order to locate Mutran in the Arabic hierarchy of translators of Shakespeare, Hanna (2007)
categorises the first Arab translators of Shakespeare’s works chronologically into two

generations, as described below.

At the turn of the twentieth century, the field of drama translation in Egypt was moving in two
distinct directions. The first of these movements viewed drama as popular entertainment, to be
performed on stage for the enjoyment of the audience. A translator operating as part of this
movement would modify the source text to suit the intended audience’s preferences. These
translators were known as dramaturges (or dramaturgs), who would essentially edit the text to
make it attractive for a theatrical show. He or she would adapt the material by adding to it, and
moulding it to local norms, by adding jokes and songs, and re-configuring unhappy endings,
replacing them with happy ones, to please the audience, and to meet their expectations. This
type of translator would also position the play in a certain time and place (a spatiotemporal

location) (Hanna, 2006, p. 28), which would be familiar to the audience.

The other approach was to treat plays as high-art or as a type of literature. Working within this
movement, a translator would respectfully strive to transfer the source text into the target
language, while keeping it as close as possible to the original, and paying high regard to
linguistic standards (Yunis, 2013). While both approaches have been used to translate
Shakespeare’s plays into Arabic, the adaptation approach was the first to be seen. The

following sections will explore these two approaches in more detail.
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4.5.1 THE FIRST GENERATION: TRANSLATORS OF SHAKESPEARE’S DRAMA
AND THE OLD NORMS

The first generation of translators to translate Shakespeare's works into Arabic worked mostly
as freelance translators. These translators were commonly Syro-Lebanese émigrés who came
to Egypt in the first three decades of the nineteenth century. They made a significant impact
introducing classical Egypt to European culture, through translation, and were the builders of
the era now known in Egypt as al-Nahda (literally, the Revival or Renaissance) (Hanna, 2007).
Hanna (2007) explains that the socio-cultural formation of Egypt was shaped by the conditions
of the cultural market during the mid-nineteenth century into the twentieth century. At this

time, Egyptian society was divided into three major socio-cultural groups as follows:

a) The old intellectual elite, comprising the sWlll (u/ama). This group represented the
religious Islamic sheikhs who were chiefly concerned with disseminating classical Arabic, and
maintaining traditional heritage and religion. The ulama were usually accompanied by
followers and/or students of Al-Azhar. However, this group was small in comparison to the
other two groups, as most Egyptian people at the time were illiterate, and had no access to the
cultural products of the wulama, and the remaining population were concerned with

implementing new political changes in Egypt, especially during the reign of Muhammad Ali.

b) The new intellectual elite. This sector comprised scholars who came back to Egypt after
being sent to study abroad and who were credited with bringing modern ideas and the ideas of
foreign cultures to Egypt. This group also consisted of graduates of secular schools formed by

Muhammad Ali and his successors. Hanna (2007, p. 29) explains as follows:

The secularisation of education, which was meant, by Muhammad 'Ali, to undermine the

authority of ulama, led to the emergence of new generations of young Egyptians who were
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obviously disillusioned by classical culture, and hence needed new forms of culture that

would respond to their newly formed tastes and aesthetic expectations.

The emergence of this new elite coincided with the immigration of Christian Levantines to
Egypt. These immigrants had been educated mostly in French missionary schools and, thus, it
was easier for them to break away from classical norms and the old aesthetics of the Arabic
and Islamic literary tradition (Hanna, 2007). They, along with other Egyptians, formed the new
elite and began to produce new cultural products that matched their ambitions and tastes. The

establishment of theatres in Egypt was one such cultural product.

c) The masses. This group was the largest and comprised the majority of Egyptians. At the end
of the nineteenth century most Egyptians were illiterate and did not receive a decent education.
Unlike the followers of the ulama and graduates from secular schools, this socio-cultural group
consisted mostly of artisans, urban workers, and small traders etc., There were two basic
conditions to meet when producing drama for the consumption of this group: 1) that it was
produced in colloquial Egyptian Arabic (and not in standard or classical Arabic); and ii) it
incorporated non-verbal expressions that were well-known to the audience, since, ‘language
was not the only component of folk tales, heroic epics and shadow plays presented in cafes,
streets and markets; besides singing and narration, elements of physical theatre were also

involved’ (Hanna, 2007, p. 30).

To relate this information to the matter of the subject, it is important to note here that the
immigrant translators had left their own countries and fled to Egypt for economic reasons, and
it was logical, therefore, that in order to make money, their translations needed to satisfy the
largest group in the community, or the masses, but with some consideration for the new elites
in order to achieve maximum economic benefit. This was the situation in which the first drama

translators in Egypt found themselves in, and it explains why the first translations of
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Shakespeare in Egypt were modified into colloquial Egyptian Arabic. Also, these plays were
staged in the theatre and only afterwards were they written down in books. Another point to
add here is that the first translations of Shakespeare’s works in the 1890s focused almost solely

on his tragedies rather than his comedies.

Tanyus Abdu was one of the first translators of Shakespeare’s tragedies. He was known for his
efforts in translating for the stage and in authoring plays himself. According to Hanna (2007,
p. 31), “Tanyus ‘Abdu’s translations are illustrative of the practices of early Shakespeare
translators and the translation norms to which they subscribed.” This thesis is concerned mostly
with norms, and, in this context, Abdu’s attempts to change the traditional norms of translation,
are important because his work affected later approaches made to the translation of the sonnets,
because the techniques used to translate the sonnets followed those used for translating plays,

in the process of Arabic translation.

Abdu was a significant contributor towards translating Shakespeare for Egyptian society.
Hanna (2007, p. 32) gives the example of Abdu’s translation of Hamlet in 1901 for theatrical
performance, which was produced according to the pressures of the cultural market, aesthetic
expectations, and general tastes of the theatre-goers of his era. In order to meet mainstream

expectations, Abdu made three changes to Shakespeare’s original Hamlet as follows:

a) Changing the sad and bloody ending into a happy one. In Abdu’s version of Hamlet, Hamlet
does not die at the end of the play; the plot is changed to depict Hamlet taking back his father’s
throne and becoming King. For Arab audience tastes at the time, experiencing a sad ending
would have been unusual and unpleasant. Also, the lead role was played by the famous singer
Shaykh Salama Hijazi (1852-1917), and an audience would not have liked to have seen their

‘hero’ being killed in the play, because they associated the lead role with the actor playing it.
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b) Rendering language into rhymed verse so as to sound like song lyrics to be sung by Hijazi.

In this respect also, the genre of the play was changed from a tragedy into a musical melodrama.

c) Oscillating the language of the translation between classical and colloquial Arabic. In other
words, the play was intended for performance to both the illiterate masses of Egyptian society
and the new elite, and, therefore, it was necessary to consider the concerns of the new elite.

The result was a hybrid between fusha (classical Arabic) and ‘ammiya (colloquial).

Performances of many plays in this era catered to market pressures. Translators and performers
did their best to attract audiences to the theatre for entertainment. By 1900, at least two
Arabised versions of Romeo and Juliet, by Najib Haddad and Nicolas Rizgallah, had emerged.
However, in such instances, the translators had to cater for market requirements and the
audience’s taste, and so these plays were markedly different from the original. To further
muddy the water, French translations of Shakespeare’s original play were used as STs, rather
than the original English texts. The modifications that ensued included alterations to
Introductions to the play. The translated Arabic versions began with a love poem instead of the

fight scene between the two warring families.

45.2 THE SECOND GENERATION: TRANSLATORS OF SHAKESPEARE’S
DRAMA AND THE NEW NORMS

Literary approaches to the translation of Shakespeare’s plays began to take root during the first
decade of the twentieth century. Hanna (2007, p. 33) explains that at this time, “Drama
translation in the 1910s saw a tendency by an emerging group of translators to distance
themselves from the dictates of the market.” In other words, these new translators were not
translating for a living or bowing to market pressures. Also, since these translations were not
meant to meet audience expectations as the first goal, translators aimed to be more true to the

source text. One of the translation pioneers of this era was Judge Muhammad Tffat, who
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translated The Tempest in 1909 and Macbeth in 1911. These attempts were followed by a 1912
translation of Othello by Khalil Mutran (1872-1949) and two translations of Julius Caesar, by

Sami al-Juraidini and Muhammad Hamdim, in the same year.

4.6 SHAKESPEARE’S SONNETS AND MODERN ARABIC POETRY

Since this study is about Shakespeare’s sonnets in particular, this section will shed light on the
influence of his sonnets on modern Arabic literature and poetry. The sonnet has entered into
the Arabic poetry canon. This was accomplished by Arab poets such as Khaled Mostafa and
Mahmoud Darwish who mimic the Western sonnets in a transparent way (Jaradat, 2015, p. 13).
Also, Hasib Sheikh Jafar adopted the narrative pattern of the Western sonnet but not its poetic
style. Lavonntte and Ahmad Shawqi also adopted the same modern English style as that of
Shakespeare, whereas Khaled Ali Mostafa and Mahmoud Darwish adopted the poetic style of
the English sonnet with its western patterns of structure. Jaradat (2015) also notes that sonnets
are the closest of the poetic arts that adhere to form, but the content changes according to topic
and subject matter. Jaradat (2015, p. 15) also explains that Shakespeare’s sonnets are the main
form of verse to have influenced Arab scholars and poets, and that they have been disseminated

using Arabic translations in the majority of Arabian countries.

One modern poet inspired by Shakespeare is the Palestinian poet Khaled Mostafa. Mostafa is
known for dedicating his poetry to Palestine, his usurped homeland. He has composed a diwan
that mimics the shape of Shakespeare’s sonnets, called Flirt in Hell. This diwan includes
approximately ten poems in which he mimics the form of Shakespeare’s sonnets, and each
sonnet is named differently according to its subject, such as Death Company, Hamra, The
Borders, The Street in Haifa etc. Mostafa follows the Shakespearean sonnet form with slight
differences in the rhyme scheme. Shakespeare’s sonnets use the rhyme scheme

abab\cdcd\efef\jj, but Mostafa does not always follow this pattern. An example of his variation
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of Shakespeare’s rhyme scheme is in his poem Hamra which follows the rhyme scheme of

abab\cddc|jj.

One example of Mostafa’s imitation of Shakespeare’s sonnet style can be seen in his poem
d3ia Ly (A Yemeni Dream) and in its back translation by Jaradat (2015, p. 17). The poet
presents the problem in the first quarter of the poem, before expanding the problem in the
second quarter. The conflict takes its place in the third quarter and the conclusive tragedy is
drawn in the last couplet. This development of ideas mimics the thematic structure of the

Shakespearean sonnet.
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A Yemeni Dream

It is I who proclaimed Arwa a king,

Employed my heart and hands as guards for her,

In the morning, I throw in the mountains my network,

And in water I channel for my tears as twins.

Delegations come with gifts, delegations leave with gifts,

And people in Sana’a know that.

I filled her kingdom with horses and castles,

And provided her from Ma’reb with the certain news!

How could I sleep one day on the sidewalk?

Glued to my dream stolen in the day?

The sun turns with its erotic veil,

And the moon relaxed in the dust closet,

And, before I woke up, the city was gripped in torrent,

The mouse alone was alive on board.

Unlike Shakespeare’s mysterious lovers, Mostafa mentions the name of Arwa in the first line
of the sonnet. This name is connected to Yemeni political history, and it alludes to the Yemeni
Queen Arwa. The poem also alludes to the current conditions of Arab countries regarding the
crisis of Palestine, and is full of Yemeni symbols. In his sonnets, Shakespeare uses references
from the Bible and from mythology, and this sonnet contains references from Qur'an which the

reader can find if he digs deep into the poem. The line, “And provided her from Ma’reb with
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the certain news” is inspired by the Qur'anic verse in which the raven provides the prophet

Suleiman with the news from Sheba (an ancient kingdom near Yemen).'

Another poet who has been inspired by Shakespeare’s sonnets is the Palestinian poet Mahmoud
Darwish. Darwish was born in occupied Palestine and has experienced the suffering of war
during the entirety of his life. He writes poetry to highlight the Palestine issue and composed a
diwan of six political poems (sonnets) called Sareer Al Gharibeh (The Stranger Lady’s Bed).
Like Shakespeare, Darwish does not mention the name of a lover and does not name any of his
sonnets. Generally, his sonnets resemble the Shakespearean sonnet in their structure,
comprising fourteen lines (three quatrains with a concluding couplet). The following example

for illustration is Darwish’s Sonnet 1 in his diwan:
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5 Chapter Seven of the thesis will discuss the translation of Biblical references in Shakespeare’s sonnets.
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Jaradat (2015, p. 17) provides a back translation of this sonnet as follows:

If you are the last thing God revealed to me, let it be the way noon is originated in the na of
the dual. Blessed be us that the almonds lightened right after transients passed by, here on
your riverbanks, mushrooms and doves breed. With the horn of the deer you stabbed the sky,
letting the speech flow with dews in nature veins. What’s the name of the poem? In front of
the dual creation and righteousness, between the distant sky And your bed, when blood yeans
to blood and when marble grows. You will need the myth of the sun around the hustle.
Goddesses of Egypt and Somer change their clothes underneath the palm trees, and the names
of their days, and continue their trips to the end of the rhyme. My chant needs to breathe: verse
is no longer a prose, and verse is no longer verse. Dreamed of you - my Lord told me in the

dream, when the speech began.

Here, Darwish refers to Palestine as his beloved (this contrasts with the mysterious identity of
the three lovers in Shakespeare’s sonnets), but his depiction of Palestine is not transparent, and
he uses a feminine pronoun without making a clear reference. Also, Darwish alludes to
Egyptian, Iraqi and Arabian legends, symbols and heritage, such as to the two gods of Egypt
and to Somer. Although this poem is identified as a sonnet, it shows a clear distortion of the
usual rhyme pattern of a Shakespearean sonnet, “in light of the content and the structure”

(Jaradat, 2015, p. 17).

4.7 CONCLUSION
This chapter examined the importance of Shakespeare as a literary figure for Arabs. It explored

how Shakespeare’s works have inspired Arab intellectuals and the public throughout the
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generations, to the extent that Shakespeare has had a direct influence on Arabic literature. The
chapter also discussed the gradual acceptance and understanding of Shakespeare and his work,
which began with the English colonisation of Egypt, an act which marked a first step towards
introducing Shakespeare into the Arab world, and it explored how Shakespeare is still revered

in the current political climate.

This chapter told the story of how Shakespeare is received in the Arab world from multiple
perspectives. It began by showing how Shakespeare was introduced through the theatre, and
how his works were staged with some changes. It explored the growing interest in teaching
Shakespeare in Arab schools, colleges and universities, and how Shakespeare was used to
spread knowledge of English language and of drama. Shakespeare entered the canon of Arabian
cinema and film making, and his work is widely referenced in the media, magazines and in
newspapers, in order to attract customers. The chapter also looked at how Shakespeare has
been received in the Arab world over the centuries, and how Arabian intellectuals still celebrate

his memory on the anniversaries of his birth and death.

Shakespeare’s influence on Arabic literature has taken centre stage in this chapter. This
exploration paves the way towards an investigation of the translations of the sonnets into
Arabic, and how the five translations selected for this study emerged. The next chapter will
explore how the sonnets of the Bard (Shakespeare) have been translated into Arabic. It will
also elaborate on the concept of norms to reflect how Shakespeare has been accepted into
different Arab societies. It can be concluded that Shakespeare’s status among Arabs has

contributed towards breaking old and creating new norms.

This chapter discussed Shakespeare’s reception in the Arab world in general, and the next
chapter will talk about his sonnets specifically, in order to give the reader a holistic idea of the

sonnets and their translation into Arabic, before proceeding to the analytical chapters.
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CHAPTER FIVE:

THE HISTORY OF SHAKESPEARE’S SONNETS IN ARABIC

5.1 INTRODUCTION

The previous chapter discussed Shakespeare's status in the Arab world, and how Arabs honour
Shakespeare as the Bard. This chapter will focus on introducing Shakespeare’s sonnets and the
translators who have translated the sonnets for an Arab audience. The chapter aims to answer
the following question: How have Shakespeare’s sonnets been introduced and translated for

Arab readers?

This chapter is divided into four main sections: the first section looks at the sonnet form in
general, and considers Shakespeare's sonnets in particular. It begins with a brief introduction
to the sonnet as a poetic form, and it explores what a sonnet is and how it was introduced to
England. This section talks about the work of famous sonneteers and it outlines the
chronological development of the sonnet form, beginning from the thirteenth century to the
time of Shakespeare. Shakespeare's sonnets are the focus of the concluding part of this section,
since they make up the corpus of the current study. The discussion about sonnets examines the
Shakespearean sonnet as a poetic form, exploring its shape and rhyme scheme, the themes of

Shakespeare’s sonnets, and to whom they are addressed.

The second section of this chapter explores the history of Arabic translations of Shakespeare's
poetry. It begins by looking at the history of Arabic translations of Shakespeare's longer poems,
before moving on to a discussion of Arabic translations of Shakespeare's sonnets and the
popularity of the sonnets among Arab readers. The third section provides biographical and
bibliographical information for the five chosen Arabic translators of the sonnets, namely:
Tawfiq (1988), Wali (2008), Abu-Deeb (2012), Lu’lu’ah (2013), and Enani (2016). The work

of these translators makes up the corpus of the study. Finally, the last section explains the
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criteria used to select the data and it outlines how the data will be analysed in the chapters that

follow.

5.2 SONNETS: THEIR HISTORICAL DEVELOPMENT, FORM AND CONTENT
5.2.1 THE SONNET AS A POETIC FORM

A sonnet is a short poem that tracks a complete thought. The term itself is derived from the
Italian word sonetto which means a “little sound” or “song”. An ordinary sonnet comprises
fourteen lines and is composed using iambic pentameter. However, different types of sonnets

are often distinguished according to their rhyme scheme.

Traditionally, the subject matter of a sonnet concerns love. Possibly the most famous sequence
of sonnets, apart from those written by Shakespeare, were written by the Italian poet Petrarch
(1304-1374). Petrarch wrote sonnets in honour of his loved one, Laura. Most of Shakespeare's
sonnets, published three hundred years later, also focus on love as the central theme. However,
Shakespeare famously plays with the theme of adulation by inventing a speaker who addresses
some of the sonnets to a man, and inverting the theme of unattainable love to invent a speaker
who addresses some of the sonnets to his mistress, referred to by critics as “the dark lady”.
Shakespeare borrows from Petrarch but changes his metaphors in a clever way. For example,
Petrarch’s blonde paragon Laura becomes the dark lady in Shakespeare’s most famous Sonnet
130, which begins, “My mistress’s eyes are nothing like the sun.” Furthermore, Shakespeare
develops the sonnet form by dealing with other topics apart from love, such as mortality, fame
and wealth. A comparison between Arabic translations of Shakespeare’s sonnets reveals an

acceptance and/or rejection of certain topics and themes dealt with in the sonnets.

Generally, the sonnet is classed as an important poetic form in the history of English literature.
Many famous poets who wrote after the era of Shakespeare have written poetry using the sonnet

form, including Alexander Pope (1688-1744) and John Dryden (1631-1700). However, after
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Milton (1608-1674), the popularity of the sonnet form decreased, but gained some limited fame
again with the Romantics, such as Shelley (1792-1822), Wordsworth (1770-1850) and Keats

(1795-1821).

5.2.2 THE HISTORY OF THE SONNET FROM THE THIRTEENTH CENTURY

The sonnet form was first seen in the thirteenth century in Italy. Wilkins (1959, p. 15) explains
as follows, “It has long been known that the earliest extant sonnets were written in Italy, in the
first half of the thirteenth century; and it is now agreed that the sonnet was an artistic invention,
and not a popular growth.” Giacomo da Lentini (1210 - 1260) has been credited with the
invention of the Italian sonnet. Later, the art of the sonnet was rediscovered by Guittone
d’Arezzo (1235 - 1294). Many Italian poets such as Guido Cavalcanti (1250 - 1300) and Dante
Alighieri (1265 - 1321) wrote sonnets, but Petrarch became famous for developing and
popularising the sonnet form, and he is now known as the most famous sonneteer, with the
exception of Shakespeare. Petrarch became so admired by poets generally that his sonnets were

emulated by a string of Renaissance poets, including Shakespeare (Spiller, 1992).

The Italian sonnet (also known as the Petrarchan sonnet) comprises fourteen lines, and is
written in two separate halves. The first part is the octave (two quatrains) which has the rhyme
scheme of abbaabba, and the second is the sestet (two tercets) which has the rhyme scheme
cdecde or cdcdcd. There are some other slight variant patterns, but this was the main pattern
used by Petrarch. The Italian sonnet differs from the Shakespearean sonnet in that it does not
have a closing couplet. Italian sonnets usually comprise ten syllables per line, as do English
sonnets, but they can also have eleven syllables per line. The Petrarchan sonnet form was used
by early English sonneteers such as Wyatt, shortly after it was imported into England.
However, English sonneteers soon began to feel restricted by the Italian sonnet and began to

modify the form in order to express their own ideas, thoughts and emotions more inventively.
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For example, the Spenserian sonnet is named after Edmund Spencer (1552/1553 - 1599) who
wrote sonnets to celebrate his forthcoming marriage. The rthyme scheme of his sonnets is
ababbcbccdcdee, which is an outgrowth of the stanza pattern Spencer used in his epic poem

The Faerie Queene.

The English sonnet, which opened the door to the Shakespearean sonnet, was introduced into
England in the early sixteenth century by Thomas Wyatt (1503 - 1542). Wyatt's name is
associated in his field with his contemporary Henry Howard (the Earl of Surrey) who is credited
for developing and characterising the rhyme scheme of ababcdcdefefgg for English sonnets.
Both men translated sonnets from the Italian of Petrarch and the French of Ronsard (and
others). Their sonnets were published in Richard Tottel's Songes and Sonnetts (1557), which
was the first anthology of English poetry, and also known as Tottel's Miscellany. In addition to
his translations of foreign sonnets, Wyatt is also credited with integrating Italian sonnets into
the English vernacular tradition, and he used the Petrarchan form to a great extent in his original
poetic works. After this inception, many English poets wrote sonnets, that, typically,
incorporated love as the main theme, including Sir Philip Sidney who composed the sonnet
sequence Astrophel and Stella, which stands up as one of the most important sonnet sequences

of the Elizabethan era, in addition to the sonnets of Shakespeare.

In this period of invention and wit in the late sixteenth and early seventeenth centuries, many
poets used the sonnet form to explore other subjects, apart from love, including religion. John
Donne (1572 - 1631) composed a series of nineteen sonnets with a religious theme, which are
now referred to as The Holy Sonnets, Divine Meditations or the Divine Sonnets. John Milton
(1608 - 1674) also wrote sonnets, but he did not use the sequential style. Milton wrote
individual sonnets each containing a separate idea, but the themes he explored were mostly

political or were concerned with public occasions.
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5.2.3 SHAKESPEARE'S SONNETS: KEY ISSUES

Shakespeare’s sonnets were published in 1609 as a collection of 145 sonnets in quarto format
under the title of Shake-spears Sonnets: Never Before Imprinted. A Shakespearean sonnet
consists of three quatrains, each with a four-line stanza, and a final couplet which is composed
in iambic pentameter, to make up the fourteen-line format. The rhyme scheme of the
Shakespearean sonnet is ababcdcdefef for the first three quatrains and gg for the couplet. The
sonnets are numbered and are commonly referred by their number or their first lines. For
example, sonnet number eighteen is usually known as “Sonnet 18 or “Shall I compare thee to
a summer’s day?” In the context of this current study, the sonnets are labelled using their

number after their translation into Arabic.

5.3 SHAKESPEARE'S POETRY IN ARABIC TRANSLATION: HISTORY AND KEY

ISSUES

5.3.1 SHAKESPEARE'S POETRY IN ARABIC TRANSLATION

Historically, Arab writers have not paid as much attention to Shakespeare’s poems and sonnets
as they have to his plays. This can be evidenced by roughly comparing the dates Arab
translators began translating the plays with the dates that the first translations of Shakespeare’s
poems appeared in Arabic. Al-Shetawi (2013, p.445) suggests plausible reasons for the lack of
Arab interest in Shakespeare's poems (and in translating them). These reasons can be

summarised as follows:

a) Shakespeare was first introduced into the Arab world via theatre, and his plays were
translated into Arabic for the purpose of light entertainment, and, thus, became popular.
Therefore, Arab audiences received Shakespeare as a dramatist before discovering anything

about him as a poet.
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b) Translating poetry is a difficult task and requires special abilities that might not be readily
available among translators. Al-Shetawi (2013, p. 445) explains, “Hence most of the
translations from the plays are in prose, such as translations by Khalil Mutran, who is a

renowned Arab poet of the classical school.”

c¢) The subject matter of some of Shakespeare's poems is not of interest to an Arab audience.
Furthermore, some of his poems (including the sonnets) contain material that does not fit in
with Islamic values, such as the content of The Rape of Lucrece and Venus and Adonis, in

which erotic love is the main theme of the work.

Shakespeare composed five long poems: The Rape of Lucrece, Venus and Adonis, A Lover’s
Complaint, The Phoenix and the Turtle, and The Passionate Pilgrim. A Lover’s Complaint and
The Passionate Pilgrim have not yet been translated into Arabic, but Venus and Adonis has,
although it has been treated with some caution among Arabic translators, and the poem is still
being modified in Arabic literature. The poem was first summarised in prose in Shai'r al-Kawn,
Wiliyam Shakisbir (William Shakespeare, Poet of the Globe) (1944), a book which introduces
Shakespeare, his drama, his poems, and the sonnets to Arab readers. Al-Aqqad used the same
poem as inspiration for his own poem Finus Ala Juthat Adunis, which is usually described as
an Arabicised version of Shakespeare's original narrative poem. Obviously, a reader who
knows the original text will notice immediately that Al-Aqqad's poem is far from being a
translation of the original, because it has differences of content as well as form, it comprises
only thirty-three lines of verse. Therefore, Al-Aqqad's work is more of a response to
Shakespeare’s Venus and Adonis, rather than a straightforward translation. It is possible that
Shakespeare’s treatment of love and immortality motivated Al-Aqqad to render these themes
into Arabic verse (Al-Shetawi, 2013, p.446). However, not long after this attempt (also in

1944), the Lebanese medical doctor Habib Thabit translated some sections of Venus and Adonis
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into Arabic. Thabit investigated the origins of the myth of Venus and Adonis and concludes
that it was a Phoenician (Lebanese) myth. Thabit’s version Adunis wa 'Ashtarut is inspired by
Shakespeare’s poem but is not an exact translation. Thabit talks at length about Shakespeare's
Venus and Adonis in the Introduction to his work, and he includes a direct translation in prose

of 260 lines of Shakespeare’s original poem.

The Rape of Lucrece is generally not popular in Arabic, but parts of it have been translated by
modern translators such as Safa’ Khallusi and an Arabic summary of the poem was included
in Shai’r al-Kawn, Wiliyam Shakisbir (William Shakespeare, Poet of the Globe) (1944). More

recently it was translated by Muhammad Abdulwahab Hamdi and published in 2007.

Figure 5.1: Arabic Interpretations of Shakespeare’s Venus and Adonis and The Rape of Lucrece

Shakespeare’s poem The Phoenix and the Turtle is classed as the most difficult of his poems
to interpret (Al-Shetawi, 2013, p.447). Nonetheless, translations have been attempted in
Arabic. It was first translated by Lu’lu’ah in 1976 (whose translations of the some of the
sonnets are considered in this current study) under the title Alanqa' wa al-Yamamah. This
translation was also published in Lu’lu’ah’s book Al-Bahth ‘Ann Ma’ana: Dirasat Nagdiyah
(The Search for Meaning: Critical Studies) in 1983. The second translation of this work is
entitled A/- ‘Anga’ wa al-Qomariyah by Safa’ Khalusi and was published in 1981 in A/- ‘Arabi

(a monthly cultural journal published in Al-Kuwait).
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5.3.2 SHAKESPEARE'S SONNETS IN ARABIC

Many successful translations of Shakespeare’s sonnets have been made by Arabic translators
who have created versions of the sonnets for readership by an Arab audience. One pioneering
attempt was undertaken by Ibrahim Jabra in 1983, but this work comprises the translation of
only forty of Shakespeare’s sonnets. Sargon Boulus (1944-2007) also translated some of
Shakespeare's sonnets into Arabic and criticised the former attempt by Jabra, complaining that

Jabra does not consider Arabic syntactic norms.

In 1988, a translation of all of Shakespeare’s sonnets was published by the Egyptian poet
Tawfiq. Following this, Abu-Deeb translated the sonnets in full in 2011. Some critics have
argued that the 2011 version surpasses the translation made by Tawfiq, mainly because this
version preserves the essence of Shakespeare’s poetry, rather than just matching syntactic and
linguistic features. Not long after Abu-Deeb’s translation was published, another version of the
sonnets appeared in 2013 by Lu’lu’ah, which critics admired because this translation considers

both meaning and form.

The latest addition to the corpus of Arabic translations of Shakespeare's sonnets is that by the
translator and critic Muhammad Enani. Enani (2016) highlights the dearth of attempts made to
translate Shakespeare’s sonnets by generations of Arab translators, even when the sonnets
became more popular after a renewed global interest in Shakespeare’s great tragedy Hamlet.
The modern trend for attempting translations of the sonnets began when Tawfiq published his
collection of Shakespeare’s sonnets in 1988. Enani (2016) followed in the footsteps of Esmat
Wali in 2005, in that his translations closely follow the English originals (Enani, 2016, pp. 15-

16).
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5.4 FIVE ARABIC TRANSLATIONS OF SHAKESPEARE'S SONNETS (IN FULL)

This part of the chapter will outline the work of the chosen Arabic translators of Shakespeare's
sonnets, namely translations by Tawfiq (1988, 2005), by Walt (2008), by Abu-Deeb (2012),
by Lu’lu’ah (2013), and by Enani (2016), respectively. Investigating the bibliographies of the
translators can reveal many things about how they engage with norms in their work. For the
most part, a translator reveals something about the norms they follow in the introduction piece
to their translation, in commentaries to their work, or in criticisms of other work. Sometimes,
norms can be discovered while investigating a translator’s background, such as elements
connected to his or her religion, gender, and/or career. Since norms are cognitive ideas,
comparing the personal bibliographies of the chosen translators with their translations of
Shakespeare’s sonnets can go some way towards revealing what norms they have followed

when translating Shakespeare’s sonnets into Arabic.

5.4.1 TAWFIQ: THE EVERYDAY TRANSLATOR

The Egyptian poet Badr Tawfiq published his translation of Shakespeare’s sonnets in Arabic
in 1988. A second version was published in 2009, and this version is also considered in the
current study. Tawfiq studied German literature and theatrical sciences at the University of
Cologne in West Germany and obtained his master's degree in 1976. Later on, he studied
translation at the Al-Alsun College in Cairo between 1981 and 1982. Tawfiq then worked as a
translator at_JLaY) s » (4/-Akhbar newspaper) in Egypt in 1977, at the Ministry of Information
in Muscat, Oman, between 1979 and 1980, and at the Bell Canada Company in Riyadh, Saudi

Arabia between 1982 and 1986. He passed away in 2014.

Tawfiq’s work reveals that although Egyptians were opposed to British colonisation they still
paid homage to English literature. Indeed, Tawfiq, who fought to free Egypt from Britain, was

one of the pioneers of translating Shakespeare’s sonnets into Arabic. After losing the war in
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1967, Tawfiq gave up his military life. His life changed drastically when he joined the Faculty
of Arts and travelled to Germany to learn German as a second language, in addition to
mastering English. Tawfiq became interested in poetry by coincidence when he met the poet
Ahmed Abdulmuti Hijazi who worked at Rose al-Yisuf, an Egyptian political weekly

magazine. This same poet later published Tawfiq’s first poem in Sabah Alkhair magazine.

Tawfiq began his career as a translator in 1977 for an Egyptian newspaper (Jaridat Al-Akhbar),
before moving to work in other Arab countries. He enriched Arabic literature with a poetic play
called 2Y) 5 )Y (Human Beings and God), and published seven poetry anthologies, among
them ¢ sl &uladl (The Green Dove), and s\ Sy (Ashes of the Eyes). Two of his poetry
anthologies were critically acclaimed for promoting the use of free verse and the modernisation
of Arabic poetry. He also published two other anthologies entitlediiaall il aY) gl&l (The
Rhythm of Rustic Bills) in 1965 and 2s8all (e ) 4ald (The End of the Lost Time) in 1968 (Sahafi,
2008). In addition to his achievements as a poet, Tawfiq translated Shakespeare’s Sonnets in
full in 1988, the Rubaiyat of Omar Khayyam in 1989, and Tristram and Isolde (the opera) in
1991. He has also translated many other German and English literary works into Arabic.
Tawfiq was influenced by foreign culture (moheet.com, 2014) and this discovery helps to

understand how he uses norms when translating Shakespeare's sonnets.

5.4.1.1 TAWFIQ'S TRANSLATION OF SHAKESPEARE'S SONNETS (1988)

Tawfiq's Arabic translation of Shakespeare's sonnets was the first published version of
Shakespeare’s sonnets in full (1988). His book was published by Akhbar Al-Youm in Egypt.
The front cover of the book shows a portrait of a woman with a dove behind her. This might
be meant to depict the dark lady of Shakespeare’s sonnets, or just a typical beloved Egyptian
lady, since she has her head covered with a colourful veil of oriental prints. Another opinion is
that Tawfiq’s book is aimed at the everyday Egyptian reader. The book goes under the title of

oY) il ae ALY yanSs S gu(Shakespeare's Complete Sonnets with the English Text)
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and this title is shown at the top of the cover, with the translator’s name at the bottom 4ea 5

G55 yu el (Translated by the Poet Badr Tawfiq).

Figure 5.2: Front Cover of Tawfiq’s Translation of Shakespeare’s Sonnets (1988)

5.4.1.2 TAWFIQ'S INTRODUCTION TO HIS TRANSLATION OF SHAKESPEARE'S
SONNETS

In his introduction piece, Tawfiq explains why he undertook the work. He describes his mission
as a “pleasant torture” and acknowledges the difficulty of translating Elizabethan English into
Arabic, and the difficulties experienced conveying certain expressions that might not be easily
understood. Tawfiq focuses on the themes of the sonnets, such as love and hate, envy and
satisfaction, lust and wisdom, strength and weakness, etc. He also explains that Shakespeare’s
poems are so rich in humanity that they deserve to be translated into Arabic, but that it has
taken a long time to reach this stage; he explains that the sonnets were translated into French

twenty-six times between 1821 and 1970.

Tawfiq talks about the shape and rhyme scheme of a sonnet, but omits to mention that his
description only applies to Shakespearean sonnets. He does not give the reader any background
about the sonnet form before it was developed by Shakespeare, but he mentions that other poets

(of the Renaissance period) also composed sonnets. In other words, he does not give the reader
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much information about the historical heritage of the sonnet form or where the sonnet came
from. He concludes this descriptive paragraph by praising Shakespeare and explaining that if
the sonnets were the only work of Shakespeare then they would stand up by themselves as

having significant literary value.

Tawfiq provides readers with a basic explanation of who the sonnets are addressed to.
However, he provides an excuse for not talking about the addressees in detail, stating that it
would take too much time to explore this issue. Unlike the other four translators chosen for this
study, Tawfiq crams his introduction piece into about three and a half pages. He also dedicates
half a page to introducing Shakespeare, and a third of a page to introducing himself to the

reader.

5.4.1.3 CRITICAL OPINIONS OF TAWFIQ’S TRANSLATION OF SHAKESPEARE’S
SONNETS

Enani (2016, p. 17) explores Tawfiq’s introduction piece and the main translation, explaining
that, just like most other Arabic translations of the sonnets, Tawfiq does not provide
informative abstracts, additional explanations, or make any attempt to write in poetry form.
Enani also criticises Tawfiq for not providing adequate information in the introduction piece,
apart from offering general praise to Shakespeare and his poetic sense. Enani criticises Tawfiq
for not reflecting Shakespeare’s poetic sense in the translations, and for choosing to render the

poems in prose style.

In his critique of Tawfiq's translation of Shakespeare’s sonnets, Enani (2016) explains that
Tawfiq first made a collection of his translations of the sonnets and presented them in book
form in 1987 to the Book Organisation in Egypt. The book was rejected by the organisation’s
adviser Louis Awad, based on mistakes contained in the translations, but was then published

as Kitab-Alyoum in 1988. Regardless of this initial rejection, Tawfiq’s sonnets were still
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published, and Enani (2016) acknowledges the role that Tawfiq’s translation of the sonnets has
played in disseminating the work of Shakespeare in the Arab world. However, Enani claims
that Tawfiq’s translation does not encourage readers to explore the sonnets further, due to a
general vagueness in meaning. Enani (2016) suggests that this vagueness could be removed by
adding in an analytical biographical introduction to the sonnets, just as, he notes, English
versions usually do. Nevertheless, Enani (2016) excuses Tawfiq’s vague translations because,
he says, they were translated before the publication of The Riddle of Shakespeare’s Sonnets by
Hubler in 1966 (a seminal book that helped scholars and readers understand Shakespeare’s
sonnets in more depth). This book was published after Tawfiq published his translations of the

sonnets.

5.4.2 WALI °S TRANSLATION OF SHAKESPEARE'S SONNETS (2008)

Ismat Walt is an Egyptian academic. Unfortunately, very little biographical information about
him is known. Wali includes a few lines about himself in the conclusion to his translation of
the sonnets. He starts it by saying, “I cannot call myself a translator, I am a teacher”. He began
his translations as a regular student undertaking class work. He explains that he wanted to

translate the sonnets for the sake of “sharing” his tastes.

Wali studied English literature at the Alexandria University, and gained his bachelor’s degree
in 1951. He studied there during the period when, “Taha Husayn was taking charge of the
Ministry of Education. I graduated just before the time of some political issues which made the
English teachers leave the country” (Wali, 2008, p. 172).!® Wali then travelled on a scholarship
to Trinity College in Dublin and was influenced by Irish culture. Wali completed a Master’s
degree about the Irish playwright John Millington Synge. He then went back to Egypt to teach

English language at the Alexandria University. Wali then undertook a PhD about the Anglo-

16 See Chapter Four for more details about Egyptian scholarships that were awarded to study English abroad.
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Irish novelist Joyce Cary. After this, he spent years teaching at the Beirut Arab University; he
taught prose, the English novel, theatre and Shakespeare’s comedies. He translated different
poems from English into Arabic whilst he was teaching at the Faculty of Arts. The translation

of Shakespeare’s sonnets formed part of this work (Wali, 2008, p. 172).!7

Walt’s introduction piece does not provide much information about his methods or principles
of translation. The introduction piece is eight pages long, and in it he talks generally about the
following: Shakespeare’s sonnets as a genre; the period in which Shakespeare wrote; the
subsequent publication of Shakespeare’s sonnets; the identity of the addressees; whether or not
the sonnets might reflect something about Shakespeare’s life; the characters in the sonnets; and
the socio-historical literary heritage of the sonnets. The translator clearly states that he does
not wish to explore the complexities of the sonnets in great detail. The only time he mentions
his own work is when he states the following, “Yes, in order to understand and translate the
text, I might indeed need to know something about its background, of Shakespeare’s life and
society. This is only for the sake of understanding and transferring and not for taking one
specific side or opinion regarding Shakespeare’s private life or the social history of the

Elizabethan era” (Wal1, 2008, p. 9).

Wali briefly addresses recent ideas put forward about Shakespeare’s sexuality, and how the
issue of homosexuality was regarded in Shakespeare’s day (as previously discussed in Chapter
Three). However, Walt does not seek to explore these issues in depth. In his work, he
paraphrases surface meanings in a clear way, for the sake of audience understanding.
Therefore, Walt’s introduction piece cannot be used as a clear guide to identify the norms he
follows for translation. However, other notes that are included in a brief biography at the end

his book might be slightly useful. Walt alludes to his position as a teacher of English, something

7 This information is important in relation to the analytical chapters, because it connects the typology of audience
to the translator’s governing norms, which influences the idea of voice.
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that might have informed his preference for paraphrasing meanings in a simple way, rather
than translating them literally. Indeed, he undertook the translation of some of Shakespeare’s
sonnets (or one of the sonnets at least) during the tenure of his teaching role at the Faculty of
Arts, before he translated the sonnets in full for publication. Wali taught prose (and he
translated the sonnets into prose), the English novel, as well as drama and Shakespeare’s

comedies. He also made translations of other poems from English into Arabic, and vice versa.

Wali’s conservativeness is clear throughout his translation of Shakespeare’s sonnets, whether
this is seen in his lexical choices, or in his modification of meanings. In this respect, it could
be concluded that, as an academic teacher, Wali shows the tendency to follow the norms of the
TC as much as possible, as if he is targeting youth readers. It is worth mentioning also that
Wali follows the strategy of deleting taboo and culturally rejected (or even unknown) items to

the extent that he omits complete sonnets.

Figure 5.3: Front Cover of Wali’s Translation of Shakespeare’s Sonnets (2008)
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5.4.3 ABU-DEEB 'S TRANSLATION OF SHAKESPEARE'S SONNETS (2012)

The third selected translation of Shakespeare's sonnets was published by Abu-Deeb in 2012.
Kamal Abu-Deeb is a Syrian writer and critic. He has been the Chair of Arabic at the University
of London since 1991, and is the first non-Briton to fill this position. Among the many other
positions he has held during his career is Head of the Comparative Literature Department at
SOAS (1994 to 1996). He obtained his PhD in Arabic Critical Studies and Comparative
Literature at Oxford University. His PhD thesis on Abdul Qaher al Jurjani's Theory of Poetic
Imagery gained praise from the Examination Committee, and was published with wide acclaim
upon on the Committee's recommendation (alowais.com). Abu-Deeb was awarded a

professorship at the age of 35.

Abu-Deeb has written many books and has published three poetry anthologies, the most famous
being w3 2005 - oaa 352 GSaly OSally sl WS na B il Slixe (Adhabat al-
Mutanabbi fi Suhbat Kamal Abu-Deeb wa al-'Aks bi al-'Aks) which was published by Dar-
Alsaqi in 1996. Furthermore, his translation into Arabic of & _<&iw¥) (Orientalism) by Edward
Said was published by the Arab Research Foundation (Beirut, 1981) and is well regarded
among critics and researchers, although it is somewhat difficult reading for everyday readers.
He has also translated 4w s &Y (Culture and Imperialism) by Edward Said, which was

published by Dar Al Aadab (Beirut 1997).
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Figure 5.4: Front Cover of 3/_<3.Y) (Orientalism) translated by Abu-Deeb

As a writer, Abu-Deeb has written many books both in Arabic and in English. Some of these
include: 5 8 alladl s ilasd) @Y (The Imagination Unbound: Al Adab Al Aja'ibi and the
Literature of the Fantastic in the Arabic Tradition), which was published by Dar Al Saqi and
Orx Books (London, Beirut and Oxford, 2006); w=sal (s 3 dhy 5ai cmsall jalll Lelayy) 400 4
OB gy ale 4 dasia s BN (On the Rhythmic Structure of Arabic Poetry: Towards Finding
a Viable Alternative to the Prosody of Al Khaleel Ibn Ahmad and an Introduction to
Comparative Rhythmics) published by Dar Al Ilm Lil Malayeen (Beirut, 1974); s <lels )
(ol Al Al 3 o (o388 (3 ¢ LS Alae 5 o LaD § s o i) ol (The Quartets of Nitham
Al Din Al Asfahani: A Critical Investigation and Detailed Study of the Text), published by Dar
Al Ilm Lil Malayeen (Beirut, 1982); and %,~3 4 (On Poeticity), published by the Arab
Research Foundation (Beirut, 1986). Abu-Deeb has also co-operated in writing and editing
many international encyclopaedia, including the Islamic Encyclopaedia, the Iranian
Encyclopaedia, The Cambridge History of Arab Literature, The Oxford English-Arabic

Dictionary, The College Encyclopaedia, and The Encyclopaedia of Arabic Literature.

5.4.3.1 ABU-DEEB AND HIS TRANSLATION OF SHAKESPEARE'S SONNETS
Abu-Deeb published his translation of Shakespeare's sonnets in 2012 (it was published by Dar-
Alsaqi in Beirut and London). The front cover of the book shows a picture of Shakespeare in

the centre and his name at the top. He has kept the English equivalent name (sonnets) regardless
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of his belief that the sonnets were originally inspired by the Arabian Tawshiha. The title reads
as 43 a3y 5 A jall ALY i ol (The Complete Sonnets in Arabic and English) which reveals
that the sonnets have been translated in full. At the bottom of the cover Abu-Deeb’s name is
shown, with the description: transformed into Arabic, with fifty-two sonnets translated in

poetic form by Kamal Abu-Deeb.

As part of the blurb on the back cover of his book, Abu-Deeb states that this is the first version
of the sonnets to be translated into Arabic in poetic form (in full). He does not refer to Tawfiq's
(or Walt’s) similar attempts in any part of his book, but he refers to Jabra's attempt to translate
some of Shakespeare’s sonnets. He also explains that he has not read Jabra's translations, so as

not to be influenced when translating them himself.

Figure 5.5: Front Cover of Abu-Deeb’s translation of Shakespeare’s Sonnets

5.4.3.2 ABU-DEEB AND THE ORIGINS OF SHAKESPEARE'S SONNETS

Abu-Deeb’s introduction piece to his translation is entitled: William Shakespeare and the Art
of Sonnets, and the Relationship between the Sonnets and the Muwashahat of Andalusia. In
this piece, Abu-Deeb attempts to present evidence which ‘proves’ the Arabian origins of the

sonnets, and Lu’lu’ah, who will be discussed in the coming paragraphs, shares this view.
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5.4.4 LULU’AH’S TRANSLATION OF SHAKESPEARE'S SONNETS (2013)

The fourth chosen translator of Shakespeare’s sonnets is ‘Abd al-Wahid Lu’lu’ah. His
translation of the sonnets carries the title &Ll (Ghina yyat) which is an Arabic equivalent
of the term “sonnets”, and was published in 2013 at part of the Kalima Project. The Kalima
Project for translation is dedicated to translating diverse international scientific and literary
works into Arabic as part of the Abu Dhabi Tourism & Culture Authority based in the United

Arab Emirates.

‘Abd al-Wahid Lu’lu’ah is a writer, critic and translator. He was born in Mosul, Iraq in 1931.
He completed his education in Iraq before travelling to the United States of America to get his
Masters degree from Harvard University in 1957, and then a PhD. in English Literature from
the University of Western Reserve in 1962. He worked at the University of Baghdad between
1957 and 1977 before retiring. He then travelled to Jordan to work as a Professor of English
Literature in the Faculty of Arts at Yarmouk University from 1983, until he moved to work at

the University of Philadelphia in Amman.

Lu’lu’ah has written more than 45 books, including books of criticism, and books about
literature and translation. Some of these books are translations from English into Arabic, such
as Y1 3 jlanll bl (The Cultural Atlas of Islam) which was written in English by Dr Ismail
Al-Faruqi and Dr. Lois Lamya al-Faruqi, and published in English by Macmillan, New York
in 1986 (and published Arabic by Obeikan Publishers, Riyadh in 1998). It is worth mentioning
here that Lu’lu’ah has translated some of Shakespeare’s other works into Arabic,
including =S w Pericles, as part of the Series of World Theatre (247) Kuwait, published by

the Ministry of Information in 1990.
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Figure 5.6: Cover of Lu’lu’ah’s book 43wy 3 lasll yulbl (The Cultural Atlas of Islam)

Lu’lu’ah has also contributed to translating research into English, including Dr Salma Al-
Khadra Al-Jayyousi’s.sall j=dll & &lasl (Modernism in Arabic Poetry) which was published
as part of the Cambridge History of Arabic Literature (Volume 4). In addition, Lu’lu’ah has
had his work translated into English, and he has published many scholarly papers. Lu’lu’ah’s
translation work reveals that he is interested in Islam and Islamic heritage. Furthermore, he
frequently refers to the work of Jabra, who was Lu’lu’ah’s teacher, and who also translated
many of Shakespeare’s sonnets. This shows that Lu’lu’ah was influenced by Jabra and the
norms applied by Jabra, and this issue will be discussed in more detail in Chapters Six and

Seven.

5.4.4.1 LULU’AH'S INSPIRATION FOR HIS TRANSLATION OF SHAKESPEARE'S

SONNETS

Lu’lu’ah begins the introduction piece to his translation of Shakespeare’s sonnets by referring
to the inspiration he drew from Jabra’s (1983) translation of the sonnets; Lu’lu’ah refers to
Jabra as “his teacher”. This information contributes to our understanding of how Lu’lu’ah uses
norms. Indeed, it is possible (but not absolutely clear) that Lu’lu’ah applies similar kinds of
norms to those used by Jabra. Indeed, Lu’lu’ah and Jabra met many times to discuss English

literature and Jabra's translation of six of Shakespeare’s plays. Lu’lu’ah tried to convince Jabra
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to translate Shakespeare’s sonnets, but when Jabra's translation appeared in 1983, it included
only forty of Shakespeare's sonnets in a book entitled oaill g Lo & sayf - i pud) - 5auuSS a3l
AN (William Shakespeare’s Sonnets: Forty Sonnets with the English Text). It is important

here to note that Jabra translated these sonnets into prose.

In order to trace how Lu’lu’ah uses norms, it is useful to look at Jabra’s background and career,
and to examine how this might have influenced Lu’lu’ah's translation of the sonnets. In this
respect, it is important to mention Jabra’s religious background and his original habitat. Jabra
Ibrahim Jabra (1920-1994) has a Palestinian Syriac-Orthodox (Christian) background, but
Lu’lu’ah is Muslim. Jabra was born in Bethlehem during the time of the British Mandate and
received his education in Jerusalem before completing his studies at Cambridge University.
After the 1948 Palestinian exodus (commonly referred to as Nakba or The Disaster), Jabra
moved to live in Iraq (the country where Lu’lu’ah is from) and here he met many famous poets
and men of letters. Jabra was a translator, literary critic, poet and novelist as well as a painter.
It is interesting to compare Lu’lu’ah's conservative preferences (as revealed in his translations)

with Jabra's Free Painting (1946).

Lu’lu’ah disagreed with Jabra on some key points. One example is when Lu’lu’ah tried to
convince Jabra to translate the rest of the sonnets, but Jabra rejected the idea due to his belief
that the sonnets needed significant explanation and academic commentary, which, he argued,
would kill the poetry found in them. Therefore, Jabra made a bet with Lu’lu’ah to translate

Shakespeare's sonnets in full, and Lu’lu’ah did so, publishing his attempt in 2013.
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Figure 5.7: Jabra’s “Free Painting” (1946)

Lu’lu’ah describes Jabra's translation of the sonnets as elegant and precise in their expression
of meaning, although Jabra sometimes expands explanations to make ideas acceptable in
Arabic. Lu’lu’ah also notes Jabra’s avoidance of literal translation. Lu’lu’ah also admires
Jabra’s use of simple footnotes instead of long rambling explanations (which might mislead

and distract the reader from the enjoyment of reading the poetry).

5.4.4.2 LUULU’AH'S TRANSLATION OF SHAKESPEARE'S SONNETS (2013)

Translating Shakespeare’s sonnets in full, Lu’lu’ah places a translation of each sonnet next to
the original text in English. Lu’lu’ah also provides explanations (at the end of his book) of the
sonnets, based on studies made by specialist English scholars. Therefore, the reader has the
choice of whether to read the commentary or just the translation only.

&

Figure 5.8: Front Cover of Lu’lu’ah’s Translation of Shakespeare’s Sonnets
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The front cover of Lu’lu’ah's Arabic translation of Shakespeare’s sonnets shows Shakespeare’s
name at the top left of the cover and Lu’lu’ah's name at the bottom right, next to the title of the
book. Two pictures of Shakespeare are used, one which depicts him as a youth, and the other
from when he was older. The book is entitled <\lall Ghina 'yyat (Sonnets). Lu’lu’ah prefers
to refer to the poems as sonnets, “iliall the term also used by Jabra. He explains his choice of
sticking to the original wording of the sonnets but choosing an equivalent meaning in Arabic.
He argues that it is more effective to use Arabic equivalents (or to Arabicise the poems) rather

than use the foreign vocabulary seen in the ST in translation.

5.4.4.3 LULU’AH'S USE OF NORMS BASED ON HIS READING OF THE RIDDLES OF
SHAKESPEARE'S SONNETS

Lu’lu’ah alludes to the possible homosexual content found in Shakespeare’s sonnets, but he
does not explore any other controversial aspects of the sonnets, such as the speaker’s
relationship with the dark lady, or the possible love triangle between the speaker, the dark lady
and the young man/rival poet. Lu’lu’ah extrapolates the friendship between the speaker and the
young man by explaining that Shakespeare was in a close relationship with one of his friends,
but that this friendship was not necessarily sexual, despite the speaker of the sonnets referring
to the physical beauty of the young man. This reveals Lu’lu’ah’s conservative leanings. Ingram
and Redpath (1978) explain that using honesty to express feelings was favoured in the
Elizabethan era. Furthermore, Lu’lu’ah’s suggest’s that it is possible that because some people
were jealous of Shakespeare and his status, they consequently spread gossip about him, perhaps
even about his sexuality. Lu’lu’ah refers to Booth (2000) who concludes that there is nothing
to prove Shakespeare's homosexuality in the sonnets. Lu’lu’ah deals with this controversial

issue in the following ways:

a) He refers, in chronological order, to different editions of criticism of the sonnets that refute

the idea that Shakespeare or the speaker of the sonnets was homosexual. He also examines
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versions of the sonnets to show that the order in which the sonnets appear might have been
changed by compilers over time, and that mistakes might have been made with pronouns. For
example, in 1639, thirty years after the famous published quarto, John Benson published a non-
authorised edition of the sonnets. Benson makes various alterations, including changing the

order of the sonnets. Also, he changes pronouns to refer to the female rather than the male.

Lu’lu’ah argues that the descriptions Shakespeare uses seem to be more appropriate for
addressing a woman than a man. Also, the gender of the addressee is not clear in many of the
sonnets, such as in Sonnet 18 for example. English does not use the same system of vowels
that appear in the Arabic language, neither does it use special prefixes or suffixes to
differentiate gender in language. Therefore, it is possible to translate the sonnets into Arabic in

a gender neutral way, without referring to the gender of the addressee.

Lu’lu’ah also refers to the work of Bernard Lintott (1711) who interprets the sonnets as being
addressed to a woman. Lintott’s Introduction to the sonnets states that there are, “one hundred
and fifty-four sonnets, all of them in praise of his mistress” (Schiffer, 2013,58). Lu’lu’ah also
suggests that declaring homosexuality publicly in writing would not have entered into people’s
minds as an option at the time Shakespeare wrote because, under English law, declaring
homosexuality publically was not really possible until the late twentieth century (in Lu’lu’ah’s

opinion).

b) Lu’lu’ah categorises the sonnets according to their themes and addressees as evidence to
prove that Shakespeare was not homosexual. He suggests that the content of Sonnets 1-17 is
mainly concerned with encouraging an aristocratic young man to marry and reproduce
(something that goes against homosexual tendencies). In addition, he notes that all the sonnets

up to Sonnet 126 are completely devoid of explicit sexual references. This can be contrasted
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with the highly erotic innuendo contained in the sonnets that follow Sonnets 127 to 152, which

address the dark lady and the rival poet.

c¢) Lu’lu’ah talks about the use of language and vocabulary. He concludes that it is difficult to
pick the exact intended meaning of a word by referring only to dictionaries. In other words,
translating Shakespeare’s sonnets needs to be accomplished by a translator who has a proper
knowledge in the language of literature, especially in Shakespeare’s language, because it has

been changed over time.

5.4.4.4 LULU’AH'S OPINION OF THE HISTORY OF THE SONNETS AS AN ARAB-
ORIENTED ARTISTIC FORM

In his book, Arabic-Andalusian Poetry and the Rise of the European Love-Lyric (2013),
Lu’lu’ah outlines the chronological order of the development of Arabic love poetry. He begins
by discussing the pre-Islamic poet Umru’-1-Qais, and describes the different stages of the
development of the early epochs of Islam in Arabia, such as the Umayyad age and the Abbasid
age etc. Lu’lu’ah explores Andalusian poetry and its development into Muwashshah and Zajal,
which extended into Sicily and Italy, and, thus, he explains how the sonnet form took shape.
Lu’lu’ah (2013. p. 329) comments as follows, “The development extended to Sicily and Italy,
where the new moulds and themes formed the basis of development in the nascent English
Lyric poetry in the late twelfth century, leading to Chaucer and making a final jump to
Shakespeare.” These comments suggest that the sonnet was derived, as a poetic art form, from

oriental culture, and that this form was developed until it found its place in English literature.

5.4.5 ENANI'S TRANSLATION OF SHAKESPEARE'S SONNETS (2016)
5.4.5.1 BIOGRAPHICAL INFORMATION

The last chosen Arabic translation of Shakespeare's sonnets was published in 2016 by

Muhammad Enani. Enani is an Egyptian writer, dramatist, critic, fiction writer and translator.
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He is popularly referred to as (s sl ae (The Dean of Translators) for his extensive and
distinguished translations and studies about translation, especially in comparative literature.
He gained a Bachelor’s Degree with honours in English Language and Literature from Cairo
University in 1959. Between 1959 and 1960, he worked as a translator and sub-editor at the
Egyptian Broadcasting Service. Then, between 1961 and 1965 Enani worked as a teaching
assistant in the Department of English at Cairo University. In 1964 he also started work as a
sub-editor for the Egyptian monthly Theatre Magazine, a job he continued to do until 1965.
Later, he travelled to England to complete his post-graduate education. He obtained a Master’s
degree from the University of London in 1970, and a PhD from the University of Reading in
1975. He also worked at the BBC Monitoring Service in Berkshire as a foreign language

monitor.

After completing his post-graduate education, Enani returned to Egypt to work at Cairo
University as an English lecturer. He became Assistant Professor of English in 1981 at Cairo
University, and in 1986 the University granted Enani a full tenure and he held the position of
Head of the English Department between 1993 and 1999. During this time, Enani wrote his
autobiography which was published by the Egyptian General Book Authority in three parts
over a period of five years between 1998 and 2002. The three parts are called: <!l S\l 5 (The

Oases of Life), & &\l 5 (The Oases of a Foreign Land) and s« S\ 5 (The Oases of Egypt).

Enani has also found status in the field of translation: He worked at the BBC Monitoring
Service in Berkshire as a foreign language monitor between 1968 and 1975 while he completed
his MPhil at London University and his PhD at Reading University. Also, he joined the
Egyptian writers’ union when he returned to Egypt. The Arabic Language Academy elected
Enani an expert in 1996, and he worked in the post of Academic Coordinator between 1997

and 2009 at the Open University’s Cairo Office on the English Translation Programme. In this
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post he revised all translated books and teaching manuals produced from 1997. He also

published pieces about translation whilst he was in post.

Between 1986 and 2003, Enani worked as editor of a literary series called Modern Arabic
Literature, a collection of Arabic literary works translated into English and published by the
State Publishing House, GEBO. Enani followed up this series with another called 4 Thousand
Books which he translated into Arabic, and which was also published by GEBO. Additionally,
Enani worked as editor of the Egyptian Theatre magazine from 1986, and he was co-editor of

Sutur (a monthly Arabic cultural publication) between 1997 and 2007.

Enani has received numerous international awards for literature and translation. Examples
include the State Award for Translation in 1982, for translating Milton's Paradise Lost into
Arabic. In 2000, he received the Outstanding Performance Award in Theatre Writing from the
Higher Institute of Theatre. He has also received the following awards: The State Prize for
Excellence in Literature in 2002; the King Abdullah International Award for Translation in
2011; the ALESCO Prize for Translation into English, Baghdad, 2013; and the Rifa'a Al-
Tahtawi Prize for Translation into Arabic from the National Centre for Translation in 2014

(elgornal.net).

Enani has produced more than 130 books in Arabic and English, including works about
translation, translations of English literature, literary criticism, and comparative literature.
Also, between 1964 and 2000, many of his Arabic plays (both original plays and
translations/adaptations in Arabic) have been performed on stage in Cairo and in other

Egyptian provinces.

Enani has published numerous books in Arabic, some of which include the following: Modern
Literary Terms (1996, 1997, 2002, and 2004); Literary Genres (1984, 1992, 2001, 2010); and

Literary Translation: Theory and Practice (1997 and 2002). Some of his creative works
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include: «w\adl 4/-Magazib (The Idiots), a play presented in 1983 and published in 1985
and 32« S (The Tale of Mi'zah), a narrative poem published in 2004. He has also published
the following translated work (into Arabic): Dryden on Dramatic Poesy (1963), Alex Healey's
A Different Kind of Christmas (1989), and K. Armstrong's Biography of Prophet Muhammad
(1998) which he translated with Fatimah Nasr; and into English: The Qur'an: An Attempt at a
Modern Reading (by Mostata Mahmoud) (Cairo, 1985); and Modern Arabic Poetry in
Egyptian an anthology with an introduction (Cairo, GEBO, 1986 and 2002). He has also edited
works in English, including Lyrical Ballads 1798 (for which he also wrote an introduction)
(Cairo, GEBO, 1985); On Translating Arabic: A Cultural Approach (GEBO, 2000), and he is
now working on, On Translating Shakespeare (GEBO). Enani discusses Shakespeare in
numerous writings and as noted above, he is now working on a book about translating
Shakespeare’s canon. He has also translated eighteen of Shakespeare’s plays as well as

Shakespeare’s sonnets.

Figure 5.9: Front Covers of Some of Enani’s Translations of Shakespeare’s Plays in Arabic
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Figure 5.10: Front Cover of _s=xll IS 0SS (Shakespeare for all Times) presented by Enani

5.4.5.2 ENANI'S TRANSLATION OF SHAKESPEARE'S SONNETS
Enani published his translation of Shakespeare’s sonnets in 2016, and this was the first

complete verse to verse translation of Shakespeare’s sonnets in Arabic.

Figure 5.11: Front Cover of Enani’s Translation of Shakespeare’s Sonnets

Enani called his book_wwSs Slivisw (Shakespeare’s Sonnets), keeping the English word
“sonnet” to describe the literary form. Under the title, there is an image of the famous painting
An Allegory of Passion (E Cosi Desio me Mena) by Hans Holbein the Younger (painted
between 1532 and 1536) and Italian writing is clearly seen in the picture. This choice of cover
reflects the breadth of his knowledge and his romantic vision of what he is presenting in the

book. Shakespeare’s sonnets are mainly about love.
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The shape of the Shakespearean sonnet is derived from the sonnets of Petrarch (1304 - 1374),
and the picture alludes to a connection between Petrarch’s Canzoniere and Shakespeare’s
sonnets. The line quoted refers to the poet’s desire for Laura, his beloved. Critics have
suggested that this painting and verse shows a man being carried away by love, or by animal
passion. Therefore, this cover conveys the passion contained in the sonnets. Indeed, a famous
poem by Wordsworth (1770-1850) describes Shakespeare’s sonnets as the key with which
Shakespeare unlocked his heart as written in The Oxford Companion to Shakespeare (2015, p.

559). Enani translates this poem in the introduction piece to his book.

Figure 5.12: Allegory of Passion by Hans Holbein the Younger (attributed) at the J. Paul Getty Museum,
Los Angeles — ¢1526-1534, taken from:

https://indrasmusings.wordpress.com/2016/06/27/hans-holbein-the-younger-allegory-of-passion/

Enani’s name is added in on the front cover, with the text, “Translated, Introduction and
Footnotes by Muhammad Enani.” This clarification highlights the importance of Enani’s
introduction piece and his footnotes, which have the purpose of enriching the reader with

detailed and relevant information about the sonnets.

Enani’s book looks like an Arabic book rather than a translated book. He begins the book with
a long introduction piece, he refers to his translation of Shakespeare’s sonnets as Arabic

sonnets, and he comments on each sonnet separately at the end of the book. Shakespeare’s
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source sonnets in English do not appear in the main body of the book, with the exception of
some examples quoted in the introduction piece, which are linked to certain points that are
being explained. The ST is presented at the end the book and is included to give the reader the
option of whether they want to read the sonnets in English or not. Unlike other translations of

the sonnets, Enani’s translations show strict obedience to target culture (TC) norms.

Enani demonstrates his interest in translating Shakespeare’s sonnets correctly to meet the
expectations of an Arab audience. He seeks to render his translation artistically so that Arab
readers and Arab literary critics can gain pleasure from reading the sonnets. Nonetheless, with
the exception of a few examples that will be dealt with in the analysis chapter of this thesis,
Enani has followed Arab norms very strictly. This is probably because of his religious
background (Islam). Enani seeks to follow norms derived from his Islamic religious beliefs and
his culture, and he peppers his translation with Islamic references and quotes, as subsequent

chapters will discuss.

At the very beginning of the book, before the text of the actual translation, Enani includes a
long introduction in which he talks about the problems of translating Shakespeare’s sonnets
into Arabic. He talks specifically about taboo expressions found in Shakespeare’s sonnets and
how to deal with them. Although Enani follows the norms of Arabic literature and his religion
and culture strictly, he does not delete or omit any sonnet. Instead, he manipulates, or changes
taboo items found in these sonnets to meet the expectations of his audience in a poetic way.
Enani begins his Introduction by providing general information about Shakespeare’s sonnets,
noting that the sonnets have not been translated in full in the Arab world. He refers to attempts
made by Tawfiq and Wali, as well as alluding to Abu-Deeb’s work. Following on from this,
he talks about the translation of poetry in general. He then discusses the definition of a sonnet

and the characteristics of the Shakespearean sonnet. Enani also discusses problematic areas
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relating to the translation of Shakespeare’s sonnets into Arabic, making reference to their

ambiguity etc.

Enani tries to explain how taboo expressions and ideas can be tackled in translation. He even
entitles one sub-section “Homosexuality”. Enani suggests that it is possible to perceive
homosexual scenarios in Shakespeare’s plays, but that the texts do not reveal these perceptions
to be completely accurate. Indeed, Enani suggests that these perceptions or ideas are usually
insinuated more by stage business during production and by directorial influence, for example,
actors holding hands and hugging etc., he talks about the uncertain nature of the relationship
between Antonio and Bassanio in The Merchant of Venice, and the relationship between Duke
Orsino and Viola in Twelfth Night (Orsino is a male character, but Viola is a female character

who is disguised as a man, and would have been played by a male actor in Shakespeare’s day).

Enani quotes from the work of scholars who reject the idea that Shakespeare’s plays explore
homosexuality. He explains that homosexuality was prohibited in English society in
Shakespeare’s day and was only accepted by law in English society in 1967. He also suggests
that many Arab scholars and poets have not translated Shakespeare’s sonnets until recent times
because Arab norms prohibit homosexuality, and that translators have avoided the sonnets
because of their potentially taboo content. He provides an example of this view from Joseph
Massad’s book called Desiring Arabs or Arab and Desire (2007). Massad’s book explains that
depicting a man who desires another man is universally rejected in the canon of Arab poetry.
Mas’ad is an American writer who has Arab origins. He takes a position against depicting
homosexuality in Arabic love poems, but stresses that simply addressing another man in
endearing terms does not necessarily point to homosexuality. Chapter Eight of this thesis will

explore the idea of norms based on the conclusions made in the analytical chapters of this thesis
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(Chapters Six and Seven), and in this respect the way Enani deal with norms will be addressed

in more depth.

5.5 CONCLUSION

This thesis explores Arabic translations of Shakespeare’s sonnets, and this chapter has provided
the reader with the basic information about the sonnet form and its origin in literature. It began
by introducing the sonnet as a literary form which gained popularity in Italy, mainly due to the
work of Petrarch. It also looked at how the form spread through Europe, and to England, and

how the Shakespearean sonnet evolved in terms of thyme scheme, argument and content.

This chapter also introduced the reader to five Arabic translators of Shakespeare’s sonnets,
namely those published by Tawfiq (1988), Wal1 (2008), Abu-Deeb (2012), Lu’lu’ah (2013),
and Enani (2016). It outlined biographies for the chosen translators and looked at the most
common features of their work. This was done to facilitate the tracking of norms used in

translation.

The following chapters will analyse the problems encountered in translating Shakespeare’s
sonnets into Arabic, and it will refer to examples taken from translations made by the five
chosen Arabic translators in order to explore the ways in which each translator has challenged

or adhered to dominant cultural norms when translating the sonnets into Arabic.
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CHAPTER SIX:

THE TRANSLATION OF METAPHORS IN SHAKESPEARE’S SONNETS

6.1 INTRODUCTION

Previous chapters have explored the problematic issues that can arise when translating poems
from another language into Arabic, and the problems that can arise when translating
Shakespeare’s sonnets in particular. This chapter aims to explore the issues experienced by
translators when translating Shakespeare’s metaphorical language into Arabic. The chapter
focuses on translations made of chosen metaphors that appear in Shakespeare’s sonnets. This
is important because Shakespeare uses the device of metaphor extensively to express the
thoughts and feelings of the speaker of his sonnets. The chapter aims to answer the following
two questions: How have the metaphors found in Shakespeare’s sonnets been translated in
accordance with Arabic translation norms? Have norms affected the process of translating

Shakespeare’s sonnets into Arabic?

This chapter preserves its connection to the core ideas of the study in respect of the exploration
of translation norms and translation shifts. It will discuss how norms have played an important
role in the decisions made by the chosen translators when translating the metaphors used by

Shakespeare, and how the translators have used translation shifts.

Dolan (2002, p. 27) counts the number of economic metaphors Shakespeare uses in his sonnets,
stating that, “no fewer than 46, or nearly a third, of the 154 poems in the sequence make use of
economic metaphors, a rate of 29.8 percent.” This is a high percentage. This chapter will also
explore how different types of metaphors are used in Shakespeare’s sonnets, and how they
have been rendered in Arabic translation. Most importantly, this chapter seeks to study the
translations of metaphors in connection with translation norms. This does not mean that every

translation of a metaphor is driven by norms, but this part of the study aims to shed light on the
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ways the chosen translators have rendered some of the metaphors found in Shakespeare’s
sonnets using translation norms. This analysis will explore translator agency and how the

translators have applied distinction.

Any investigation of the translation of metaphors in poetry generally is not an easy task, and
this is especially the case for metaphors used in Shakespeare’s sonnets, due to their complex
typology and multiple possible meanings. Prandi (2010, p. 304) emphasises that, “there are
many different kinds of metaphor, with different grammatical, conceptual and semantic
properties; each of them represents specific problems to the translator” (as cited in Abdel-

Hafiz, 2014, p. 17).

This chapter begins by defining what a metaphor is before outlining how Shakespeare uses the
device. Different categories of metaphors will be discussed in relation to Leech’s model (1969).
Leech’s model offers tools to help categorise Shakespeare’s metaphors. Furthermore,
Newmark’s model of metaphor translation (1988) will also be discussed, because this model
provides conceptual tools that can be used to analyse translation shifts (which is one of the key
objectives of this thesis). Leech’s model (1969) has been chosen because it covers most types
of metaphor used by Shakespeare in his sonnets. In this respect, examples from Shakespeare’s
sonnets will be presented throughout the examination. Also, as noted above, the discussion will
also refer to Newmark’s model (1988), which provides a framework for how translators might
possibly render metaphors into Arabic in accordance with translation norms. Newmark’s model
provides extra guidance for explaining more abstract points that Leech’s model does not cover,
indeed, Newmark’s model can be used to highlight translation shifts that the Arab translators
have made when undertaking their translations of the sonnets. The choices made by the
researcher do not mean that only Leech’s and Newmark’s models are adequate for examining

how the chosen translators have rendered translations of the sonnets but referring to these
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specific models offers the most relevant support for negotiating the shifts that have been used

in translation to serve norms.

6.2 THE MEANING OF METAPHORS

Although the device of metaphor might be defined slightly differently by different literary
theorists, ultimately these definitions all refer to the same thing. The Dictionary of Literary
Terms & Literary Theory (2013, p. 432) defines a metaphor as, “a figure of speech in which
one thing is described in terms of another. Metaphors are a key basic construct in poetry. A
comparison is usually implicit; whereas in simile (g.v.) it is explicit.” This definition explicitly
connects the use of metaphors to poetry, but it is worth noting that although metaphors are

commonly used in prose, metaphors are used more frequently in poetry.

The metaphor is a figure of speech that is used extensively in both English and Arabic literature.
In other words, Arab literary theorists are familiar with the concept of the metaphor, simply
because metaphors are used extensively in Arabic literature. However, problems that occur
when translating metaphors can arise for different reasons and, therefore, translation scholars
have developed models to use when translating metaphors. This study applies the model
devised by Leech (1969) in a poetic context. Using this model works to highlight the influence
of Arab norms in what is said and how it is said when examining metaphor translation. In
addition, Newmark’s model for translating metaphors (1988) is also be referred to, using
illustrative examples taken from Shakespeare’s sonnets, to show how the five chosen Arab

translators have rendered metaphors using translational shifts and Arab norms.

6.3 THE STYLISTIC FEATURES OF SHAKESPEARE’S METAPHORS
Shakespeare’s metaphorical language has been highly acclaimed by scholars and by wider
audiences. One of the most admired qualities of Shakespeare’s language is his use of metaphor

(Omar, 2012, p. 162). However, there is common agreement that Shakespeare uses metaphors
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to a level which is sometimes classed as “metaphoric excess” (Rhodes, 2004, p. 64).
Shakespeare’s language is also often described as “densely figurative language” (Rhodes,
2004, p. 73). Indeed, McDonald (2001, p. 52) explains that, “metaphors are everywhere in
Shakespeare’s plays”, and the semantic multiplicity of the use of metaphors by Shakespeare
sometimes causes confusion for readers and critics. Shakespeare’s metaphorical style does not
lack organic harmony, but “one can scarcely pick up one of Shakespeare’s plays without being
struck by its pictorial and metaphoric density, consistency and multiplicity” (McDonald, 2001,

p. 75).

Another feature of Shakespeare’s metaphorical language is its simplicity, but this is mixed with
the sophisticated development of simple metaphors. Omar (2012, p. 162) notes that “his
metaphors go through the phases of plain observation, metaphoric abstraction and symbol
creation.” To explain this in plain language, Shakespeare’s metaphorical images can, mostly,
be understood by an audience, because they are drawn from common sources of
conceptualisation, such as everyday life experiences and the natural world (McDonald, 2001,

p. 77).

The subsequent analytical sections will explain that these images do not require significant
amendment for the sake of clarification in translation, but that translators must overcome
certain linguistic and other cultural specific problems when translating Shakespeare’s sonnets.
Shakespeare’s metaphors can be universally understood by a mainstream audience. Spurgeon
(1935, p. 44) elaborates on this idea by saying, “the great bulk of his metaphors and similes are
drawn from the simplest everyday things seen and observed.” However, McDonald (2001, p.
58) suggests that not all of Shakespeare’s images fit into this category, and Shakespeare also
mastered the “creation of metaphor”. Omar (2012, p. 164) agrees, stating that, “Shakespeare

also created original images which are painted artistically in a way that captures the attention
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of our faculty of perception.” This point will take a clearer shape in the data analysis part of
this thesis, where metaphorical examples taken from the sonnets are discussed in relation to
translation shifts that utilise the selection of wider images to meet the expectations of the TT

audience.

Shakespeare’s artistic talent for using symbols can also be linked to his use of metaphor. Omar
(2012, p. 163) explains that, “symbols are the most advanced form of metaphoric articulation
because there are strong metaphors which become deeply embedded in the culture in a way
they start to correspond to literal facts.” Shakespeare also perfects the art of adding detail to
metaphors. Indeed, a key feature of Shakespeare’s metaphorical language is its microscopic
description of the smallest structural details of two domains of a metaphor. Omar (2012, p.
164) explains this, noting some of Shakespeare’s highly detailed metaphorical structures,
emphasising that they are, “microscopic descriptions of the smallest conceptual elements of
the Source Domain and Target Domain. It is also unique for its accurate representation of the

interaction between the two fields of the metaphor.”

Shakespeare’s mastery of the metaphor also reveals, ... his interest in and knowledge of other
crafts, especially of needlework, for the small details of which he seems to have had a
peculiarly observant eye” (Spurgeon, 1933, p. 279). This pinpoints Shakespeare as an observer
of detail, and someone with clear sensitivity. This feature also brings Shakespeare closer to the
human self and the everyday man (and woman), especially when his speaker expresses their
feelings and sorrows. As Spurgeon (1933, p. 286) describes, “So the central figure gradually
emerges, not an outline sketch merely, but full of detail, a living, breathing, and intensely

human being, with marked individuality and tastes.”

Diversity is another feature of Shakespeare’s metaphorical language. Spurgeon (1935, p. 45)

describes what he calls “creative metaphors” that expand into multiple types of metaphors of
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different shapes, and that range from simple personifications to extended metaphors with more
complicated structures, etc. The last part of this chapter will explore this idea in more detail.
Omar (2012, p. 167) explains that, in many cases, Shakespeare’s creativity with metaphors is
so forceful that it has led critics to single him out for a, “freshness, opulence, and boldness of

imagery” (in Rodenas 2006, p. 93).

As stated above, Shakespeare’s metaphors are commonly derived from nature and everyday
human experience, making them easy to comprehend. However, the way that Shakespeare
develops these images can be complicated, so they become more difficult to understand. Even
some of his simpler metaphors can be complexly developed, as Omar (2012, p. 166) explains,
“One of the main features of Shakespeare’s imagery is its complicated nature in form and
content alike, which sometimes causes his metaphoric language to be described as “peculiar”

(Hudson 1872, p. 97) and “incongruous” (Hudson, 1872, p. 102).”

6.4 TYPES OF METAPHORS

This part of the chapter will discuss types of metaphors according to Leech’s model (1969).
Each type will be illustrated with an example taken from Shakespeare’s sonnets. The criteria
of discussion will focus on the way each translator has rendered certain metaphors into Arabic
according to Arab norms. This section explores five types of metaphors used in Shakespeare’s
sonnets: a) the concretive metaphor; b) the humanising metaphor; c) the animistic metaphor;

d) the synaesthetic metaphor; and e) the dehumanising metaphor.

6.4.1 CONCRETIVE METAPHOR

According to Leech (1969, p. 158), this type of metaphor, “attributes concreteness or physical
existence to an abstraction.” An example of this type is found in Sonnet 18 which includes the
concretive metaphor “summer’s lease”. Here, summer, “is treated as a kind of building that is

used for a limited period of time” and the lease period of summer is claimed to be “too short”
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(Abdel-Hafiz, 2014, p. 17). Booth (1977, p. 161) explains that this image means “a very brief
duration”, and goes onto say that, “the poem develops into a comparison between things of
lasting duration - things that are unchanging - things of limited duration - things that change.”
The following table shows how the five chosen Arab translators have dealt with the

metaphorical expression “And summer's lease hath all too short a date” (Sonnet 18).

The Source Text And summer's lease hath all too short a date

Tawfiq (1988, p. 37). B39 ha s g cisall b il

In summer, there is nothing but a brief chance

Walf (2008, p. 34). oY) yueah Al iseally Lingss

And we all know how short-lived summer is

Abu-Deeb (2012, p. 114) in BETRTV PN NN
prose. Spring lives for a very short time
Abu-Deeb (2012, p. 408) in verse. (68 alas ey ciual) Jal S g

Summer lives for a very short time and ends like a dream

Lu’lu’ah (2013, p. 64). nad da dlaf Ciuall dBe

And summer’s lease period is too short

Enani (2016, p. 113). o) Cpaadly J by Gl Cimall Juad SIS
Just like summertime that does not last long with its

glorious beauty

Table 6.1: Renderings of “And summer’s lease hath all too short a date” (Sonnet 18)

It can be noted that all the translators (except for Lu’lu’ah) do not preserve the metaphor of the

ST. As a solution, they render the line in a way that communicates the sense of ‘a shortness of
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time’. Abdel-Hafiz (2014, p. 17) compares Tawfiq’s (1988) and Jabra’s (1983) translation of
this metaphor; Tawfiq reduces the metaphor to its sense and makes the lexical choice of the
word “chance” instead of “lease” without expressing the metaphorical weight of the verse.
Both Jabra and Lu’lu’ah use the same expression in Arabic, but Jabra preserves the concretive
metaphor (Abdel-Hafiz, 2014, p. 17). This shows that Lu’lu’ah has followed in the footsteps
of Jabra in trying to preserve the concretive metaphor in his translation, as Table 6.1 shows.
All the other translators preserve the semantic weight of the metaphor comparatively, since
they keep the meaning of a “shortening of the season’s time” but they do not preserve the actual

metaphor used in the ST. Instead, they reduce it to create sense.

Comparing “summer” to a “lease” is not a common metaphor used in Arabic. Indeed, the
Arabic audience might not understand this metaphor without further explanation, or they might
understand it, but without experiencing the aesthetic impact it might have on the ST audience.
This explains why some of the chosen translators have paraphrased the meaning of this
metaphor into something along the lines of, “summertime is too short”. This image is not
common in Arabic, and so Wali reduces the metaphor to sense by paraphrasing the metaphor
to simplify it to the reader saying, Lxe s (we’ve always known how summer is short), in a

poetic way.

It is clear from the examples shown in Table 6.1 that Abu-Deeb has replaced the idea of
“summer” with “spring”, because the summer season in Arab countries is more likely to have
negative connotations with an Arab audience. Generally, most of the translators have used
paraphrase, and have reduced the metaphor to its essential sense. Few have sought to maintain
the actual metaphor, either by translating it literally, or by finding an equivalent metaphor from
the target language. Chapter Seven of this thesis will extend the analysis of Sonnet 18, with

more reflection on the cultural connotations of different seasons in the Arab world.
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Another example of a concretive metaphor is found in Sonnet 116. Shakespeare uses an
extended concretive metaphor, where the abstraction of “love” is compared to a “star” that
keeps a sailor on course, preventing his ship from going astray. The following table shows how

this metaphor has been rendered by the chosen translators.

The Source Text It is the star to every wandering bark

Tawfiq (1988, p. 140). Aailgd) Giad) JSt anil) 43)

It is the star to all the wandering ships

Wali (2008, p. 132). aila (S ja JS gy ani )

It is a star that guides every wandering boat

Abu-Deeb (2012, p. 314) in Al (3,95 JS sagdl aad 4d)

prose. It is the guidance star for every lost boat

Abu-Deeb (2012, p. 435) in A a6l Al 23 gags and

poetry. A star that guides the lost mariner in whatever seas he
sails in

Lu’lu’ah (2013, p. 260). A S e JS Agagl) and 4l

It is the guidance star for every lost boat

Enani (2016, p. 218). &0 galgd) andl) 4gd LS 5 el il
And the wandering ships find in it the wonderful guiding

star

Table 6.2: Renderings of “It is the star to every wandering bark” (Sonnet 116)

This example is classed as example of the influence of Arab culture on Shakespeare, because

he uses the image of using stars to navigate directions.'® This metaphor is well-known in the

18 Chapter Four gives more examples about the possible interaction between Shakespeare and the Arab world.
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Arab world because, historically, Arab poets have often referred to stars and the names of stars
in their poetry (especially in love poems). The metaphor of stars guiding ships is popular in
Arabic language and culture, and this metaphor would be known to the translators and the TT
audience. The Star of Suhail (Lambda Velorum) is the famous star Arab poets commonly
allude to when using this metaphor to describe a lover. In this example, Shakespeare uses a
similar device. Stars are frequently mentioned in the Qur'an as a sign of the greatness of God
Almighty’s creations and are alluded to as natural signs that can be of benefit to people:
580 #h a2l 5 S 5 (and landmarks and stars to guide people) (Abdel Haleem, 2015, p. 167).
In this example, the five translators all preserve the image of the ST. Tawfiq is the only one
who translates it literally, without providing any clarifying additions. In other words, he
believes the audience would be familiar with this image and its context. The four other

translators add in the description of “guidance” in the lexical choices they make.

6.4.2 HUMANISING METAPHORS

Leech (1969, p. 158) explains that this type of metaphor “attributes characteristics of humanity
to what is not human.” An example of this type of metaphor can be found in Shakespeare’s
Sonnet 27 when the speaker describes how he slides into a pattern of over-thinking whenever
he is trying to go to sleep, and desires to be at his lover’s side. Shakespeare describes his

thoughts as going on a journey or a pilgrimage to his lover.

But then begins a journey in my head
To work my mind, when body’s work’s expired:
For then my thoughts, from far where I abide,

Intend a zealous pilgrimage to thee ...

In the last line, Shakespeare describes his thoughts as if they were a group of men and women

performing a holy journey to a sacred lover. This metaphor is rendered by the translators as
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follows:

The Source Text

For then my thoughts, from far where I abide,

Intend a zealous pilgrimage to thee

Tawfiq (1988, p. 46).

) Losania By gha S (5 65

Intend to make a long, exciting journey toward you

Walf (2008, p. 43).

(B3 IS L) s o

To seek pilgrimage (hajj) to you with all earnestness

Abu-Deeb (2012, p. 132) in

prose.

() 48 9ot ma Ada ) Laaic Tas

Start a yearning journey of (hajj) to you

Lw’lu’ah (2013, p. 82).

L) dulan Ay A giid

So, it heads towards you on an enthusiastic journey

Enani (2016, p. 123).

& dia'ge o gad gl gl 2 Jil g
And intends to start its journey towards you believing in

you

Table 6.3: Renderings of “Intend a zealous pilgrimage to thee” (Sonnet 27)

There are cultural difficulties in translating this example, because Muslims generally find it
unacceptable to perform acts of worship on other human beings, because worship is reserved

for Allah Almighty (especially sacred acts such as one of the five pillars of Islam, Hajj). This

principle applies even for descriptions used in poetry.

The concept of religious pilgrimage is well-known to the Arab audience because of its status
as a pillar of Islam, to be performed once in a lifetime. Not all the translators have translated
this line literally, using the Arabic word for “pilgrimage”, which is Aajj. The main reason why

some of the translators have not translated this metaphor literally into z> might be because of
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its connections with God. This connection is supported by a Qur'anic verse which makes it the
duty of all Muslims, who can afford it, to perform pilgrimage for God. The verse reads: & 445
N 4 g Uil el Za Al (Pilgrimage to the House is a duty owed to God by people who

are able to undertake it) (Abdel Haleem, 2015, p. 41).

Wali and Abu Deeb are the only translators who have translated “pilgrimage” literally into
“hajj”. In the context of these translations, this is not considered to be a sacrilegious act
(although it is not preferable). Tawfiq (1988) paraphrases the word “pilgrimage” without using
the word “hajj” with all its religious connotations; instead, he just conveys the eagerness of the
lover-poet to meet his beloved. Commenting on Tawfiq’s translation of this line, Abdel-Hafez
(2014, p. 18) explains that, “the translator has failed to reproduce the SL image; he has reduced
the image to its sense.” Walt renders the meaning of “pilgrimage” in a similar way to that of
Tawfiq. Enani is happy just to communicate the sense of a “journey”, accentuating the religious
sense, by inclusion of the expression < 43 (believing in you) without using the religious
word “hajj”. Abu-Deeb translates “pilgrimage” literally as @~ 4~ (a journey of hajj). In
Shakespeare’s day Christian readers would have been far more familiar with the concept of

religious pilgrimage than secular readers are today.!”

Another example of a humanising metaphor is found in Sonnet 18. In this sonnet, “death” is
given a human quality when the speaker describes it as “bragging” about taking people,
including the speaker’s beloved, who is envisaged as wandering in death’s shade, if the beloved

fails to reproduce.

19 Chapter Seven will talk extensively about translating Shakespeare’s religious references, not just in
connection with how they are translated when they are used as metaphors.
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The Source Text

Nor shall death brag thou wander’st in his shade

Tawfiq (1988, p. 37).

AU el ghay ) gl < gall Y

shadows its in you fold can death Nor

Walf (2008, p. 34).

ally 1 il el ol Al o

Nor death can brag that it has you walking in its shadows

Abu-Deeb (2012, p. 114) in

prose.

Al Uy aily xiis of sl £ o

Nor would death be able to brag about shadowing your steps

Abu-Deeb (2012, p. 408) in

poetry.

¢ agalin Jl 8 bl L gy iy o)) GlIXS sl

Nor will death brag that you are walking in the shadows of its wings.

By Lu’lu’ah (2013, p. 64).

o gl Al Gl @ gall Jlisy o

Nor will death brag that you are roaming in its shadows,

By Enani (2016, p. 113).

17k olidl) Jha & Eay o8 ol alaad) a3 o5 IS
Nor will death brag that you become expelled in the shadows of its

yard.

Table 6.4: Renderings of “Nor shall death brag thou wander’st in his shade” (Sonnet 18)

Tawfiq reduces the metaphor in this line to sense by omitting the word “brag”. He is the only

translator who has omitted this word in his translation, although he partly maintains the

metaphorical expression of death. Again, Tawfiq reduces the metaphor to its sense, describing

the action of death as “folding”, rather than “bragging”. The image of the persona of death

taking the lover away is maintained, although conveyed in a different way. Three translators

retain the key image of the persona of death as “bragging”, and the image of the lover

wandering in the shade of death, although they make different lexical choices to do this. Enani

also retains the image of “bragging” but uses a higher register of Classical Arabic because he
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is translating the sonnets into verse. Arabic poetic norms encourage the use of humanising
metaphors, and Arab audiences are familiar with this type of metaphor. An example is seen in
the popular Arabic song by Abdul-Halim Hafiz, 3= & a3 jlla il (the river is thirsty for he

misses your sweet mouth).

6.4.3 ANIMISTIC METAPHORS

Leech (1969, p. 158) explains that this metaphor, “attributes animate characteristics to the
inanimate.” In other words, this metaphor attributes living (but not necessarily human) qualities
to things that are not living. An example of this kind of metaphor is found in Sonnet 19. In this
sonnet, Shakespeare compares the concept of time to a fierce living creature that has the power
to deprive lions of their sharp claws and that can force Mother Earth to devour her own

children. Shakespeare describes “time” as “devouring”.

Source Text Devouring Time, blunt thou the lion’s paws,

And make the earth devour her own sweet brood

Tawfiq (1988, p. 38). ¥ il ¢ idal) Cpa 3
¢ Cpaadal) LS L) Al Gl Y Jaaag
Predator time, soften lion’s claws,

And makes earth eat its good children

Wali (2008, p. 35). ) ulia aLith ¢ yihal) pa 3l Lo
Boladl W jlua alis (2 ¥ Jraily
O time you predator, can soften the claw of the lion

And make the earth swallow its young sweet offspring
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Abu-Deeb (2012, p. 116) in prose.

ha gl a3l

) G 33 pgS] cusikall Cpa 3 gl e

gl ) B glad) il glaal) L i 2 ) Jealg

You, O Time, the Predator, can soften the clutches of the lion,

And let the earth devour the sweet creatures which she bore

Abu-Deeb (2012, p. 409) in verse.

gl ga 3l

250 (5 81 Gl g i i ) e J ) a3 g

3519 alS Lgtaadl A1) il (pu 385 ) Jaal g

O time you ghoul, if you desire you can soften the clutches of
the stronger lions

And let the earth devour the creatures that she bore as a mother

Lu’lu’ah (2013, p. 66).

) qllia ol cagalal) cpa 3l g
gl ) agdli (2 ) Jralg
O devouring time, you can soften the claws of the lion

And let the earth devour the flower of its children

Enani (2016, p. 114).

Dot A1 83 o o k) a3 &, b

Jiadl A Lgaie 88 Lgad 3,035 O (A G g3 adalg

O greedy Lord of Time, you can soften the sharpness of the
mighty claws of the lion

And push this earth to swallow immediately the apples of its

eyes

Table 6.5: Renderings of “Devouring Time, blunt thou the lion’s paws” (Sonnet 19)

In this sonnet, the speaker resumes his attempt to persuade his friend to marry and warns his

friend about the dangers of letting time pass. Time is referred to seventy-eight times in sonnets

1-126. In this sonnet, Shakespeare uses an animistic metaphor to liken time to a monster that
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can take power away from the strongest beasts on earth, and that can eat its own offspring. It
is possible to link this image to the story of Cronos, King of the Titans from Greek mythology.
In Greek mythology, Cronos is drawn as a fierce father who devours his children. The myth of
Cronos tells us that he eats his first five children, but his wife Rhea hides her sixth son, Zeus,
placing a rock in his place. Cronos then eats the rock, thinking that it is his son. Cronos eats
his own children, because his father Uranus, ruler of the skies and the heavens, foretells that
one of Cronos’s children will become King of the Titans by force, usurping his own father. In
Greek mythology, Uranus is depicted as having no love for his wife Gaea, which means
“mother earth” (the name from which the word Geography comes from). Uranus decides to
imprison all his children away from Gaea inside the earth. Shakespeare would have been
familiar with the stories of Greek mythology, and it is possible that this knowledge inspired his

creation of the image of time as devouring man, as used in this sonnet.

The back translations reveal that all five translators preserve the animistic metaphor used in the
source text. They all depict “time” as a fierce creature that can deprive lions of their sharp
claws, which help them to prey and eat; and as something that has the power to make life on

earth vanish. Enani brings the reader closest to the Greek myth by referring to Lord of Time.

Figure 6.1: Saturn [Cronos] Devouring his Son by Francisco Goya (1746-1828)

http://www.francisco-de-goya.com/saturn-devouring-his-son/
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6.4.4 SYNAESTHETIC METAPHOR

Leech (1969, p. 158) explains that this type of metaphor, “transfers meaning from one domain
of sensory perception to another.” Shakespeare’s sonnets contain a few examples of this kind
of metaphor. For example, “To hear with eyes’” is an expression taken from Sonnet 23. Here
Shakespeare uses a synaesthetic metaphor to transfer the domain of sight to the domain of

hearing (i.e., using the eye to hear).

The Source Text To hear with eyes belongs to love’s fine wit

Tawfiq (1988, p. 42). caa el SA Call Aadle (paally g Lasd)

Hearing with the eye is a sign for smart delicate love

Wali (2008, p. 39). 8 53 @) o A Ol g (4
To hear with the two eyes is a gorgeous love with an

insight

Abu-Deeb (2012, p.126) in prose. Al Ak Cala ) (e < ppanall (B> o i g (8
To hear with your own eyes is "at the heart" of softening

the acumen of the heart

Lu’lu’ah (2013, p. 74). Al a4 3 il plandla

Listening by the eyes is a specialty of precious love.

Enani (2016, p. 118). Qldl) 3 ddn ) diladl o (el die claal) ddla
The listening energy at the eye belongs to a delicate

acumen in the heart

Table 6.6: Renderings of “To hear with eyes belongs to love’s fine wit” (Sonnet 23)
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6.4.5 DEHUMANISING METAPHORS

This kind of metaphor is described as being used, “to ascribe animal or inanimate properties to
a human being, [which] frequently have a ring of contempt” (Leech, 1969, p. 158). This kind
of metaphor is used to ascribe non-human qualities to a human being. An example of this can
be found in Sonnet 28 in which the speaker tells of how he tries to placate both day and night
by telling them that his friend is radiant. He compares his friend to a shining heavenly body

that lights-up the sky in a golden shade that replaces the stars.

The Source Text So, flatter I the swart-complexion’d night,

When sparkling stars twire not thou gild’st the even

Tawfiq (1988, p. 47). (Sinal) (ualdl) AadE A Sl (5 i Lay 1358
Aatlial) a gadll Lgde candiadi Ladie planddl 40y § audis &) J g8

It is the same as well when I flatter the night in its

complicated blind darkness,

I say that you shine to beautify the sky when the

twinkling stars are hidden

WalT (2008, p. 44). 2 sanl) Al Ladie 3 gl A o) 13 Jall (Lt Las
AL plaall Al e il
As I flatter the black-faced night when the stars are

darkened: You paint the night with gold

Abu-Deeb (2012, p. 134) in SNl 3yl 13 Jall) 3Lasi el
prose. el A i) Gl Aadiadiall o sail) YO Y

This is how I flatter the dark-toned skin night. When the

sparkling stars are not twinkling, you gild the night
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By Lu’lu’ah (2013, p. 84). Ol anady) Jall) i 138
plesall o 35 lild dndindiall p gandl) gud Ladis (A gy

This is how as I well I flatter the dark faced night

When I tell him how you gild the night when shining

stars are unlit

Enani (2016, p. 124). il M)y gl cudig oS 1 jand) A (3800

$) il 2 gad POh) aday AN 3 gy G Ao
And I lie flattering my dark night: “how you’ve
beautified my night with the colour of gold!”

Even when it is too dark for the stars to be seen

Table: 6.7: Renderings of “So flatter I the swart-complexion’d night” (Sonnet 28)

Generally, all the translators preserve the metaphorical image of the ST regardless of the level
of similarity in detail. Tawfiq refers to the attributes of gold (shining) instead of using the
metaphor of gold itself. Walt retains the idea of adding the effect of gold to the dark sky, but
also adds in the new metaphorical image of painting. In this example, both Lu’lu’ah and Abu-
Deeb preserve the original image of the ST, as an almost literal translation of the metaphor.
Enani adds in more detail to the image, rendering it as the “colour of gold” instead of golden,

but his translation ultimately recreates the same metaphorical effect of the original ST.

6.5 TRANSLATIONS OF METAPHORS IN ARABIC IN ACCORDANCE WITH
ARAB NORMS BASED ON NEWMARK’S (1988) MODEL

Newmark’s model (1988, p. 107) explores procedures for translating metaphors. In the
following sections each of these procedures are explained with examples taken from the
translations of Shakespeare’s sonnets. This will connect the points of discussion to the current

study of Arab norms, and to Vinay and Darbelnet’s theory of translation shifts.
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6.5.1 REPRODUCING THE SL IMAGE IN THE TL
This procedure is perhaps the most important in respect of ensuring fidelity in translating
metaphors. An example of this can be found in Sonnet 18 when Shakespeare describes the sun

as “the eye of heaven”.

The Source Text Sometimes too hot the eye of heaven shines

Tawfiq (1988, p. 37). Bl 5l oy Ulal slawd) (e (34

Sometimes too hot does the eye of the sky shine

Wali (2008, p. 34). 8y L oa adly Juadd) e § i

Sometimes the eye of the sun shines with its most heat

Abu-Deeb (2012, p. 114) in Ay B g Ulba) fi plad) dBaa g

prose. Sometimes the pupil of the sky shines with burning
flames

Abu-Deeb (2012, p. 408) in (e 585 Ay Ul s 08l (e Juw i Ul

poetry. Sometimes the eye of the universe shines with burning
flames

Lu’lu’ah (2013, p. 64). cdjall Al e Jaayt Ulad Guadd) cpe

Sometimes the eye of the sun sends more heat

Enani (2016, p. 113). 3B g3 38 ) o Al placd) (e g 4 Al g
We might see the eye of the sky brightening with

burning heat

Table 6.8: Renderings of “Sometimes too hot the eye of heaven shines” (Sonnet 18)
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Generally, all the translators keep the SL image in translation because it is an image that the
Arab audience would be able to understand regardless of the exact equivalent used in the
translation attempt. Referring to the sun as an eye is a common device in Arabic love poems.
One popular Egyptian song goes as follows: il muba QI (s cpual s Sleaile (uelll (el )5l 8
(tell the eye of the sun not to be too hot for the love of my heart is walking out in the early
morning). This device is commonly used for one-word metaphors. The translation of idioms
or complex metaphors usually depends on cultural overlap. An example of an extended

metaphor will be given in the following section.

6.5.2 REPLACING THE SL IMAGE WITH A STANDARD TL IMAGE
This procedure is important in order to avoid vague and awkward meanings or unclear images
for the Arab audience. An example of this can be found in Sonnet 30 when Shakespeare uses

a concretive metaphor and describes death as a dark place in which friends are hidden.

The Source Text For precious friends hid in death’s dateless night

Tawfiq (1988, p. 49). (s 2a yull AaDE B i gal) aa) gh cpdl) ) ) sBaal) )

To the dear friends that death has folded in its eternal darkness

Wal (2008, p. 46). A N 3 b gl g £ ed plisal o

Our dear friends that death has concealed in an endless night

Abu-Deeb (2012, p. 138) eu) AL B Cigall aalia cplle pliaal o

in prose. Our precious friends that death has hidden in its eternal night
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Abu-Deeb (2012, p. 410) A dal ¥ cigall il B 190 e slaal e -

in poetry.
) sl gt aalsh (e slal dal e -

Our precious friends who are hidden in the eternal night of

death.

For the sake of precious beloved ones whom the eternal

night of death has folded in its darkness.

Lu’lu’ah (2013, p. 88). bl Y G b gl gl #1301 cilanal e

Our dear friends whom death has concealed in an endless night

Enani (2016, p. 126). e ga S Cgal) Jul aalid] Claual 331 Jaa
For the farewell of dear friends who are hidden in the night of

death until no end date

Table 6.9: Renderings of “For precious friends hid in death’s dateless night” (Sonnet 30)

In this image, death is depicted as a dark place in which the speaker’s friends are hidden for
eternity (Abdel-Hafiz, 2014). All of the translators have changed the image of death as a
passive element into death as an active element that hides friends in its darkness. Tawfiq uses
the expression< sall aal sb (death has folded), which is a commonly used Arabic expression, to
convey the meaning of death as a cause that has led the friends to vanish in its darkness, as if
in a closed box. Abu-Deeb uses a similar image to the one used by Tawfiq to describe death as
folding the friends in its darkness. He also uses similar vocabulary in both his prose translation
and in his poetry translation, where he describes death as “hiding” the friends in its endless
night. Both Wali and Lu’lu’ah use the same description of death as ‘concealing’ the friends in
its endless night. Enani translates this image in a similar way to the other translators, and

describes death as hiding the speaker’s friends in its dark night, eternally.
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6.5.3 TRANSLATING THE SL METAPHOR AS A SIMILE

A simile is easier to comprehend than a metaphor, as it overtly shows the reader that a
comparison image is being drawn, using the words as or like. It is difficult to give a general or
specific reason why a metaphor might be translated as a simile, because ultimately this is down

to the translator’s own personal choice. Sonnet 28 is an example of where the five Arab

translators have chosen to translate a metaphorical image differently.

The Source Text

1 tell the day, to please him thou art bright

Tawfiq (1988, p. 47).

Aagally sl g el ol (S ¢ Ll J g8

I tell morning, to make it happy, you are shining with joy

Walf (2008, p. 44).

slacd) o) caaa M8 jlgill 80
co il (S cadabaal) 65 (B s gl L
I tell the morning when sky is hidden with clouds: how

beautiful is my beloved in your bright light, to make it

happy

Abu-Deeb (2012, p. 134) in

prose.

4&3& ) 64—}0&‘); gSJLg-m dﬁ\

I tell morning to please it: you are bright

By Lu’lu’ah (2013, p. 84).

sl g eli) dpa ¥ gl J 8

I tell morning to please it: you are bright

By Enani (2016, p. 124).

Tl s [ Jia] il 0 uald muall ¢ g Al 9
I lie to morning light by telling it: you are, [like my

beloved], bright

Table 6.10: Renderings of “I tell the day, to please him thou art bright” (Sonnet 28)
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In the image, the speaker envisages himself talking to the day, as if it were a person, and paying
it a compliment by saying that it is as bright as the poet’s friend. Tawfiq, Abu-Deeb and
Lu’lu’ah delete the original comparison metaphor and keep only the image of the speaker
flattering the day. Walt renders the metaphor by adding in more details but keeps the essential

image as it is. Enani changes the metaphor into a simile by adding in the word “like”.

6.5.4 TRANSLATING A METAPHOR USING A METAPHOR (OR SIMILE)
COMBINED WITH SENSE

This procedure is a mixture of all the other procedures. Generally, translators do not always
use the same procedures to translate an image. Indeed, the next chapter will focus on the
translation of taboo images and give examples of cases where the translators have replaced
taboo expressions with other more acceptable metaphorical images. An example of this case is

the multiple use of the word Will in Sonnet 135 as follows:

Whoever hath her wish, thou hast thy Will,
And Will to boot, and Will in overplus;
More than enough am I that vex thee still,

To thy sweet will making addition thus.

Scholars tend to agree that the word Will is a pun that refers to the sexual organs, willpower,
and the speaker. However, the Arab translators opt to translate this pun differently. In order to
do this, they each follow different procedures to reach the target message, without it being
inappropriate for an Arabic audience. Some of the translators chose not to translate this sonnet

at all.
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Source Text

Whoever hath her wish, thou hast thy Will

And Will to boot and Will in overplus

Tawfiq (1988, p. 161).

Al ) il cuils a8l (W jhg iy g3 e
580 o105 gl g cdiay jad) dlial cuilg Lag
Who would satisfy her sexual needs, you had the desire

As you had the determination and the abundant lust

Walf (2008).

Walt did not translate this sonnet.

Abu-Deeb (2012, p. 354) in

prose.

o<l ggdi> /elagd g Gl cuild Al 55 Laa B Y S5 Laga

i iy <) g /09 Al g ¢l a <l ggdi> / J g Lial Wl g

Whatsoever a woman has what she wants, you have your will
[lust],

And you also have will [lusts] extremely, as well as you have will

[lusts] excessively

By Lu’lu’ah (2013, p. 298).

celiaf ) dhal cdld ¢ Lgid ) Lgual cuilS e
R KL LT
Whomever had her desire, you have your volition

And a determination on top of that, and overflowing lust

Enani (2016, p. 238).

SRy gy b Sl Lglaly AT i3l o

A Al g GHIA slal) dgila ) culi Sl

If a woman has reached her desires, it should be you. You won your
beloved... this poet.

And besides, you’ve got the flowing water and overflowing good.

Table 6.11: Renderings of “Whoever hath her wish, thou hast her Will” (Sonnet 135)
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The back translations show that Tawfiq and Lu’lu’ah translate Will as to mean determination
or lust. Walt opts to omit this sonnet completely from his book, most probably due to the
controversial sexual nature of the content. Abu-Deeb keeps in the word Will as it is, with its
corresponding pronunciation in Arabic as Js, but he adds in the word 3s% (lust) after each
Will (Js). Enani translates meaning of Will to create the image of flowing water. This shows
just how much Enani seeks to satisfy Arab norms. Unlike Walt, Enani keeps the translation of
this sonnet in his book but translates its component by component in a way fits in with Arab
norms. All sexual references to Will are replaced to indicate the speaker (poet) himself, or to
refer to flowing water. However, Enani fails to explain what the flowing water might refer to).
In Arab culture flowing water is generally a positive symbol that represents wealth and

blessings.

6.5.5 THE TRANSLATION OF A METAPHOR WITH THE SAME METAPHOR
COMBINED WITH SENSE (WITH EXTRA ADDITIONS BY THE TRANSLATOR)

In Sonnet 131 Shakespeare describes his significant regard for the one he addresses as “the
fairest and most precious jewel”. In this sense, Shakespeare considers his love to be valuable
and beautiful. In translation, some of the translators have qualified this meaning by enhancing

a sense of comparison, and they have added in extra descriptive words to convey meaning.

The Source Text Thou art the fairest and most precious jewel

Tawfiq (1988, p. 157). e LMET g ol sal) Jaal
The most beautiful of the jewels and the most priceless

among them all

Wali (2008, p. 147). 5aa 2 5 danl i) haa cpaalas el
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You know well that you are the most beautiful and

precious jewel
Abu-Deeb (2012, p. 346) in kil g ) sadl Jaal
prose. The most beautiful jewel and the rarest among them all
Lu’lu’ah (2013, p. 290). AT A sl g Jaad)

The most beautiful and most priceless jewel

Enani (2016, p. 233). alladl 83 _a g cyall Ja 81 al Aa
The prettiest woman, and yet the most precious jewel in

the world.

Table 6.12: Renderings of “Thou art the fairest and most precious jewel” (Sonnet 131)

Generally speaking, in most of his translations, Enani opts to use this device extensively,
indeed, more so than any of the other translators. This adds both extra poetic style and meaning

to the verse translation.

6.5.6 CONVERTING THE METAPHOR TO SENSE

Newmark (1988) explains that this procedure is needed when the TL image is, “too broad in
sense or not appropriate to the register.” In other words, this procedure suited to translating
extended metaphors. Sonnet 33 contains an example of extended metaphor that has been
reduced to sense when translated into Arabic. Leech (1969, p. 159) describes an extended
metaphor as, “a metaphor which is developed by a number of different figurative expressions,
extending perhaps over several lines of poetry.” In Shakespeare’s lines, concepts such as the

morning and mountains are given human attributes.
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The Source Text

Full many a glorious morning have I seen
Flatter the mountain tops with sovereign eye,
Kissing with golden face the meadows green

Gilding pale streams with heavenly alchemy

Tawfiq (1988, p. 52).

Wil £ lgadl ALalsl) Bapamd) cilalua) (e oS
5 pa) s Jlual pad o glan (i
o) padd) J ggal) (1) Lgg 53 i
4 glanad) g Laasslly daldd) Jghaad) Al
Many are the fully glorious mornings I’ve seen
Adding its beauty on the tops of mountains with a charming
glimpse
Kissing the green meadows with its golden face

Painting pale streams with heavenly alchemy

Walf (2008, p. 49).

L) ploall Guad cul ;e Jisi L
dgBha (g Jlad) aad (g ks
g1 adl) 21 pal) a1l Lggan 52 A1
5 ghamal) L juuaSly dall) Jgland) Al g
Many are the times ’ve seen the glorious morning sun
Praising tops of mountains with the eyes of its glory
Veiling the green meadows with its golden face

Painting pale streams with heavenly elixir
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Abu-Deeb (2012, p. 146) in

prose.

A4l da gl (4 oS
Asla G Jlad) 63 day
(Y g 5o £ padl) 7 g pall S
Aagl) slaasiy Lflal) Jglaad) iy
Many are the glorious mornings I’ve seen rubbing the tops of
mountains with royal eye kissing the green meadows with its
golden face and turning the pure streams into gold with

divine alchemy

Abu-Deeb (2012, p. 413) in

poetry.

Iyl zluall eyl ; 83 5 a8y
L) Claalal) s o2 Sy
lyaa Lad & oSl Jaad AS gla G
LAl g gall puadl) S5 ad gy Ay
Cpallls ddla J glaad) Lgsd caXig
8ok Agll Jia clgibasd diidy
It makes the universe young and new with its royal eye
And in its golden face it kisses the green dewy meadows
Gilding its streams as pure as silver

With the beauty of its alchemy, as charming gods

Lu’lu’ah (2013, p. 94).

il B (g Tl o8
(ol § i Jluad) pad ey
I Aa g osall pad Ji
I bam o Jglaad) lls iy
Many are the beautiful mornings I’ve seen
Tickling the summits of mountains with royal glimpse,
Kissing the green meadows with golden face

And turning the grim streams into gold with heavenly magic!
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Enani (2016, p. 129). £zl gl al) Coalé Le AS) La
£15aY0 Jlan aad Ga1Yy
Aslal) dadabid) (pand) 0pa
$) i Laly ) (0 2 oliaay Jily g
Lglall i) e ey Aalid) L) S
Many are the times I’ve seen the glamorous pearly morning
Sheering the tops of mountains with lights
From the royal shining eye
Kissing with its golden complexion the green meadows

Beautifying the pale river with the upper magic droplets.

Table 6.13: Renderings of “Full many a glorious morning have I seen” (Sonnet 33)

The back translations reveal how the metaphors have been reduced to sense in Tawfiq’s
translation in particular. Tawfiq has reduced the image of the glorious morning, which is
flattering the mountain peaks, to its sense. Also, human attributes have been substituted, and
the meaning rendered as a description of how the glorious morning adds to the beauty of the
mountain peaks. However, Tawfiq does not reduce the next image, of the sun kissing the
meadows, to sense. Generally, it could be argued that Tawfiq makes personal choices, and is
not driven by Arab norms. Furthermore, the other Arab translators have preserved the images
of the ST as they are in the TT, regardless of different choices made to render lexical
equivalents. For the last lines, only Abu-Deeb and Lu’lu’ah preserve the exact image with a
literal translation of gilding as <4 (gilding), while the other translators change the verb used.
Tawfiq and Wali translate gilding as ki (painting), and Enani translates it as < (to

beautify). Ultimately, the overall Shakespearean images are kept, and meet Arab norms.
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6.5.7 DELETING THE METAPHOR

Although this procedure is not preferable, it sometimes cannot be avoided, especially if the
metaphorical images clearly clash with Arab norms. One example of this can be found in
Sonnet 28 as discussed above. It is worth noting here that Tawfiq has been criticised for using
this procedure extensively in his translation of the sonnets. The next chapter of the thesis
discusses the translation of taboo cultural references and images found in Shakespeare’s
sonnets, and provides examples of where deletion is a ‘must’ in the translation process, in the

context of Arab norms.

6.6 THE NORMS OF TRANSLATING METAPHORS IN SHAKESPEARE’S
SONNETS INTO ARABIC

The analyses of this chapter show that norms play a role in the Arabic versions of
Shakespeare’s sonnets. Most aspects of Toury’s classification of norms are covered in this
section. Preliminary norms are a prior step to any translation attempt. The analysis reveals
some preliminary norms, since the five Arabic versions of Shakespeare’s sonnets were
rendered by Arab translators, who translated from Shakespearean (Elizabethan) English into
Arabic. These will take a strong presence in the discussion of the translation of metaphors,
because each translator has the option of multiple choices (usually), and their preferences

highlight dominant norms.

It is Enani’s version of the sonnets which considers TC norms (acceptability) the most, but
Abu-Deeb seems to apply SC norms (adequacy) more often. As Chapter Eight will discuss,
this leaning towards the TC or the SC can be influenced by multiple factors, and it can affect a
translation’s distinctiveness. It is worth mentioning here that Enani’s and Abu-Deeb’s
translations borrow words from the SC culture, and this seems to be a common feature of their

translations, but one which is not motivated by religious reasons. However, the choices made
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by all the translators are influenced by various other factors such as dominant cultural norms,
personal background, and personal preferences, etc. The other selected translations oscillate on
a scale between Enani and Abu-Deeb’s orientations (which represent the two extreme poles of
cultural norms as they are applied by all the translators). Operational norms also take their
shape in the translation of the metaphors found in Shakespeare’s sonnets, but the translators
seem to care most about the linguistic aspects of translation, but a discussion of this is beyond

the scope of this study.

Toury’s classification of norms does not completely cover the cultural aspects of translation,
therefore, concepts taken from Hermans’ (1999) and Chesterman’s (1993) theories about
norms will be applied here as well. Hermans (1999) investigations relate to this study because
they highlight the socio-cultural configuration of norms; he advocates investigating norms by
analysing the strategies followed by the translator. His approach supports the belief that certain
factors such as social, cultural, and poetic, etc. can contribute to a translator’s decision-making

processes.?’

It can be seen from the translational choices made by each translator that Chesterman’s theories
of norms take a clear shape.?! For example, Chesterman’s Professional (Process) norms (the
norms that control the translation process itself) can be distinguished among the translators.
Accountability Norms (also called ethical norms) relate to the translator’s standards and
integrity. Communication Norms (also called Social Norms) are of interest in this current study
because translation bridges the gap between the ST and TT to deliver the intended message of
the text to its target recipients. As discussed, all the translators have used different methods

and strategies for translating Shakespeare’s metaphors to deliver the meanings of these

20 Hermans (1999) investigation into norms is discussed more fully in Chapter Eight which explores the
translators’ driving forces of translation and the distinctiveness of their translations.
2l See Chapter Two for more information about Chesterman’s classification of norms.
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metaphors to their Arabic readers. Indeed, Chesterman explains that decisions made during
translation are the outcome of multiple factors, including social and cultural, the translators'
agency, translational shifts, and an awareness of the intended target audience. These factors are

discussed in more detail in Chapter Eight.

It might be concluded that the more a metaphor is likely to be understood by an Arab audience,
the more the translator can keep the source image without modifications. Also, the more a
metaphor is culturally accepted by an Arab audience, then the more a translator can keep it in,

without disguising its source features, to meet an audience’s expectations.

Undertaking an analysis of relational norms (also called linguistic norms) is beyond the scope
of the study, as is undertaking an analysis of expectancy (product) norms, which are concerned
with TT readership expectations about the translated product; these norms have a linguistic
aspect because they concern grammatical appropriateness and acceptability in the TT culture,

and style and register, etc.

6.7 CONCLUSION

This chapter has explored how the translators have rendered the metaphorical imagery found
in Shakespeare’s sonnets into Arabic. It began by explaining the metaphor as a figure of speech,
and Shakespeare’s use of metaphor. Examples were cited from translations of Shakespeare’s
sonnets in order to illustrate how Shakespeare’s metaphors have been rendered in light of
dominant Arabic translation norms. The discussion of the translation of metaphors in this
chapter was informed by Leech’s (1969) typology of metaphors and Newmark’s (1988)
procedures of translating metaphors. Using Newmark’s typology of translation shifts, the
analysis demonstrated the different strategies used by the translators in rendering the

metaphors. The extent to which the translators’ choices are aligned to norms varies, as the
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analysis reflected. However, the translators mostly sought to avoid clashes with an Arab

audience’s norms and expectations.

In most of his sonnets Shakespeare uses patterns of extended metaphors to create complex
images in order to create a specific effect. Understanding how metaphors are used is essential
to studying and understanding Shakespeare’s sonnets, and how the sonnets have been rendered
into Arabic. The translators all understand that ignoring the metaphorical language of
Shakespeare’s sonnets will not produce an adequate translated version. Ultimately,

Shakespeare’s poetry is driven by the power of metaphors.

It is impossible to simplify the complicated and ambiguous methods each Arabic translator has
used for his translation of Shakespeare’s metaphorical images into Arabic. In other words, it is
impossible to conclude exactly why each translator has chosen certain criteria for translation.
However, evidence shows that norms have influenced some of the choices made by some of
the translators. For example, it is clear that some translators have been constrained by their
religious and literary backgrounds in their translation of the sonnets. An element of personal

conceptualisation has also influenced some of the choices made.

Generally speaking, the Arabic translators of Shakespeare’s sonnets have maintained the
metaphors used in Shakespeare’s sonnets, with some differences in the choices made by each
of the translators. However, although deleting metaphors is not preferable, many of the source
metaphors have been deleted in the Arabic translations. Both Tawfiq (1988) and Walt (2008)

omit metaphorical images extensively in comparison to the other chosen Arabic translators.

Although this study seeks to shed light on whether or not norms have influenced the choices
made by the translators, in some cases it is not exactly clear as to why the translators have made
certain choices. The driving reasons behind translation play their role in the agency of the

translator. For example, Walt hints that he is translating to make source texts available for

201



Arabic students; his translations are an attempt to provide a simplified and conservative version
of Shakespeare’s sonnets in order to meet the Arabic cultural norms of his academic recipients.
However, Tawfiq was a journalist who was more used to translating for the everyday (but not
necessarily academic) reader, and, therefore, tracking the roots of English metaphors in detail
may not have been a priority for him; his translation priorities seem to be clarity and the

enjoyment of reading.

The conclusions in this chapter are based on observations from the corpus of the study and of
each translators' agency. One of the basic conclusions to be drawn from this chapter is that
translators oscillate in the choices they make. Since none of the translations have been made
for political or religious purposes, the reason for this oscillation might, perhaps, simply be
personal artistic preferences. An example of this is Abu-Deeb, who makes clear references to
the Bible which reveal his Christian background, but his translation also contains Islamic
words. Enani’s version uses many Qur'anic expressions, but, in many cases, it keeps in

Shakespeare’s source Christian symbols.

This chapter has built its analysis on Leech’s (1969) typology of metaphors and Newmark’s
(1988) procedures of translating metaphors, because these theories are diverse enough to cover
most of the metaphors found in Shakespeare’s sonnets. These models can also be used to
progress the investigation of norms. Nevertheless, categorising the examples found in the
sonnets under Leech’s typology, and classifying them to be translated according to Newmark’s
model poses some challenges because a translator usually translates a metaphor in a way that
he or she finds convenient, using intuition (gut instinct), and not using a specific academic
method. To clarify, sometimes metaphors are translated in an instinctual and non-logical way,

and one which cannot easily be classified into a specific model.
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This chapter has looked at how metaphors in Shakespeare’s sonnets have been translated into
Arabic by the chosen translators. The next chapter looks at how the translators have dealt with
translating other content according to Arab cultural norms, and, specifically, it explores how
the chosen Arab translators have treated taboo cultural references found in Shakespeare’s

sonnets.
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CHAPTER SEVEN:

THE TRANSLATION OF CULTURAL REFERENCES AND TABOOS

IN SHAKESPEARE’S SONNETS

7.1 INTRODUCTION

This chapter explores the different ways the translators have translated cultural references and
taboos found in Shakespeare’s sonnets, and it aims to show the role that norms play when
translators make decisions. According to Nida (1964, p. 30), cultural and linguistic differences
are equally important because, “differences between cultures may cause more severe

complications for the translator than do differences in language structure.”

The discussion of cultural references will cover the translation of biblical references,
mythological references, and social taboos. The previous chapters have explained how and why
Arab intellectuals and locals welcomed Shakespeare into their literary canon, and this chapter
looks at how translators have tackled the issue of translating cultural taboos and mythological

references found in Shakespeare’s sonnets.

This chapter attempts to answer the following question: What are the norms for translating
culture-oriented words in Shakespeare’s sonnets into Arabic? To answer this question, the
chapter presents an exploration of the typologies of cultural references in translation. Then, to
narrow the dimensions of the investigation, some sonnets chosen from the corpus have been

used as examples throughout the analysis.

7.2 THE MEANING OF CULTURAL REFERENCES IN TRANSLATION
Although this study uses the term “cultural references” to refer to cultural-specific items, other
equivalent terms will be used interchangeably. For instance, Newmark (1988) uses the term

“cultural words”; Baker refers to cultural items as “culture-specific concepts” (1992). The
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terms “realia” and “culture-bound phenomena’ are favoured by Robinson (1997). Other
similar terms include “culture-bound elements” (Hagfors, 2003) and “culture-specific items”
or “cultural concepts” (Davies, 2003). There is no single system that must be followed when
translating cultural references. Therefore, the chapter will begin by exploring different

typologies (models) that are used to classify translation procedures or strategies.

7.3 MODELS OF TRANSLATION STRATEGIES USED TO TRANSLATE
CULTURAL REFERENCES

The term “cultural references” is a general expression that works like an umbrella to cover
diverse issues related to a particular culture. According to Altahri (2013, p. 78), cultural
references include words, terms, expressions and concepts that are created for a particular
culture and are only comprehensible to that culture. This means that people outside of that

culture may understand them, but they cannot experience them in the way that natives do.

Generally speaking, the conflict arising from translating cultural references is triggered either
by their nonexistence in the target text (TT) culture, or by the different value of these references
between the two cultures, regardless of the criteria for this difference, which, according to
Aixela, could be frequency, usage, or ideology, etc (2004, p. 197). Nevertheless, limiting all
aspects of a culture to a comprehensive classification is impossible because of the diverse
cognitive issues that relate to a culture and the elements that constitute it. Accordingly, finding
a typology of cultural references that classifies borders is virtually impossible. Indeed, Macro
(2002, p. 207, as cited in Oltra Ripoll, 2005, p. 75) explains that, “such an exhaustive
classification should compromise all aspects of community life.” However, to put this current
study on a solid foundation, the following sections outlines the main relevant typologies that
translation scholars use to translate cultural references. Indeed, many such models have

emerged, but some are not applicable for translating Shakespeare’s sonnets. In fact, several
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typologies are more appropriate for use in audio-visual translations. For these reasons, this
study will cover only selected typologies, namely those of Klingberg (1986), Newmark (1988),

Aixela (1996), Davies (2003), and Diaz Cintas (2007), respectively.

7.3.1 KLINGBERG’S TYPOLOGY (1986)

Klingberg applied his typology to Swedish-English translations, and it uses a comprehensive
and detailed approach. Klingberg’s translation philosophy covers most of the cultural aspects
encountered in Shakespeare’s sonnets, and it supports literal translations which, when applied
to the translation of the sonnets, enhances the norms of the source text (ST), since literal

translation keeps the essential features of the source culture.

Before addressing Klingberg’s categorisation of cultural references and his methodologys, it is
important to clarify the nine methods he uses, “to effect cultural context adaptation”
(Klingberg, 1986, p. 18). Adaptation is one of the major shifts used for solving cultural issues

in translation. These nine methods can be outlined as follows:

a) Adding explanation. This is when the cultural reference is retained, but a brief explanation

is also added within the text.

b) Rewording. When what is in the ST is expressed without reference to the cultural element.

¢) Explanatory translation. The function of the cultural element is explained to the reader.

d) Explanation outside of the text. Cultural references are explained using additional

commentary, in the preface, or in the footnotes, etc.

e) Substitution with an equivalent from the target language. For example, in Pappa

Pellerin’s Daughter (1975), a Swedish children’s song is replaced in the English translation by
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the English popular song Ride a Cockhorse to Banbury Cross, which provides an equivalent

function for readers in the English culture (Klingberg, 1986, p. 22).

f) Substituting using a near equivalent from the target language culture. Klingberg gives
an example of a popular Swedish children’s prayer that was replaced in English translation by
The Lord’s Prayer. The substitution is a prayer, but not specifically a children’s prayer, and is,

thus, different from the previous method described (Klingberg, 1986, p. 23).

g) Simplification. The meaning is simplified using a more general concept instead of a specific

one.

h) Deletion. Cultural references are deleted, whether they are single words, sentences or even

chapters.

i) Localisation. The entire cultural setting of the ST is moved (or localised) to another cultural
setting closer to that of the TT reader. Over the years, the meaning of localisation in translation

and its related aspects has changed to become a technical term.

The above outlined translation methods have been variously used in the five chosen attempts
to translate Shakespeare’s sonnets into Arabic, in order to solve problems of ambiguity caused

by cultural differences.

Klingberg (1986, pp. 17-54) identifies ten categories of cultural reference and discusses
different strategies for using them. In some cases, he recommends or discourages the use of a

certain strategy. These categories are as follows:

a) Literary references. This category covers all references relating to, “events or characters
in literary works, [including] titles of books, short stories, magazines or newspapers” (Altahri,

2013, p. 81). Klingberg suggests that some adaptation should be used as a translation strategy
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for the sake of meeting TT readers’ needs. Although he recommends literal translation,
Klingberg recognises that adaptation is needed in order to remove ambiguity and
miscomprehension surrounding references that might be known to ST readers but not to TT
readers (Klingberg, 1986, p. 19). He suggests that other strategies in addition to adaptation can
be used. For instance, deletion can be used when it is difficult to explain the meaning of the

text to the reader or when explanation is unimportant.

For translating the titles of books and newspapers, Klingberg suggests examining whether a
publication is internationally familiar. If titles are well-known around the globe, have
equivalents in the TT, and are established titles in the TT, then they can bear translation.
However, if titles are unknown then literal translation can create even more ambiguity and be
misleading. One example of a mistranslated title is Mary Sutcliff’s 1958 novel, Warrior
Scarlet, which was translated as The Red Warrior, and this is a misinterpretation of the real

title, which actually refers to a red kilt worn by a character in the novel.

b) A foreign language in the source text. This category refers to situations where the TT
audience is thought to be familiar with the source language. Klingberg (1986, p. 29) suggests
that the translator must first get to know the level of familiarity an audience has with a foreign
language. Accordingly, a decision can then be made to translate or not to translate the foreign

text contained in the source material, and/or about the degree of adaptation required.

¢) References to mythology and popular belief. This category covers issues that arise when
translating the, ‘names, terms used for supernatural beings, concepts, events and customs’
(Klingberg, 1986, pp. 30-33). Klingberg suggests strategies for translating myth-related issues
as follows: a) when translating mythical names and concepts that already have equivalents in
the target language, then those equivalents should be used. One example is the translation of

the Swedish name for Father Christmas Jultomten as “Santa Claus” in the English translation
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of The Night Daddy (1971) by Maria Gripe; b) when mythical terms are invented by the author
or the terms are known to only a few people in the source language. Klingberg suggests two
options for translating such references: translate them as closely as possible to their original
form in the ST or replace them with terms taken from the popular beliefs and mythology of the
TT culture. One example from Old Nordic mythology keeps the source names of two primeval
monsters, Katla and Karm, in the English translation of The Brothers Lionheart by Astrid
Lindgren; c) translating concepts that are familiar in the source culture but not in the target
culture. An example would be the concept of “a cuckoo heard in the West” expressed as
vdstergok, which is known in Swedish popular belief as a bad omen. In such cases, he suggests
rewording as a strategy, to transfer the source element, “but without the use of the cultural

element” (Klingberg, 1986, pp. 31-32).

Shakespeare makes reference to mythological stories mostly in sonnets 145 and 153, where he
talks about the Greek myth of Cupid. The last part of this chapter will examine how the chosen
translators deal with mythological references in the five Arabic translations of Shakespeare’s

sonnets.

d) Historical, religious and political background. This category includes, “references to the
historical, religious and political background of the foreign environment” (Altahri, 2013, p.
84). Shakespeare’s sonnets are rich in religious and biblical references that might create
obstacles for Arabic translators when transferring meaning for an Arab (mostly Muslim)

audience.

Klingberg (1986, p. 33) suggests a method to deal with these types of references, according to
the aims of the translation. If the translation is to introduce the TT reader to the culture of the
ST, then cultural references should be retained. Here, Klingberg supports Venuti’s theory of

foreignisation (1995 and 2008), which aims to bring the target text audience as close as possible

209



to the source culture. If the cultural references cannot be understood by the target audience,
Klingberg (1986, p. 33) argues that there is, therefore, a “lack of necessary cultural context
adaptations”. An example of this problem can be found in the Swedish translation of The
Borrowers (1952) by Mary Norton, where “He was killed many years ago on the North-West
Frontier” is translated literally. In this case, using a close as possible strategy would not have
been useful for Swedish children to understand exactly which frontier was being referenced.
To clarify, Klingberg advises adding in an explanation to solve the problem of cultural
ambiguity, e.g adding in the information, “on the North-West Frontier of India” (Altahri, 2013,

p. 84).

For translating religious references, no single translation strategy is suggested. Klingberg
(1986, p. 35) prefers deletion as the best method to solve any challenges posed by religious
references, but he also argues that adaptation might be needed in some cases. For political
references, he advises translators to provide additional information to the TT reader about the
political background of the ST, as opposed to deleting the reference or substituting it with a

more familiar reference.

¢) Buildings, home furnishings and food. Klingberg (1986, p. 36) suggests that when cultural
adaptation is needed, adding in more explanation where possible is preferred. Here, the
translator is given the freedom to add in words whenever there is a need to describe food and
drink references. Klingberg (1986, p. 38) gives an example taken from The Night Daddy,
whereby the Swedish “kndckebrod med mesost” is translated into “crispbread with whey
cheese”. In other words, he suggests describing the food or drink, and, in this example, he
argues that just using the word “cheese” is not a good idea because, in this case, the dish is

Swedish. Instead, adding in extra words of description helps to explain the term.
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f) Customs, practices, play and games. Play, games and all related cultural practices are
included in this category. As with the previous category, Klingberg (1986: 38) recommends
adding in an explanation where needed. He also suggests using rewording and explanatory
translation, whether within or outside the text, when dealing with such references. Klingberg
is against deleting or replacing the cultural reference with an equivalent from the target

cultures.

g) Flora and fauna. This category includes the names of animals, plants and everything
connected with nature and cultivation. In most cases, Klingberg (1986, pp. 41-43) encourages
retaining these references rather than replacing them with references that might be more
familiar to the target audience. Indeed, keeping the references as they are contributing (is it
correct grammatically) to an understanding of the foreign environment. There are other
strategies covered in this category but discussing them here in detail will not enhance the

current study, since Shakespeare’s sonnets do not contain any of these references.

h) Personal names, titles, names of domestic animals and objects. Klingberg proposes
translating personal names using the following rules: a) maintaining personal names if they
belong to everyday language and do not have any special meaning (1968, p. 43); b) adapting
personal names that belong to everyday language and that have a meaning known to the author
(but one which is not necessarily obvious to the target culture audience). Klingberg advises
that, “... some cultural adaptation has to be undertaken in such cases” (1986, p. 45); c)
translating personal names that do not belong to everyday language and that have meanings

that are important for understanding.

When translating the names of domestic animals and objects, Klingberg (1986, p.49) advises

treating these names like personal names. If the names bear descriptive meanings, then these
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meanings should be preserved by translating or explaining them, as in the example of a horse

called “Prince”, which can be translated into “Prins” in Swedish.

i) Geographical names. According to Klingberg (1968, p. 50) there are different ways to
translate geographical names. The translator may keep the name as it is, transliterate the name

if it contains diacritic marks, or delete the diacritic marks.

j) Weights and measures. Klingberg (1986, p. 54) concludes that incorrect translations of
weights and measures are acceptable if they are approximate. Generally, he encourages using

measure equivalents from the target culture, if they exist.

7.3.2 NEWMARK'’S TYPOLOGY (1988)

Newmark (1988, pp. 95-103) offers strategies to translate cultural references that fall into five
categories, as follows: a) Ecology: to cover flora and fauna; b) Material culture: to cover
artefacts concerning housing, food, communications and clothes; ¢) Social culture: to cover
work and leisure; d) Organisations, customs and ideas: to cover all social, religious, legal,
political and artistic aspects; and e) Gestures and habits: to cover how people of different
cultures behave differently in certain situations, such as shaking hands when greeting each
other (Newmark, 1988, p. 102). It is worth mentioning that this method of classification is an
adaptation of Nida’s concept of translation shifts, which is covered in Chapter Two of this

thesis.

Newmark (1988, p. 103) suggests twelve different procedures that can be used to translate
cultural references: a) using cultural equivalents; b) using recognised translations; c)
paraphrasing, gloss, and notes, etc.; d) using transference; e) using neutralisation (i.e. using
functional and descriptive equivalents); f) using literal translations; g) labelling; h)
componential analysis: 1) using naturalisation; j) deletion; k) using couplets; and 1) using

classifiers.
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Newmark's Typology
of Cultural References

Material Social Culture Organisations, Gestures and

el Culture Customs and Habits

Ideas

Figure 7.1: Newmark’s Typology of Cultural References (1988)

Here it is necessary to explain slight differences in and additions to some of the procedures.
The examples in relation to the current study concern the translation of religious references
contained in Shakespeare’s sonnets for an Arabic audience. Islam is the main religion in Arab
countries, and so it is an Arabic translator’s job to consider the role of Islam in respect of
common beliefs and taboos. Therefore, the two concepts this current study will examine are as

follows:

a) Transference. The cultural reference here is transferred into the TT in its original form from
the source language, as in the word jihad. Harvey (2000, p. 5) calls this procedure

transcription/transliteration.

b) Naturalisation. There are two steps to this procedure: firstly, adapting the source language
reference to the normal pronunciation of the target language; secondly, adapting it to its normal
morphology, as in the Arabic word kharij, which can be naturalised into English as kharijites

(dissent).

¢) Cultural equivalents. The cultural item is translated using an equivalent from the target

culture that maintains the same connotations of the source item, as in “heaven” and “hell”. It
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is important to note that Newmark criticises this strategy, stating that it might not be accurate

(Newmark, 1988, p. 83).

d) Functional equivalents. The cultural reference is replaced with a culture-neutral word
(ibid). This procedure might involve a generalisation of the source language word. An example
of this is the Arabic word alhudoud, which literally means “limits” or “boundaries”. However,

Elewa (2014, p. 29) notes the following:

It usually refers to the Islamically-established penalties or punishment for committing
specific crimes or felonies: intoxication, theft, highway robbery, adultery/fornication,
false accusation of adultery/fornication, and apostasy. Punishment for other crimes or
felonies is called ta zeer. This religious distinction between both terms may be discarded

to give its functional equivalent in English, i.e., “penalties’.

e) Descriptive equivalents. This refers to the paraphrasing of the cultural item. For example,
the Arabic (Islamic) word alkhul’ does not have an equivalent in English, and, thus, it needs to
be explained with a phrase. It can be paraphrased in many ways, such as, “divorce initiated by

the wife”, “redemptive divorce”, or “release from payment by the wife”, “abdicative divorce”

or “divorce by redemption” (Elewa, 2014, p. 29).

f) Synonyms. This procedure is used when the term from the source culture does not have a
precise equivalent in the target language, so a translator uses a close equivalent. For example,
the Arabic (Islamic) word alwdou’ refers to the, “the washing of one’s limbs and face with
water before prayers.” The English word “ablution” refers to any type of ritual washing such
as baptism or foot-washing, but in Islam it refers to a specific type of ritual purification, yet, it

is possible to use the word as a near synonym to give a close equivalent’ (Elewa, 2014, p. 29).
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g) Through-translation. The terms “calque” or “loan-translation” are other terms used for this
procedure. It refers to the literal translation of a phrase or compound from another language.
For example, the English word “worldview” is taken from the German Weltanschauung and

“blue-blood’” from the Spanish sangre azul (Elewa, 2014, p. 29).

h) Modulation. As discussed in Chapter Two, this term is used by Vinay and Darbelnet (1995,
p. 36) to refer to a variation of the message using a change in point-of-view. This happens when
the translator reproduces the message of the source text in conformity with the current norms
of the target language. Vinay and Darbelnet describe eleven types of modulation as follows:
abstract for concrete; geographical change; negated contrary; means for result; cause for effect;
and a part for the whole, etc. The Arabic word kafir means “non-Muslims” and this is an
example of negated contrary. Kafir is translated as “non-Muslim” and is not translated using
synonyms, because lexical synonyms like “unbeliever” for example, are used with some
apprehension by the target audience, due to possible negative connotations (Elewa, 2014, p.

29).

i) Recognised translation. This procedure is “a generally-recognised or officially sanctioned

translation of any important term” (Elewa, 2014, p. 29).

j) Compensation. This procedure is said to be achieved when, “loss of meaning, sound-effect,
metaphor or pragmatic effect in one part of a sentence is compensated for in another part or in
a contiguous sentence” (Newmark 1988, p. 90). It is used to compensate for a loss of meaning
in the TT. Translating the Arabic word hajj as “the pilgrimage to Makkah” is an example,

which illustrates such compensation.

k) Componential analysis. In this procedure, the translator splits up the lexical unit of the

cultural reference into its sense components.
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1) Paraphrase. The meaning of a cultural-specific term here is explained in more detail than
with a descriptive equivalent. However, when using this procedure, the translator is advised to
be careful not to, “break one of Paul Grice’s (1975) conversational maxims, the Maxim of

Quantity: Don’t say too much or too little” (Elewa, 2014, p. 30).

m) Notes, additions, and glossaries. This technique simplifies the understanding of the text,
since a translator adds extra information (this point is important in the translation of religious
references in Shakespeare’s sonnets), especially when there is no equivalent for such an

expression in the target culture.

7.3.3 AIXELA’S TYPOLOGY (1996)
Aixela outlines detailed procedures to translate cultural references or “culture-specific items”

(CSlIs), as he calls them. Aixela describes these items as follows (1996, p. 58):

[T]hose textually actualised items whose function and connotations in a source text
involve a translation problem in their transference to a target text, whenever this problem
is a product of the non-existence of the referred item or of its different inter-textual status

in the cultural system of the readers of the target text.

In this quote, Aixela highlights the challenges of translating cultural items, and he notes their
function in the text. In doing this, he distinguishes two major types of cultural items: proper

nouns and common expressions.

Shakespeare’s sonnets include mythological names, such as Dian’s Maids in Sonnet 153
(which comes under the translation category of mythology). Aixela’s second category of
common expressions is relevant here and is referenced throughout this analysis. Common
expressions include the, “world of objects, institutions, habits and opinions restricted to each

culture” (Dukmak, 2012, p.67).
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To solve the problems of ambiguity that might arise when translating items from the common
expressions category, Aixela (1996, pp. 60-64) distinguishes eleven procedures to be used to
manipulate cultural references in translation. He builds on these procedures with a clear view
of each and arranges them on a scale based on the degree of intercultural manipulation. This
scale is divided into two categories: conservation and substitution, and is illustrated in Figure
7.2 below. In relation to the translation of Shakespeare’s sonnets, Aixela’s typology might be
the best model to use, since it has several things in common with Toury’s (1995) model. In
Toury’s model (discussed in Chapter Two of this thesis), if the translation is closer to the ST,
then it is classed as source-text-oriented; and if the translation is closer to the TT, it is classed
as target-text-oriented. The same idea is represented in Aixeld’s model, but a different
terminology is used. Indeed, conservation keeps the translation closer to the ST and substitution

closer to the TT.

Conservation (ST-oriented) Substitution (TT-oriented)
! IR
Repetition l 1 Extratextual gloss | Synonymy l l
Orthographic Intratextual Limited Deletion
adaptation gloss universalization Naturalization
Linguistic translation Absolute universalization v

Autonomous creation

Figure 7.2: Procedures of CSI manipulation according to Aixela (1996).

7.3.3.1 PROCEDURES OF CONSERVATION

These can be outlined as follows:
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i) Repetition. This procedure seeks to keep the cultural reference as close as possible to that

found in the ST.

ii) Orthographic adaptation. This refers to the transcription and transliteration of the cultural

reference when the target language uses a different alphabet to the source language.

iii) Linguistic (non-cultural) translation. This refers to when the cultural reference is given
a denotatively close translation to its original, but can still be recognised as belonging to the

source culture.

iv) Extra-Textual gloss. This procedure refers to the use of any of the previous strategies, but
with the addition of explanations outside of the text, such as adding in footnotes, glossaries or

endnotes.

v) Intra-textual gloss. This procedure is similar to extra-textual gloss, except that the added

explanation is included within the text itself.

7.3.3.2 PROCEDURES OF SUBSTITUTION

These can be explained as follows:

i) Synonymy. This is when a synonym replaces the cultural reference. This procedure might

be used to avoid repetition.

ii) Limited universalisation. This is when the cultural reference is replaced with another from
the source culture, making the reference closer to the target reader’s understanding but,
therefore, less specific.

iii) Absolute universalisation. This is when a culturally neutral reference replaces the cultural

reference. This procedure deletes any foreign connotations for the reader.

218



iv) Naturalisation. The cultural reference is replaced by a reference from the target culture. It
is important to note here that, except for children’s literature, Aixela finds that this technique

is not often used in literary translation.

v) Deletion. The cultural reference is deleted for ideological or stylistic reasons, or because the
cultural reference is not relevant for the effort of comprehension required by the readers, or

that it is too obscure and the translator does not want to use procedures such as gloss, etc.

vi) Autonomous Creation. The non-existent reference in the ST is added to the target text.

Aixela notes that this technique is used only rarely (ibid).

7.3.3.3 OTHER POTENTIAL PROCEDURES

In addition to the previously mentioned procedures, Aixela (1996, p.64) discusses other
techniques that have not been added to the model. In this respect, three techniques are
commonly used, especially in genres such as children’s literature. These procedures are:
compensation, dislocation and attenuation. Among these procedures, attenuation is the most
useful strategy to examine in respect of the study of the norms of Arabic translations of
Shakespeare’s sonnets, because it can be used to replace an ideologically too strong or

unacceptable references with a more acceptable and/or softer one in the TT.

7.3.4 DAVIES’ TAXONOMY (2003)

Davies expands Aixelda’s previous model and enhances her approach of the treatment of
cultural references in translation. In doing this, Davies introduces two procedures called: the
micro-level perspective and the macro-level perspective. By introducing these terms, cultural
references are not dealt with separately, but in accordance with their joint contribution to the

constitution and development of the text as a whole.
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In relation to the micro-level, Davies (2003, p. 71) emphasises seven strategies of, “addition,
omission, preservation, globalisation, localisation, transformation, and creation.” However,
Davies does not suggest that one procedure is preferable over another, or that references can
be classified according to intercultural manipulation, like Aixeld does. For Davies, the need to
use a procedure depends on the type of ST, its audience, and the relationship between the source
language and the target language. Each of these procedures shares many characteristics with

the ones discussed in the previous model, which is why they will not be discussed here.

7.3.5 THE TAXONOMY OF DIAZ-CINTAS (2007)

In common with previously discussed models, Diaz-Cintas (2007, pp. 200-207) classifies
procedures to deal with cultural references. These procedures are calque (literal translation),
loan, substitution, explication, lexical recreation, omission, compensation, and transposition.
Again, each of these procedures shares many characteristics with the others discussed in

relation to the previous models, which is why they will not be discussed here.

7.4 ARABIC TRANSLATIONS OF RELIGIOUS AND BIBLICAL REFERENCES IN
SHAKESPEARE'S SONNETS

In the context of English to Arabic translation, it is important to understand that many religious
concepts are shared between Muslims and Christians. For example, both religions engage with
the concepts of resurrection after death and the day of judgement. Therefore, very few
references in Shakespeare's sonnets would be unknown to Muslim readers. This section will
explore how religious references are inserted into the Arabic translations of Shakespeare's

sonnets, to meet Arabic norms.

7.5 DIFFERENCES IN THE LEXICAL ASPECTS OF RELIGIOUS TRANSLATION

BETWEEN ISLAM AND CHRISTIANITY
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Religious translation involves dealing with specialised lexical units that are frequently found
in religious phrases and texts. General examples might include: “Islam”; “statement of faith”;
“paradise”; “belief”; “hell”; and “death”, as well as attributes of God such as “Allah” and “the
Almighty”. Furthermore, the names of religious figures such as “Adam” or the “Prophet
Mohammed” are also used extensively in religious language. A brief classification of the
lexical aspects of religious references found in both Islam and Christianity are introduced here.

This is because Christian references are included in Shakespeare’s sonnets, and these

references are, to some extent, not challenging to understand for a Muslim audience.

7.5.1 CHRISTIAN LEXICAL UNITS
Christian lexical units can be categorised into seven categories (Crystal, 1964, pp. 154-155),

as follows:

a) Vocabulary that requires an explicit historical clarification, and is usually present with
emotional overtones, dependent on how extensive the user’s belief and knowledge is. For
example, the phrase “the passion” refers in Christianity to the sufferings of Jesus in the period
following the Last Supper and including the Crucifixion (Elewa, 2014, p. 26). However,
depending on one’s knowledge of Christianity this phrase could lead to misunderstanding

because of possible potential double meanings with secular phrases.

b) Vocabulary that requires an explicit historical clarification but has no definable emotional
overtones. This vocabulary can also occur in non-religious contexts, according to the subject
matter, for example, in history. Words such as “a talent” which is a variable unit of weight and
money used in ancient Rome and in the Middle East (Elewa, 2014, p. 26), and “synagogue”

are examples of such cases.

c¢) Vocabulary that describes, “personal qualities and activities with no explicit correlation with

the past, but which need to be interpreted in the light of Christ’s own usage” (Crystal, 1964, p.
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99 ¢

154). This category can include the terms “purity”, “contrition

29 ¢

prayer”, and “pity” etc, and

words such as “praise”, “glorify”, and “adore” etc., also come into this category, as well as

morphologically foreign words, such as “Amen” and “Hallelujah”.

d) Vocabulary that refers to commonly used, but specifically religious concepts that are
different from those mentioned in the previous categories, which might also have a Catholic
definition, and where any historical basis is normally subordinate to their doctrinal definition.
As mentioned before, fullness of meaning depends on the intensity of the user’s convictions,
and examples of these terms might include: “heaven”, “hell”, “the sacraments”, “the saints”,
“purgatory” (this example in particular is used in Abu-Deeb 's Introduction to his translation

1Y

of Shakespeare's sonnets), “damnation”, “salvation”, and “the trinity”, etc.

e) Religious technical terms, such as “collect”, which is a brief formal prayer that is used in
various Western liturgies before the epistle, and varies according to a specific day (Elewa,

2 ¢

2014, p. 27), and terms such as “sermon” “cardinal” and “cruet” which is a small vessel used

for holy water, etc.

f) Theological terms that include any of the examples mentioned in the above points, but that
usually have a precise definition. Examples could include terms such as “consubstantial” and

“transubstantiation”.

g) Vocabulary that usually appears in liturgical language, but that can be used in other styles
or registers, for example, terms such as “admonish” and “deign”. In addition, formulae such
as: to “forgive sins”, or to “have mercy on us”, or to “exact vengeance” fall into this remit.
Crystal (1964, p. 155) explains that, “In such cases one needs to assess possible inter-

relationships between registers which could influence acceptability.”

7.5.2 ISLAMIC LEXICAL UNITS
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Islamic lexical units are described by Elewa (2014, p. 27), but some of these terms might be
unfamiliar to a lay translator, for the specific reason that they are used only in an Islamic
context. For example, the word aldhihar is used in a solely Islamic context to refer to a case in
which a husband prohibits himself from exercising marital sexual rights. Some Islamic terms
might be familiar to the lay translator, since they might be familiar in a general or non-Islamic
context, but they might be used in an Islamic context in the source text, for example, the words
alfat-h, (liberation), and alwala, (allegiance to Muslims) (Elewa, 2014, p. 27). Some Islamic
terms might be familiar to the translator, because they are used in non-religious contexts, but
might also be used in a way that seems to be Islamic in the ST, for example, a/mukatabah,
(liberation by virtue of an agreement with a slave) and alhajib, (exclusion of some relatives

from inheritance) (Elewa, 2014, p. 27).

7.5.3 THE DIFFERENCES IN RELIGIOUS BACKGROUNDS AMONG
TRANSLATORS

Four of the selected translations were completed by Muslims, whereas Abu-Deeb (2012) is
Christian. This point is interesting in terms of the investigation of norms, since differences of

religious backgrounds may affect the following:

a) How the translator is driven by religious norms when translating.
b) How the translator deals with Islamic or non-Islamic religious norms in comparison to the
Elizabethan Christian norms traced in the source text.

c¢) The tendency of Muslim translators to render a translation according to Islamic norms.

This study is descriptive and non-judgemental and does not contend that Abu-Deeb's
translation is better or more accurate due to his shared religious background with Shakespeare.
However, it is apparent that some of the lexical choices made have been influenced by

differences in the religious backgrounds of the translators. From the outset, Abu-Deeb (2012,
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p. 13) describes translating Shakespeare's sonnets and the ensuing difficulty of this task as like
“stepping into” _ekell (purgatory), “heavy with sin and knowing that there is no chance to
arrive in Eden”. Such a comparison is Christian in origin. However, Muslims are familiar with
the meaning of “purgatory”, and are aware it has an equivalent,—| =¥, Such comments can be
found throughout Abu-Deeb’s translation of the sonnets. Many other examples can be found
in the other translations that might have either Qur'anic or Biblical connotations, or that allude

to Islamic or Christian stories.

754 THE NORMS OF TRANSLATING SONNETS WITH A BIBLICAL
INSPIRATION

Many writers have identified references to the Bible in Shakespeare’s sonnets. However, “there
has not generally been an exploration of their religious or spiritual meanings, except to identify
verses that are suggestive of Biblical passages” (Zinman, 2009, p. 14). It was against the law
for writers in Shakespeare’s time to make direct references to religion, and “it was therefore
necessary for such themes to be occluded within the text and beneath a literal reading”
(Zinman, 2009, p. 14). This makes translating the sonnets difficult in relation to the choice of

lexical items, or when attempting to clarify meanings to the target text audience.

7.6 THE WORD “GOD” IN THE ARABIC TRANSLATIONS OF SHAKESPEARE’S
SONNETS

The word “God” indicating God Almighty, is mentioned only once in Shakespeare’s sonnets,
in Sonnet 58. Another use of the word “god” is found in Sonnets 153 and 154 but this refers to
Cupid, the Greek God of Love. Translating from English into Arabic requires discernment. It
is important to ask the question of whether to translate 4/ (Allah) into “God” or to transliterate
it into “Allah” as Western culture understands the concept (Parrinder, 1965). The illustration

below shows the translations of the first line of Sonnet 58 by the five translators:
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The Source Text

That God forbid, that made me first your slave

Tawfiq (1988, p. 77).

Tase Ao die @l les 21 Al e

I pray Allah who made a slave for you from the beginning

Walf (2008, p. 74).

3.3\.1.35\ ) gﬂd.n: U_Ja; Lﬁ-ﬂ‘ 4 )33 Y

Allah forbids, who made me your slave from the beginning

Abu-Deeb (2012, p. 196).

el Tane Toay lea 31 &l Glld 2]
May the god who made me your slave from the beginning

forbid it

Lu’lu’ah (2013, p. 144).

Slae ‘)A;Y‘ dj\ ‘;du‘ﬁ.\l\j 4&)}».4‘_'};: )33 Y
May who has created you forbid it; He is the one who had

made me your slave in the beginning

Enani (2016, p. 155).

— e Sial il e — canll Gy J8 Y

May god of love forbid it — who has created me as your slave

Table 7.1 Renderings of “That God forbid, that made me first your slave” (Sonnet 58).

Although the word “Allah” is commonly used among Muslims, it is not confined to Islam or

the Qur'an. It is also found in Arabic translations of the Christian Gospels as well as in the

Torah of Judaism. El Shiekh and Saleh (2011, p. 144) explain that, “In the Book of Genesis we

are told u=_,Y) s & seud) il 34 o) 8 [In the beginning God created the heaven and the earth],

and in John’s Gospel we are told 44 xie (IS 2Kl 5 4l<N IS 22l i [n the beginning was the Word,

and the Word was with God].” This similarity begs the question of why the common word

“God” is translated so differently. For example, “God” can be translated as 4 | which is the

usual first choice of Muslim translators (as in Tawfiq’s and Wal1’s translations), while < is
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preferred by the Christian Arabic translator Abu-Deeb. The answer might be found in the last
attempt by Enani, in which he refers to =l o (the God of Love) to indicate a common idea
of the word. This indicates that the choices made, therefore, are simply down to personal
preference. More evidence of this kind of translation variation can be seen when we analyse

Sonnet 146, discussed below.

7.7 TRANSLATING RELIGIOUS REFERENCES

Sonnet 146 is the most “religious” of Shakespeare’s sonnets. Several articles have analysed its
Christian sensibilities (Booth, 2000, p. 501). A common feature of Shakespeare’s sonnets is
their lack of obvious biblical associations. The analysis tables below concentrate on the
following phrases: “buy terms divine” and “fading mansion”. It shows how these phrases were
translated for an Arab audience. However, before analysing the above noted expressions, it is
necessary to discuss the way the translators have dealt with the missing word at the beginning

of the second line of Sonnet 146.

The Source Text By these rebel powers that thee array

Tawfiq (1988, p. 172).
clads i) A jlacaall (5 58l o3gn de sasall e

Oh, deceived by these forces that are clinging you

Wali (2008, p. 160). tApale (58 (e Sy Le (a8 (b
O you who feed the disobedient forces that

inhabited you

Abu-Deeb (2012, p. 378) in prose. ¢l i Lgy (A B2 akall (5 g8 020 < Agps >
O trapped by these rebellious forces, which you are

manacled by
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Abu-Deeb (2012, p. 449) in poetry. a5ali (Vg & guSS (5 8 mm byl
And captive for some forces that cover you, but

they are rebellious

Lu’lu’ah (2013, p. 320). Leidai 33wl (5 il 03¢ 3 yhage by

O framed by these rebel forces, feeding them

Enani (2016, p. 251). (oalall Gl sall el ) caadal A (5 gll) (3 (e
You are who feeds he forces that rebelled (I mean

the visible senses)

Table 7.2: Renderings of “by these rebel powers that thee array” (Sonnet 146)

In this sonnet, Abu-Deeb invokes Biblical allusions. He includes a footnote describing how,
according to researchers, it is the only Christian sonnet (Abu-Deeb, 2012, p. 378). This comes
from a purely Christian point of view. Abu-Deeb adds in a second footnote about the missing
word at the beginning of the line, offering a suitable suggestion to determine the meaning in
context. He adds that other translators have added in the word “spoiled” as in “spoiled by these
rebel powers that thee array” but Abu Deeb uses the word “imprisoned”. Abu-Deeb is the only
translator who has, both in his poetic and prose versions, made reference to “captivity”, which
might be derived from the Christian doctrine of salvation. Analyses of the terms “fading

mansion” and “buy terms divine” are outlined below:

The Source Text Dost thou upon thy fading mansion spend?

Tawfiq (1988, p. 172). S el il 3 e asas

You spend it on this going house?

Wali (2008, p. 160). €l o 85 a0 e

On a short living in a palace collapses?
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Abu-Deeb (2012, p. 378).

? e luiall i e

On your dilapidated structure?

Lu’lu’ah (2013, p. 320).

elllgiall ¢l yum e (piis

Spend generously on your decrepit edifice?

Enani (2016, p. 251).

€ pmdiand 4 (A1 Wagall yuall e

On the ruined palace where you live?

Table 7.3: Renderings of “Dost thou upon thy fading mansion spend?” (Sonnet 146)

Zinman (2009, p. 456) explains that, “Shakespeare calls the body the soul’s ‘fading mansion’

unlike the heavenly mansion referred to in the Bible ‘In my father’s house are many mansions’

(John, 14:2).” This Bible verse has also been translated into Arabic as: 5558 J3a f e 3

using a different lexicon than the one chosen by Abu-Deeb, but with the same meaning as that

chosen by the other translators. This expression reflects on how the physical life is always

fading, unlike the immortality the Bible promises in Psalm 23:6, “Truly, goodness and gracious

love will pursue me all the days of my life, and I will remain in the LORD’s Temple forever”

(“Temple” is replaced with “House” in the other versions). In this way the chosen translators

convey the image of mortality and human weakness in their translations.

The Source Text

Buy terms divine in selling hours of dross

Tawfiq (1988, p. 172).

Al 30 lelud) e ATl Al 3 seall S

Win the eternal times, by giving up the fleeting hours

Walt (2008, p. 160).

uall b L e Ly slandl 3518 el
Buy the the immortality of the heavens by the hours that you

spend in futility
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Abu-Deeb (2012, p. 378). AL datiall 5 Aalall el (e G Loy el < sSLa (5 30
Buy the Kingdom of God, by selling the hours of vanity and

fleeting pleasure.

Lu’lu’ah (2013, p. 320). ool 3 g 5Ll Jla 5

Buy the deadlines of Heaven by selling the scum of your days.

Enani (2016, p. 251). ol 5 xie clalial) bl Qo el s oy

Sell the hours of dross for the sake of

Table 7.4: Renderings of “Buy terms divine in selling hours of dross” (Sonnet 146)

Abu-Deeb’s lexical choice of the word 4V in this sonnet supports the previously discussed
analysis of Sonnet 58. This is another example of how differences in religious backgrounds

might affect a translator’s choice of religious references.

Since “norms” is a cognitive concept, norms cannot be followed completely, as in the case of
Lu’lu’ah’s translation. Tawfiq uses a religiously neutral reference, including the
expression 3Al 3 se2) while Abu-Deeb makes a Christian reference using the expression < 5Sk
4 (Kingdom of God). This expression is an equivalent of “Kingdom of Heaven” as seen in
the Gospel of Matthew, and is one of the major elements of the teachings of the Christ in the

New Testament.

Lu’lu’ah chooses a similar expression to that used by Abu-Deeb, but with a slight difference.
It is worth mentioning here that Lu’lu’ah had read Abu-Deeb’s translation of Shakespeare’s
sonnets before he attempted his own version. This suggests that such lexical choices are not
merely based on influence, but on personal preference, for what the translator finds most

suitable for meaning.
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Enani chooses a direct quote from the Qur'an in his translation, U3 &5 die & EIalall Ei@ul g
Sl g (Al-Kahf, 46) (But lasting good works have a better reward with your Lord and gives
better ground for hope) (Abdel Haleem, 2015, p. 186). He also uses e 3 ilalliall &t
355 A5 Ul el (Maryam, 76) (And good deeds of lasting merit are best and more rewarding
in your Lord’s sight) (Abdel Haleem, 2015, p. 195); the expression <allall LW means “all
kinds of the good deeds”. Enani quotes this expression from the Qur'an to represent his intended
meaning. In his introduction piece, Enani hints that he wants his version to look as if the sonnets
had been written for an Arab audience, and he follows norms that direct him towards this
purpose. This example shows how quoting sacred texts in translation often represents societal

norms. Another example can be found in Sonnet 42.

The Source Text And both for my sake lay on me this cross

Tawfiq (1988, p. 61). A Galdad) 13 At s ¢ Ll

And you for me endured me this painful torment

By Walf (2008, p. 58). okl 138 Jani Ul Laglal cras

And for them I carry this cross!

By Abu-Deeb (2012, p. 164) in culal) 138 Alaay Aaf o Laadis
prose. Both for me force me carry this cross
Lu’lu’ah (2013, p. 112). seadl 13 cle claday Al o Laadsy

Both for me put this burden on me.

Enani (2016, p. 138). oY Adaai Lubia Jla (I8 ¢y gal qaald) &)
That is, the love of the two for myself has become a

cross | carry now

Table 7.5: Renderings of “And both for my sake lay on me this cross” (Sonnet 42)
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The phrase suggests that the speaker is, “Christ-like in his innocence, in his suffering, and in
the patience with which he loves his persecutors” (Booth, 2000, p. 202). Both Abu-Deeb and
Enani prefer to keep the word “cross” with its denotative meaning as <uball, while Tawfiq and
Lu’lu’ah translate this word with its connotative meaning of pain and a heavy burden from the

historical story of Christ’s sacrifice.

The Source Text Sweet beauty hath no name, no holy bower,

But is profaned, if not lives in disgrace.

Tawfiq (1988, p. 153). (udla alla Y g caml iad) Jlaall 3y ol

adi b &) Glagiad) (8 b Slaga gual U
Pure beauty does not have a name or a holy status
anymore. It became neglected, aside from the

inexpedience it dropped to.

Wali (2008, p. 143). Aol B Y g Acal G Jlaall any a1

Beauty has no name or holiness anymore

Abu-Deeb (2012, p. 339) in Adia dag gl camd slad) Jlaadl 2y ol
prose. Sl B Gty 0% al o) cladaa la U
Sweet beauty has no name anymore, nor holy Ka’bah. It

became profaned, if not even living in shame.

Abu-Deeb (2012, p. 437) in Aagad) Al g Jlaad) iad add (B al g Ua Cpuad] any al g
poetry. A g AL Ay (a8 Jy Alulall Aas Y g

Beauty is not beautiful anymore
There is no name left for the pure beauty and its
marvelous remarks.

Nor even a Ka’bah for its holiness
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It became profaned, with shame living in it.

By Lu’lu’ah (2013, p. 282).

cudia dma ALl Y g sl (0 (311 Jlaall g o
Sl 4y gabal o) ¢ i
Real beauty has no name anymore
Nor a tree of a sacred temple
It is now becoming defiled

If not even asamed

Enani (2016, p. 229).

JebY Jilad e Bjle dad gl B 580 Jlaadlg
Sl 335 O gl alewy al ) gohall g cilduall g g
The delicate beauty has lost its name,
Reluctant to the qualities of pure
Mundane qualities and temperament

If not free today from the spray of shame

Table 7.6 Renderings of “Sweet beauty hath no name, no holy bower” (Sonnet 127)

This example taken from Sonnet 127 supports the idea that the translators’ different religious
backgrounds might not necessarily affect their lexical choices. Among the translations of this
sonnet, Abu-Deeb is the only translator who has chosen the Islamic expression 4xis 22< (Holy
Ka’bah), which is where all Muslims perform prayer by the holy Makkah, in order to express

the meaning of “holy bower”.

7.7.1 CONCLUSION: TRANSLATING RELIGIOUS (BIBLICAL) REFERENCES

It can be concluded that translations of Biblical references found in Shakespeare’s sonnets by
the chosen translators are not governed by religious favour. Rather, each translator has opted

to keep in the religious sentiment or to remove it. None of the translators has tried to impose
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his religion on the translation of the sonnet, but each translator’s religious knowledge and
understanding of the meanings of the sonnets has shaped their translations. Abu-Deeb and
Enani’s translations use more religious references, whether Christian or Islamic, than either

Lu’lu’ah’s or Tawfiq’s translations.

7.8 THE CULTURAL CONCEPT OF SEASONS IN TRANSLATIONS OF
SHAKESPEARE’S SONNETS
The following examples can be cited when exploring the cultural concept of seasons in the

translations of Shakespeare’s sonnets.

The Source Text Shall I compare thee to a summer's day?

Tawfiq (1988, p. 37). Siiual) alil (e a g S50 Ja

Shall I compare you to one of the days of summer?

Walf (2008, p. 34). Sl o o dgul Ja

Shall I compare you to a summer’s day?

Abu-Deeb (2012, p. 114) in Sohua oo clgadd Ja
prose. Shall I compare you to a summer’s day?

Abu-Deeb (2012, p. 408) in LY gl Casall alii e a gl
poetry. Shall I now compare you to one of the summer’s days?
Lu’lu’ah (2013, p. 64). fliua a g lighd ol 13La

What if [ compared you to a summer’s day?

Enani (2016, p. 113). a2 0 p g (s 4pdi &)

Do you look like any day I’ve been through in summer?

Table 7.7: Renderings of “Shall I compare thee to a summer’s day?” (Sonnet 18)
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Sonnet 18 is perhaps one of the most translated Shakespearean sonnets of all time in any
language. Many Arab countries teach this sonnet in English literature modules, as did Egyptian
schools throughout the first half of the twentieth century. However, up until recently critics did
not pay much attention to the idea of a male addressee (Enani, 2016, p.276). Furthermore, in
Arab literary circles contradicting opinions have emerged regarding the translation of the word
“summer” for Arab audiences. According to two theories that support the acceptability of
translation school, some translators opt to translate “summer’s day” as a “spring day” for Arab
audiences, since in springtime in Arab countries is mild and beautiful, unlike the summers.
Shakespeare uses this metaphor to show how beautiful his beloved is. However, due to negative
connotations of summer in Arab countries, translating the word “summer” literally could create

a negative image in the minds of Arab readers.

In the translations, all the five translators have kept the word “summer” (—as=) in their
translation. However, TT norms of replacing “summer” with “spring” might be preferable for
Arab audiences so that they can comprehend Shakespeare’s meaning more easily, but none of
the translators followed this principle. Enani has classed this change as a misunderstanding of
cultural adaptation. In this case, should the translator reflect the poet’s conception of the four
seasons or another culture’s idea of the seasons? In Shakespeare’s sonnet summer symbolises
fertility, reproduction, and love, with the image of long days and bright sun. The difference
between summer and spring in Arab countries and in England relates to temperature (Enani,
2016, p.37). Enani criticises Lu’lu’ah’s argument “summer” must be translated as “spring” for

Arab audiences, but Lu’lu’ah himself translated “summer” as “summer” as shown above.

7.9 TRANSLATING GREEK MYTHOLOGY IN SHAKESPEARE’S SONNETS

The following examples explore the translation of Greek mythology in Shakespeare’s sonnets.
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The Source Text

Be thou the tenth Muse, ten times more in worth

Than those old nine which rhymers invocate

Tawfiq (1988, p. 57).

Bl S| il e e (Silg 6B pdilad) algdY) (ug e il silh

o) ) Cogaglicns (AN o)t adl) AlgY) (il o (1
Be the tenth bride of inspiration, and be ten times
worthier than the old nine muses whom poets are

inspired by

Walf (2008, p. 54).

Ol il ga e (ilh
caatd (ya 1 md) Lgua gl Al adl) JUial 3 yde e plic] & )28 o
Be the tenth art-inspirers, and your status is higher than
ten of the nine inspirers that poets consider from long

time ago

Abu-Deeb (2012, p. 156) in
prose. (Abu Deeb did not translate

this line in to poetry).

Gl a iy il B pdilad) algl) (g e cudf oSl
(Al Cigraglivng sl Clagal) audil) (ya

Be the tenth bride of inspiration, ten times more
precious than the old ones whom composers are inspired

by.

Lu’lu’ah (2013, p. 104).

co ) mdd) ¢ygealingy M) Cilagadl) i) it g e
Be the tenth mistresses of arts, ten times higher than

those old nine whom poets are inspired by.

Enani (2016, p. 134).

e e dob | (ABdle pd 4l puailh
£ ) algd) jhan g (ual) iy adl) Al pa
Be my own tenth mistresses of poetry, ten times higher

Than those muses of yesterday who inspire poets.

Table 7.8: Renderings of “Be thou the tenth Muse, ten times more in worth” (Sonnet 38)

235




In this example the speaker calls the addressee his “muse” as he does in many sonnets, but this
example was chosen because of its reference to the myth of the Nine Muses, which Shakespeare
uses again in other sonnets. The translators have opted for literal translations of the Greek myth
of the Nine Muses. This myth refers to nine Greek goddesses, and is outlined in the Oxford

Dictionary of Mythology (1997) as follows:

a) Any of a number of sister goddesses, originally given as Aoede (song), Melete
(meditation), and Mneme (memory), but later and more commonly as the nine daughters of
Zeus and Mnemosyne who presided over various arts: Calliope (epic poetry), Clio (history),
Erato (lyric poetry), Euterpe (music), Melpomene (tragedy), Polyhymnia (religious music),
Terpsichore (dance), Thalia (comedy), and Urania (astronomy); identified by the Romans

with the Camenae; and b) Any goddess presiding over a particular art.

“Muse” is translated in Arab dictionaries as, “a poet’s inspiring goddess or woman” as in the
Almaany Dictionary. In other words, in Arabic there is no significant cultural identification
that connects “nine” to “muse”. In Arabic, this has been translated as ¢ =&l (w5 e ¢aled) day))
oeld ¢ sl Huaa the equivalent choice of the translators (almaany.com). In the translations of
the sonnets, both Lu’lu’ah and Enani provide a brief explanation of the meaning of the “nine

muses” in the commentary part of their books, after their translation of the sonnets.

EUTERPE. MELPOMENE. POLYHYMNIA. TERPSICHORE. THALIA. URANIA.

Figure 7.3: The Nine Muses

Taken from www.greekboston.com/wp-content/uploads/2015/01/Nine Muses -

Samuel Griswold Goodrich 1832.ipg

Another example of a different myth used by Shakespeare is as follows:
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The Source Text

What potions have I drunk of siren tears

Tawfiq (1988, p. 143).

£1 5551 £ 903 (oo L 5 (Al il jally

What potions I drank from tears of seduction

Walt (2008, p. 135).

die a3l jalad) 4 (e a g

What poison from witches’ blood I swallowed

Abu-Deeb (2012, p. 323) in

prose.

04 gheal) £ gadll (o Sy o e s A

What potions of magic I drank from seductive tears?

By Lu’lu’ah (2013, p. 266).

Sl gall £ gad (e iy B g 2] cile a4

What potions of seductions I drank from sirens’ tears

Enani (2016, p. 221).

L oo Dl Al e Sl gad) &l e (e S 6
What glasses from sirens’ tears in the sea of wandering I

drank

Table 7.9: Renderings of “What potions have I drunk of siren tears” (Sonnet 119)

Booth (2000, p. 400) explains the meaning of “potions of siren tears” as follows, “Potions” as
medical drafts and “Siren” as alluring, deceiving, and dangerous siren-like. (Sirens are
mythological creatures, part bird, part woman, who lure sailors to destruction by the irresistibly

enticing sweetness of their singing.

The following illustration is an artist’s impression of the sirens, which clearly shows that
Shakespeare’s image was not meant in a complementary sense. Both Tawfiq and Abu-Deeb
opt to omit the mythical reference in their translations. Instead, they replace its literal meaning
with another expression that gives the intended message of “disguising tears of lust” in

accordance with the context of the sonnet. To translate the word “‘siren” as <L sall without any
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additional explanation regarding the dangerous qualities of these creatures might mislead the
Arab audience about the message of this sonnet. Usually, for Arabs, the word <l sallis
connected with a beautiful and innocent creature, while Shakespeare has chosen this image to
focus on harmful features. Lu’lu’ah translates “sirens” as <L sl without any additional
clarification. Additionally, he uses the phrase ¢!_£! and not ¢ s¢! (although this is an equivalent
of the word ¢ s¢)). The common use of this word indicates a degree of lustiness. In other words,
this choice does not convey the intended message which aims at describe the sirens negatively.
On the other hand, Enani translates sirens as <Ll but adds in the phrase 43 j~u (in the

sea of deviation), which means temptation in a negative sense.

Figure 7.4: Artist’s Impression of the Mythological Sirens

Taken from colleenhouck.com/wp-content/uploads/2015/06/pic-1-sirens.jpg

Another myth translated is outlined as follows:

The Source Text That heavy Saturn laugh'd and leap'd with him
Tawfiq (1988, p. 122). ¢ 38, g dra dlaudy B Jaj il s

Even the heavy Zuhal laughs and jumps with him

Walt (2008, p. 114). Axa (ab B alall da ) daal Laa

It made the serious Zuhal laugh, so it dances with him
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Abu-Deeb (2012, p. 276) in dea G g g dlalaan Maj & da

prose. To the degree that even Zuhal laughs and jumps with him
Lu’lu’ah (2013, p. 224). Axa AL g dalaly sl Jaj e s

Until Zuhal is laughing again and jumping with him

Enani (2016, p. 198). iy u s siben 5 gand) i€l 28

So, the old dreary Saturnos laughed

Table 7.10: Renderings of “That heavy Saturn laugh'd and leap'd with him” (Sonnet 98)

Booth (2000, p. 318) explains that, “heavy Saturn = the gloomy God of dearth and winter. In
astrology the planet Saturn was the tutelary deity of the melancholy humour, and governed
those of a gloomy, sour and heavy temperament. He was also associated with old age. The

point of the line is that even Saturn feels the power of spring.”

Enani is the only translator who has kept Saturn’s name in the Arabic translation, but he has
translated “heavy” as «S (gloomy) which expresses the intended meaning of the metaphor.
What is interesting in this example is the different way that Enani deals with the mythical
reference, he usually provides immediate clarification for Arab audience of the meaning of
foreign words, and he mostly domesticates them. This gives a clear view that even if a translator
is attached to the norms of a culture (in this case, Arab culture), it does not necessarily imply
that he must change everything he is confronted by in translation to make it meet audience
expectations. On the other hand, this might be considered supportive of the norms of the TC,
since it keeps the choice open for an Arab audience to perceive the figurative image
Shakespeare has originally drawn in the ST. The three other translators have translated the
word Saturn to refer to the planet Saturn, and not to the Roman myth of the god Saturn. Ja)

Is the Arabic name for the planet Saturn.
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The Source Text

As Philomel in summer's front doth sing

Tawfiq (1988, p.126).

Cigial) alha b iy g qulaialls
Like a nightingale when it sings in the beginning of

summer

Walf (2008, p.118).

¢ 93y Ciall J gl A culaiall oS Latie
When the nightingale was singing in the beginning of

summer

Abu-Deeb (2012, p.285) in prose.

cival) Jgs Latie Jaa sbid 375 Las

As Philomel sang when summer comes

Lu’lu’ah (2013, p.232).

cdzeal) 31 A il sady Latia
Like a nightingale when it sings in the beginning of

summer

Enani (2016, p.203).

Joshall iall J3by 93y 3 Jaa sl cudaialls
As Philomel the nightingale as it sings in the beginning

of the long summer

Table 7.11: Renderings of “As Philomel in summer's front doth sing” (Sonnet 102)

In this example, taken from Sonnet 102, Booth (2000, p. 330) adds an important note saying,
“Philomel the nightingale here used simply as a poetic name for the species, with no active
reference to the myth of Philomela.” Philomel is another name for the mythical Philomela, the
youngest daughter of the King of Athens, whose tongue was cut out and later transformed into

a nightingale. Philomela is frequently mentioned in literature and musicals in the Western

literary canon.
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Tawfiq takes into account the everyday reader who usually looks for the intended meaning
only. Accordingly, he omits the name of Philomel and replaces it with «ulaiall (a nightingale).
Lu’lu’ah does the same by replacing Philomel with Jil), which is another word for nightingale.
However, Lu’lu’ah bridges the cultural gap by describing the mythical story in the commentary
part of his book. Abu-Deeb and Enani opt to leave the name of Philomel as it is in their
translations. As usual, Enani adds in the descriptive word Jwské sl (Philomel the
nightingale) to make reference to the source text, and to clarify its meaning to Arab audience.

In Sonnet 153 the translators must deal with a taboo expression, as well as mythical references.

The Source Text Cupid laid by his brand and fell asleep
Tawfiq (1988, p. 181). (s Gl A 90 () Al A Al a6 05

Cupid put his love brand beside him and went into a

deep sleep
Wali (2008, p. 167). tdagl B (3 Akl g Lils 4dgla g g
Cupid put his brand aside and slept deeply
Abu-Deeb (2012, p. 392) in Al alodia) g ddadia cuila ) an S Al
prose. Cupid laid beside his brand and surrendered to sleep
Abu-Deeb (2012, p. 455) in Sath a ol aludia) g Adniia La gy 4aila ) cuad) A1) g LAY
poetry. Cupid the god of love threw his brand aside one day and

surrendered a little to sleep

Lu’lu’ah (2013, p. 334). a5l A4 5 Ll Aledia (48 ) g

Cupid put his brand aside and went to sleep

Enani (2016, p. 258). by LAl Call G ) G g puladl) qule
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Drowsiness defeated the god of love’s eyes so he laid

down and slept

Table 7.12: Renderings of “Cupid laid by his brand and fell asleep” (Sonnet 153)

Enani usually tends to keep in mythical references in a literal way, followed by a brief
explanation or a hint about their origins. In this case, he opts to keep in the reference, as he
does in previous sonnets, but he includes reference to ‘wall w2 (the love god). The other
translators prefer to keep Cupid's name as it is in the source text. The next example is taken

from Sonnet 153.

The Source Text A maid of Dian’s this advantage found
Tawfiq (1988, p. 181). 400 gall Lgtiea b aa gl 130 (B Uil Gl e s3a) &y

And one of Diana’s brides has seen in this situation her

favorable chance

Wali (2008, p. 167). 4 O 4 gaad L Ul Llua (e dppa b e

And one of Diana’s maidens knew what advantages his

brand has
Abu-Deeb (2012, p. 392) in Al dua jill UL clisa g (e Bas) g Can gy
prose. And one of Diana’s maids found the chance available
Abu-Deeb (2012, p. 455) in chua Al 345 Ula <l e (e Baal g el
poetry. And one of Diana’s nymphs came to get advantage of

this chance

Lu’lu’ah (2013, p. 334). «(( Ul ) s sa) Al dua 3l cian g

And one of Diana’s virgins found this chance available
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Enani (2016, p. 258). dadla U oyl 98 5 )aad) Bl cil a1 M8

So the nymphs of Diana saw the fire pervading

Table 7.13: Renderings of “A maid of Dian’s this advantage found” (Sonnet 153)

According to Qamus Al-Maany (almaany.com), in Arabic, the word “maiden” refers to a
female servant. Generally speaking, all of the translations made are intelligible to the Arab
reader, although not all of them convey an exact meaning of the word “maid” that Shakespeare
intended, as in allusion to the story of Cupid. A maid of Dian’s can mean: (1) one of the virgin
huntresses who served Diana, the virgin goddess of the hunt; or (2) hot desire and will power,

which are terms that refer to sex or lust. The next example is taken from the same Sonnet 154.

The Source Text And so the General of hot desire

Was sleeping by a virgin hand disarmed

Tawfiq (1988. p. 182). AL el N el S 138
AaSl Ga gl pdad) Al dda a Ladis agil) B 1 ada
By glaal) 3L LYY aal 8 Alal) Sl cilihal
Thus was the Prince of Hot Desires
Sleeping when the Virgin's hand stripped him of his
weapon.

That flame was extinguished in a nearby cold well

Walt (2008, p. 168). Ly o) ydal) Saa cand
AaSlu (pa da gancall A ) AilE
Ay B 5L i BB gdall ¢ ydad) cilihl
Yes, the Virgin stripped her hand Commander of the
hectic desire of his weapon.

The Virgin extinguished the stump in a nearby cold well
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Abu-Deeb (2012, p. 394) in

prose.

(BB gial) B ggll ()&, 145 1SR g
dagi iy o g
el ode W dadw ce 30 (e
B du B i B Jadial) cilibl
Thus the Lord of flaming desire deep asleep at night,
Unarmed, disarmed by the virgin hand,

She extinguished the torch in a nearby cold well

Lu’lu’ah (2013, p. 336).

o lal) B ggdl a5 OAS 39
AaM (e Adide 3y 43 ja Laild
g 550 i (b Jndial 3 ot
While the leader of lust was asleep, a chaste hand
stripped his weapon.

And dipped that torch into a nearby cold well

Enani (2016, p. 258).

<l lad) (u gdll) (3) 9y sla Aagi B
slaa gl dy B M (e
U And dmy € 3l s sla B clik
She stripped his strong weapon from him, while he was
asleep;
The king of the longing souls.
And extinguished the fire stump in a nearby cold water

well

Figure 7.14: Renderings of “And so the General of hot desire ...” (Sonnet 154)
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Figure 7.7: Diana and Cupid

Taken from www.commons.wikimedia.org/wiki/File:Batoni Diana and Cupid.jpg

7.10 TRANSLATING TABOOS FOUND IN SHAKESPEARE'S SONNETS

Shakespeare’s sonnets are laced with sexual suggestion that is considered taboo in Arab
culture. Discussion undertaken in previous chapters concluded that a good translation is
probably one that does not only observe loyalty to the author’s vision, but can also achieve
public acceptability (Miremadi, 2003). Toury (1978) explains how clashes between the
traditions and norms of two contrasting cultures can become embroiled in the process of
translation. Therefore, in relation to dealing with taboos, a translator must sometimes find ways

of rendering meaning in a way that meets audience expectations.

This part of the chapter begins by defining the concept of taboo, and will give examples of
what might be considered taboo in different cultures. Following this, translation shifts are
examined in order to show how the chosen translators have solved problems posed by taboo

content found in Shakespeare’s sonnets.
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7.10.1 THE MEANING OF TABOO

The word “taboo” is similarly defined in different dictionaries, with only slight differences
found in its description. It is described in the Oxford Advanced Learner’s English-Chinese
Dictionary (sixth edition) (2004) as, “a cultural or religious custom that does not allow people
to do, use or talk about a particular topic as people find it offensive or embarrassing; taboo
words are words that many people consider offensive or shocking, for example because they
refer to sex, the body or people’s race.” Also, in the Routledge Dictionary of Language and
Linguistics (2000), taboo is defined as, “a term that is avoided for religious, political or sexual
reasons and is usually replaced by a euphemism, e.g rest room or bathroom for toilet” (Gao,

2010, p. 2310).

7.10.2 TABOOS OF ALL VARIETIES

When discussing the concept of ‘taboo’ Gao (2013, p. 2310) explains as follows, “Tabooed
subjects can vary widely: sex, death, illness, excretion, bodily functions, religious matters, and
the supernatural. But quite often they extend to other aspects of social life.” Gao categorises
the varieties of taboo into, “bodily excretions, death and disease, sex, four-letter words, swear
words, privacy, and discriminatory language that includes: 1) sexist language and 2) racist

language.” These are described in more detail below:

a) Bodily Excretions. Gao (2013, p. 1311) explains as follows, “Except tears, all the words
concerning bodily excretions are believed taboo.” Thus, euphemisms are used to replace
expressions such as “urinate”, which is only usually used in a formal, hospital or official
setting. In everyday life this word more likely to be described using a euphemism, such as, “to

answer call of nature”.

b) Death and Disease. The fear of death causes people not to talk about it. An example of this

is when we say, “If anything should happen to me” which really means “when I die”. People
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tend to avoid talking about death or serious diseases that might cause death or affect natural
life, using precise or descriptive words. Instead, euphemisms are applied, such as “passed
away” instead of “died”. “Cancer” might be referred to in a roundabout way as the “Big C” or
being “terminally ill”. The same can be said for various mental disorders, i.e. “he is not all

there” etc.

c) Sex. Although making reference to sex is not as taboo in some parts of the world as it was
in previous centuries, it is still taboo in some situations and in some places to describe sexual
intercourse directly, especially in Arab-speaking countries. Gao (2014, p. 2311) explains as
follows, “In the United States, the sexual revolution of the 1960s began to make great changes,
and English-speaking countries tend to be freer and more tolerant on this in recent years.” This
cultural change has also reached China, “Thus to ‘make love’ to ‘have sex with’ etc, which are

slightly ‘dressed-up’ terms, are not all uncommon in writing now” (Gao, 2014, p. 2311).

d) Four-letter words. In spite of the 1960s sexual and social revolution, people are still
intolerant of certain curse words and sexual curse words, which as described as “four-letter
words”. These words are considered improper in general conversation (especially where
children are present) and in some written forms. However, the word “fuck” was added to the
Dictionary of Slang and Unconventional English in 1963 by Eric Partridge; although he uses
an asterisk for the vowel “u”. This received a storm of complaints from schools, libraries, and
the police. Therefore, this book is not found in open shelves of public libraries even today.
Another example was the ban of the unabridged edition of D. H. Lawrence's literary work Lady
Chatterley’s Lover in 1959, because it contained several instances of the word. Indeed, at the

time the book was subject to obscenity charges and a court case ensued (Gao, 2014, p. 2311).

e) Swear Words. Some of these words can be classed under the category of four letter words

as explained above, and many English words are classed as swear or curse words. A number
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of them are legitimate words that, historically, might have been used in a formal or legal setting,
but, over time, have been appropriated as insults, and some are found in everyday use. The
main connotations of swear words relate to sex (as in the F word), supernatural powers, and
excretion. Gao (2014, p. 2312) explains that, “Half of them relate to words referring to body
parts and functions that societies considered taboo, such as merd, ball, and other four-letter

words. Another half deals with the names of gods, devils, etc.”

f) Privacy. People from English speaking countries place a high value on privacy, and,

therefore, breaking privacy or confidentiality is considered taboo and even unlawful.

g) Discriminatory Language. There has been a growing awareness throughout the 21%
Century about sensitive words that might be construed as sexist or racist language. Sexist
language is classed as language that denigrates women. An example of this idea is found in use
of the terms “master” and “mistress”. Hudson (2000, p. 102) explains, “A class pair is master
and mistress, where the male meaning is ‘good’, and the female meaning is ‘bad’; specifically,
a mistress is a partner for extramarital sex.” Gao (2014, p. 2312) explains that some terms
reflect greater tolerance towards men in the sexual liberties. The word “mistress” is one of the
examples discussed in the following analyses of Shakespeare's sonnets. Deng (1989: 100, as
cited in Gao, 2014, p. 2312) defines racist language as, “that which shows a bias against certain
racial or ethnic groups; it is the language that degrades or belittles them.” An example of this
in the English language can be connotations of different colours: the colour white holds positive
connotations, while black holds negative ones, whether this is actual colour black colour or

black people.
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7.10.3 TABOO IN TRANSLATION

If the taboo expression in the SL is not considered a taboo in the TL, then the translator will
usually translate it directly as it is. On the other hand, if the expression is taboo in both cultures
or in the TL only, then the translator must seek out the most appropriate strategy to follow to
deal with the taboo item. In such cases, Davoodi (2009) explains that the following strategies

have been suggested by researchers to solve the problem of finding a taboo in translation:

a) Substitution. With this technique, the translator substitutes the taboo term with another
acceptable term for the TT audience. An example of this is seen in the translations of
Shakespeare’s sonnets, when the word “black” is translated as 3« (brown) to describe the
black skin tones of the dark lady. In the imagery of the sonnets, the dark-skinned lady is also
described in terms of her bad (black) behaviour, and in modern eyes, this connotation has

discriminatory overtones, in relation to the word 2 s«i (black).

b) Taboo for taboo’s sake. Although this technique might cause embarrassment to the TT
audience, the translator may find it useful to keep the effect of the taboo by replacing it with
another taboo from the TT culture. Examples of this can be found in the translations of
Shakespeare’s sonnets in relation to the love triangle between the speaker, the dark lady and

another male addressee, especially in Sonnet 42.

c¢) Censorship. This technique allows the translator to omit the taboo, or to censor it. This is
usually not an acceptable procedure, because it can distort meaning if the taboo is a key term
in the ST. Tawfiq was criticised by Enani for using this technique in his translation of the

sonnets.

d) Applying euphemisms. Euphemism in translation can be used to replace taboo content in
the ST with an agreeable inoffensive expression from the TT culture. Linfoot-Ham, (2005, p.

228) explains that, “The need of euphemism is both social and emotional as it allows discussion
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of ‘touchy’ or taboo subjects without upsetting other people.” Euphemism aims to protect the

audience from possible offence.

7.10.4 SOLVING THE PROBLEM OF TABOOS IN THE ARABIC TRANSLATIONS
OF SHAKESPEARE’S SONNETS

Although Gao’s (2013) categorisation of taboos is useful, when looking at texts written in
English, the same norms do not apply in their entirety to Arab speaking countries or to Arab
culture. For example, the mention of death is not considered a taboo for an Arab audience.
However, the most common taboos in Shakespeare’s sonnets for Arabic readers would be
sexual references, and (as discovered in research undertaken in recent years), the speaker’s

address to another man.

7.10.5 THE QUESTION OF HOMOEROTICISM IN TRANSLATING
SHAKESPEARE’S SONNETS

In recent years, Sonnet 20 has been singled out by critics and researchers because it appears to
address a male. In the sonnet the speaker uses vulgar expressions to express his feelings. For
an Arab audience, this idea would be problematic. Indeed, both the vulgar terms and the idea
of homoeroticism are both considered taboo in Arab culture. It has been argued that the sonnets
comprising the first sequence address a fair youth, but they are written using mostly gender-
neutral language. However, Sonnet 20 poses problems because it clearly addresses a man. The
sonnet refers to masculine genitals and compares the addressee to a woman, but without any

of the negative qualities that accompany being female.

The first expression for discussion is the statement, “Hast thou, the master-mistress of my
passion” which raises problems for audiences not only because it uses the previously discussed

loaded words “master” and “mistress”, but because it addresses a male recipient.
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The Source Text Hast thou, the master-mistress of my passion

Tawfiq (1988, p. 39). A8 glina Ly g ulBl) Sllla

O the owner of the heart and its love

Wali (2008, p. 36). (s)5h B 5 L ly

Master and Mistress of my love

Abu-Deeb (2012, p. 119) in el 4 gadiall g e Ldiad LAY N
prose. You are the master of mistresses for my flaming feelings
Lu’lu’ah (2013, p. 69). (ol 2 Sl B by dhal La gp

It is what you have got, you master of my love mistresses

Enani (2016, p. 115). Qasdall Ade e cad ) ALY s sy e
For you are, my friend, as the lover who became the

orbit of my flaming love

Table 7.15: Renderings of “Hast thou, the master-mistress of my passion” (Sonnet 20)

Regardless of the controversial identity of the address, all the Arabic translations of this line
address the male beloved, mainly because all the surrounding lines support his masculine
identity. However, their translations do not convey any deeper meaning than that which has a
surface meaning of the word “passion”. In Shakespeare’s Beloved: The Solution to the Riddle
of Shakespeare’s Sonnets (2003), Schmid suggests the word “passion” here does not describe
the kind of passion that exists between two lovers. Also, none of the translators have translated
the word “passion” as to mean anything deeper than “strong feelings”. Schmid (2003, p.28)

says, “this is not Shakespeare’s beloved’, but just what he says, ‘the master-mistress of my

(134 29

passion’ - passion from ‘pati’, ‘passus’ or “’to suffer’.
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Enani references The Riddle of Shakespeare’s Sonnets in the Introduction to his translation of
the sonnets, and, therefore, it is possible that he has the most up-to-date understanding of
arguments surrounding the riddle. Nevertheless, he does not rely solely upon modern critics’
opinions of this sonnet, and he makes a translation that combines different views. In Enani’s
translation of Sonnet 20, he uses the word “master” as a noun. For example, when a lover calls
his beloved “O mistress mine”, and not as an adjective that describes what a servant is to his
master. Describing a beloved woman using masculine adjectives in Arabic love poetry is a
common literary device. Indeed, one of the most popular songs composed by an Arab poet,
Prince Abdullah Al-Faysal, and performed by Abdulhalim Hafiz in 1973 is called 8 Sl
(O, the master of my heart) and this uses masculine words to address a woman. This kind of
address does not imply any actual sexual dimension to the relationship, but it does imply
romantic passion and admiration, and the power a woman has over a man in a romantic

situation. Another expression for discussion in this category is the word “hue”, used in Sonnet

20.
The Source Text A man in hue all hues in his controlling,
Which steals men’s eyes and women’s souls amazeth
Tawfiq (1988, p. 39). S Jladd) dll cils delda 8 il Ja

sl 290 8 Jla ) (e Qlas
Man you in your character condemned you all the
qualities,

The eyes of men, evoking the lives of women
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Walt (2008, p. 36).

QS gaan (el o jalh ¢ AISE b Ja el

sl g1 gl 03d3 g Jal g s ¢ e a8

You are a man in your form, able to reincarnate all forms,
Capable of robbing the eyes of men and driving the lives

of women

Abu-Deeb (2012, p. 119) in

prose.

(g lualy 4d e (S g el Gl (g Ja

Sl 2190 Jadyg Jla 3l 3lasi Gl
A man with a beautiful nature, and every living creature
that obeys him,

Take away men's anguish, and astound women's souls

Lu’lu’ah (2013, p. 69).

i O \Slaia cAiin B O
csleadll 219 sia g Jaol Qe (s seien

A man in his form, possessing every shape,
Takes away the eyes of men and leaves the spirits of

women in dilemma

By Enani (2016, p. 115).

Sl Jana iy A0S 2301 By 90a (A
S gt Caban g Y 8 21580 Gl A0l

In the image of the man, but it combines all the images
It is to charm the heart of the female and takes away the

eyes of the male

Table 7.16: Renderings of “A man in hue all hues in his controlling” (Sonnet 20)

Tawfiq’s translation of these lines was criticised for the complete deletion of taboo references.
In other words, Tawfiq omitted to mention the physical qualities of the beloved, and changed
the meaning to refer to the beloved’s lovely manners or nature. Whether Tawfiq was rightly

criticised for changing these lines is open to question, but he is the only translator who has
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completely obeyed the demands of Arab norms in this case. This example suggests that
sometimes, even if the translator is very concerned with the norms of the TT, he does not have
to change the meaning of in the ST, especially if the overall meaning is generally acceptable

to the lay audience.

7.10.6. SOLVING TABOOS RELATING TO THE DARK LADY SONNETS 127, 130,
153, AND 154.

In Sonnet 127, Shakespeare explains that his beloved is not considered to be beautiful because
she has dark skin, and it is the cosmetics she wears that give her skin a fair tone. Shakespeare
speaks about the dark skin of his lover, a characteristic he also refers to in other sonnets. He
describes her as having black eyes and black hair, which make her look as if she is in mourning,
but, he explains, this mourning suits her sadness, which makes everyone who sees her think
she is a beauty (Alamuldin, 2002, p. 192). By today’s standards, this sonnet contains
discriminatory and racist language, since it equates black skin with being considered ugly by
many, as well as with dubious sexual inclinations. The speaker also attaches the image of the
‘dark lady’ to mourning and death; here death is not a particularly extreme taboo, as it is in

other cultures.

Dark skin was not considered to be attractive in the Elizabethan era. Indeed, as the speaker
describes, darker-skinned ladies tended to use cosmetics to look whiter, and the speaker
describes the woman disguising her natural pigmentation in the fourth line of the sonnet, and
the speaker uses the word “bastard” to describe the outcome. Also, he compares the blackness
of her eyes to a ‘raven’ a bird that is often associated with bad omens in many cultures,
including in English and Arab cultures. In the Arabic translations, the word for “black” that is

used to describe the woman’s skin colour translated differently. The words 3 e~ or _lew are
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substituted many times for 3 s« although they are not exact equivalents for the meaning of

“blackness”.

The Source Text In the old age black was not counted fair

Tawfiq (1988, p. 153). Lot Ui gl By 3 0u) (0S5 Al Aagall)  gumnl) B
In ancient times, black was not considered an exquisite
color

Wali (2008, p. 143). cagal) 3 g u& Crand) 150 al agall) cpa ) ‘_,a
In ancient times, they did not see beauty in the darkness
today

Abu-Deeb (2012, p. 339) in O a3 gaadl (Sa ‘d 5l ) guandl gé

prose. In ancient times, blackness was not counted as beautiful

Abu-Deeb (2012, p. 437) in e 3 gl B a8 ol Culaa jguas B

poetry. In ages ago, no one would have thought blackness was
beautiful

Lu’lu’ah (2013, p. 282). L Gy 3 gaad) (1S La cila 3 il B
In the past, blackness was not counted a beauty

Enani (2016, p. 229). AR Ll A Gl Jand Laal s ga gl B e (S5 ol

Our tanned faces did not bear this beauty long time ago.

Table 7.17: Renderings of “In the old age black was not counted fair” (Sonnet 127)

The word “black” can be translated as 25! in classical Arabic. However, in Arabic dialect, 3_x
refers to “a black skin tone” or “a brown skin tone”. Abu-Deeb adds a title to each of the

sonnets, and titles Sonnet 127 253 Jweadl (Black Beauty), and Sonnet 132 2 sul (sl 3lé (Since
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Beauty is Black). Enani explains that this sonnet is the first to talk about 4adall &) el (the
Mysterious Brunette). Enani (2016, p. 350) explains that in Elizabethan England, the term
“fair” could refer to beauty in general, or having blonde hair, or having a light skin tone (fair
skin). This sonnet has been criticised for having racist overtones, because although the speaker
explains that a black skin tone has become a sign of beauty, he does this in a mocking way.
The speaker goes on to describe the colour black as being “slandered with bastard shame”. This

stigmatises the skin tone of the dark lady, and compares it to something shameful.

The Source Text And beauty slandered with a bastard shame

Tawfiq (1988, p. 153). LS s LS g 3A00 Jlaad) daaw caald g
And the reputation of beauty was as shameful as the

sons of adultery

Wwali (2008, p. 43). el Gy 0 iy Ylaa ¢S Lag

It is not a beauty changed by false ancestry

Abu-Deeb (2012, p. 339) in ABN Y ey aa gy e Jlandlg

prose. Beauty has become stigmatized by the shame of
infidelity

Abu-Deeb (2012, p. 437) in «Juadll ;Aig el g ol i j 188 Jlaad) &

poetry. But beauty has become false, it is no longer clear with

pure qualities

Lu’lu’ah (2013, p. 282). ey b 530 e Adld Jleag
A stigmatized beauty by the shame of illegitimate

children
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Enani (2016, p. 229).

JUS flaa) slgn i ke Jany Jlaadl Jla 5 s
Beauty is ashamed by the colours of paints like

illegitimate children

Table 7.18: Renderings of “And beauty slandered with a bastard shame” (Sonnet 127)

Although Tawfiq has been criticised for his tendency to delete taboos, in this example he is the
only translator to have kept in the correct meaning of the word bl <Ll (son by adultery). Abu-
Deeb tries to keep to an authentic meaning, and chooses the word 43 which keeps the
intended meaning of “infidelity” but he uses a less vulgar term than “son by adultery”.
However, he suggests impurity in an indirect way. Both Lu’lu’ah and Enani solve this

problematic issue by choosing less vulgar equivalents, in a similar way to Abu-Deeb has done,

in translation.

The Source Text

Thou blind fool love, what dost thou to mine eyes,
That they behold, and see not what they see?
They know what beauty is, see where it lies,

Yet what the best is take the worst to be.

If eyes corrupt by over-partial looks

Be anchored in the bay where all men ride
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Tawfiq (1988, p. 163).

Cotany 4ilad () L ¢3anY) (ae ) ol L
e el laill daghae (e (i A Uinpal Legil 18
b ) S Sy o3l gl sy b (S
(any (e il jilie af B Sy 130
S0l allall ale S0 4l Coyry 58 s
O idiot blind love, what have you done to my eyes
If they become ruins of continuous intentional view,
Fixed in the bay of Marina, which has all people riding
In it,
Why does my heart believe that it is self-respecting to
love,
When he knows that it is a public place for the whole

world?

Walf (2008, p. 151).

iy Clad | 3la o pae ) ALY Gal) Lo
() (i Bllanal) ) B
flaan Jla sl oy gl (b g i
sda g gald g4 ddl) A o B ()3 Al
(gl g AllallS £ Lda 4} alay o2 g
O silly blind love, what have you done with my eyes
The looks of favouritism,
And they shall be in one man and all men
My heart did not think that the Gulf was a bay alone,

He knows that it is popular with the wider world

258




Abu-Deeb (2012, p. 360) in

prose.

o Adadl 3 La ¢ e ¥ (3aaY) Ll cqald) Lgal e
56 BN o liall ciils 13
Jadll S 4 S o) i) (8 Gl gmi i g
oal il AN Aaldl) 3 gstal) of Rdy o a8 e A 13
¢ ) < flia

You, O blind fool, what do you do with my eyes?
If the eyes spoil the look of fancy of Tarswan in the Gulf
where all men ride. Why should my heart think that

chakra is special when it is common to all humans?

Abu-Deeb (2012, p. 442) in

poetry.

Lo uld g aef g el gaal cquall g
Jdasally s 56l G (o) it ) A8 938 ClilBal) cils il
BUI (19 O g 5 pgranl uldl) el Eua g
Bk 9 sl O gl Gl (o Adiaa o Sl o Qi) e 1iLal
fdale

Oh love, you are an idiot and blind, and cruel
Even though the two strongholds are arrogant as they see

the eye of desire and its tendencies

And when all the people went to Tursoan without anguish
Why should the heart accept that its garden is a common

land for all the urinary and all that is permissible?
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Lu’lu’ah (2013, p. 302).

s Clad 1) La ¢ ae (Baal b Gl agla by
£ 5ol Bad adla Lgw cua gl 8 ) gaal) CuilS 1)
WJal e s G )
A g jra Ay i (53159 Cauny 13lal g
S sY) allall A gida dalas L iy
Oh my love, blind fool, what did you do with my eyes,
If the eyes have been given the features of extreme
weariness
Go to where all men are anchored,
Why do my enemies look on that isolated spot?

And know that it is open to the wider world?

Enani (2016, p. 240).

) Cigisa bl Gl G
Ul Gy i Ja
Jeailal) BN G 38 cped) 0S5 0
Jpad o) 3 g Jlay 38 sa (B gmi s )
dpay dlla gf T3 Ageuny Sy ol gty 13lal g
A5 5005 s Taan () () (alh oy BLEa 58
Oh, blind Lord of love
Did you blindfold my eyes?
If the eyes have been corrupted by the biased gaze, they
are anchored in the berth of all the men of the earth
without any distinction,
And why is my heart related to a place that thinks it is
right?
When it is a public place that my heart knows all people

are coming to.

Table 7.19: Renderings of the first six lines of Sonnet 137
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Here, the taboo image plays on the word “ride” as a word for sexual intercourse. According to
researchers, the word “ride” is among the most vulgar words that Shakespeare uses in relation
to the “dark lady”. Shakespeare also uses this word in Othello 2.1. 76 - 80 in a similar way.
The metaphor uses the image of a boat being anchored in a harbour where lots of men’s boats
ride through. Booth (2000, p. 473) explains that this metaphor suggests the act of sexual
intercourse. In the Arabic translations the ST image is melted down into the context of the rest
of the sonnet, and the source image is mostly retained in all the translations. In respect of the
word “fool”, Booth (2000, p. 473) notes that, “the word fool may have had the specifically
bawdy sense penis.” However, knowing this does not add to the weight of the overall image
and none of the translators has translated this as to mean anything but a literal translation of
“idiot”. Tawfiq does not add any extra commentary to this translation of the sonnet, neither
does Abu-Deeb. Lu’lu’ah talks about the sexual metaphors of the riding in the harbour and
notes this image is also used in Othello. Enani provides the reader with a simple explanation
of the sonnet in the commentary part of his book, but omits a translation of the word “fool”.
He explains that the speaker blames himself for loving an “ugly lady” who does not know the
meaning of loyalty, because she entertains the advances of many men. However, Enani only

hints that entertaining these advances refers to actual sexual relations.

These lines have been translated differently without affecting the overall message of the sonnet.
Tawfiq and Abu-Deeb have envisaged Shakespeare’s “blind fool love” in a more literal sense,
whilst Lu’lu’ah and Enani characterise “blind fool love” as Cupid, because Cupid is usually

depicted as blindfolded.
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7.11 THE TRANSLATION OF CULTURAL (RELIGIOUS AND MYTHICAL)
REFERENCES AND TABOOS, AND THEIR RELATIONSHIP WITH NORMS

As previous chapters have concluded, norms play a dominant role in every translation process.
The translators' agency, whether intentional or not, is used to ensure their translations are
culturally accepted.?? The examples discussed in this chapter show that all five translators have
applied multiple strategies to translate the culture specific expressions found in Shakespeare’s
sonnets so that their product is suitable, acceptable, and comprehensible to an Arab audience.
Tracking Toury’s initial norms and matricial norms helps to give the discussion a clearer shape.
The cognitive nature of “norms” means that tracking the personal preferences and lexical
choice helps us to understand a translators' agency. Based on the analysis, translators fluctuate
and oscillate in their use of initial norms. Even if a translator shows a clear tendency to follow
the norms of a specific culture, whether that of the ST or the TT, the analysis shows that there
is always oscillation. Although Islam is the most widespread religion in the countries where
the translators originate from, it cannot be concluded that the translations generally tend to
favour Islamic preferences, because, as the analysis of examples in this chapter show,

translators fluctuate in their adherence to a specific culture.

22 The application of Toury’s, Chesterman’s, and Hermans’ ideas about norms do not stretch to cover all the
components of this chapter; but they can be used to add shape to the arguments presented, because the chapter is
mainly interested in cultural references.
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7.12 CONCLUSION

This chapter has examined the different methods followed by the five translators to negotiate
Shakespeare’s sonnets in relation to Arabic norms. This approach cannot be used to classify all
of the cultural references found in translations of Shakespeare’s sonnets, and none of the five
translators can be classified as being either purely SC-oriented or purely TC-oriented. While it
is true that Enani prefers to domesticate references in most cases (as opposed to Abu-Deeb,
who prefers to foreignise them), Enani does not always translate references to suit the norms
of the TC. Indeed, each translator oscillates between being SC and TC orientated to varying

degrees.

Another consideration taken into account when analysing the translations of Shakespeare’s
sonnets was the appearance of discrepancies between the methods of translation discussed in
the translators’ introduction pieces, and the actual methods used for translation as presented in
the texts.?? For example, in the Introduction to his work, Abu-Deeb promises the reader that he
will be loyal to Shakespeare’s work, but when we compare Abu-Deeb’s translations to the
author’s original poems, we find that he only fulfils his promise to some extent, and does not
completely accomplish it this goal. This is also apparent in Abu-Deeb’s translation of Edward

Said’s Orientalism.

Religion itself was not found to have a particularly strong effect on the translators’ use of
lexical patterns or their translation choices. However, the analysis did find that translators with
a strong attachment to their culture’s norms (many of which are derived from Islam) were more

likely to follow their target audience’s religious expectations. Enani, who demonstrates the

23 This phenomenon can be observed in all of the translations, except for Tawfiq’s, which does not talk about
methods in its Introduction.
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strongest attachment to TC norms, tends to use Islamic references, such as Qur'anic verses, and
is more ‘conservative’ in his approach than the other translators. At the other end of the
spectrum, Abu-Deeb displays knowledge of Christianity. However, his knowledge of
Christianity does not completely inform his choices, and he translates some words and phrases
into equivalents that have particular significance in Islam (e.g he translates “holy bower” as
‘428’ [Kaabal]). Lu’lu’ah also alludes to the Christian biblical inspiration found in some of the

sonnets, but only in the commentary section of his text.

When translating mythical references, Enani demonstrates his attachment to TC norms by
providing his readers with an extra explanation of the significance of certain mythical
references in Elizabethan culture, as well explaining what these myths mean in Arabic. In
contrast, Abu-Deeb chooses to keep in the original mythical reference, but does not provide
any extra commentary. Tawfiq and Lu’lu’ah vary between omitting and including mythical
references, but where they are included, Lu’lu’ah provides explanations for these references in

his commentary.

Tawfiq has been criticised by some scholars and translators, including Enani, for omitting
taboo subjects from the translation of the sonnets. However, the analysis shows that, in some
instances, Tawfiq simply chooses less effective words when translating taboo references for
the TC, rather than omitting taboo references entirely. Abu-Deeb and Lu’lu’ah treat taboo
references similarly, seeking to minimise the effect of the taboo on their Arab readers, without
omitting the reference completely. It is important to mention that Lu’lu’ah delineates the taboo
reference in the commentary portion of his text. Enani uses the most conservative approach
towards the translation of taboo subjects. He keeps in some references but does not allude to

them in the commentary to his translation; this places the burden of determining meaning on
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the reader. Furthermore, Enani omits descriptions of what he considers to be the most taboo

subjects, particularly sexual references, from his textual commentary entirely.

It is possible then, to conclude that many interrelated factors affect the choices a translator
makes, in respect of whether he or she is SC or TC oriented. A translator’s individual
translation priorities are the driving factors behind his or her decision-making processes. For
example, Enani prioritises the effect of rhyme in his translations of poetry. The translator’s
voice also plays a role in the decisions a translator makes, and the next chapter will discuss this
phenomenon. While some translators strive towards invisibility as much as possible, others,

like Abu-Deeb, combine their own voices together with Shakespeare’s voice.
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CHAPTER EIGHT:

THE TRANSLATOR’S VOICE AND NEGOTIATING TRANSLATION NORMS

8.1 INTRODUCTION

Previous chapters have explored how Arabic translators have translated Shakespeare’s sonnets
in line with Arabic translation norms. This chapter explores the individual voices of the five
Arabic translators to find out whether they have challenged, questioned or adapted these norms.

In this respect Qun-xing (2016, p. 184) explains as follows:

[The] translator’s voice can never disappear; instead, it is always traceable in a
translation. [The] translator’s voice can be traced in a micro-dimensional way by
analysing concrete narratological techniques and the individuality of language use
through comparing the source texts with the target texts, or through comparing different

translations of the same source text.

A comparison of the use of language by the five chosen translators will be undertaken, together
with an examination of the additional relevant characteristics of each translation. This allows
us to identify each translator’s voice and how they show distinctiveness or uniqueness.
Bourdieu’s sociological concept of distinction will be used in order to trace the distinctive
voice of each translator. In this endeavour, the chapter seeks to answer the following set of

questions:

How do Arab translators negotiate the norms of translating Shakespeare’s sonnets, using their
own distinctive voices, which might be at odds with TC or SC norms? Moreover, how can we
account for the translator’s voice using the sociological concept of “distinction” as developed

by Bourdieu?

This chapter concludes by summarising the basic characteristics of each translator’s voice.

Points of distinction in each translation will also be clarified in order to present a conclusion
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about the influence of norms in translating Shakespeare’s sonnets into Arabic and their

connection to distinction.

8.2 THE TRANSLATOR’S VOICE: STRATEGIES OF DISTINCTION

As discussed in Chapter Two, the author’s voice is mediated through the translator’s voice.
Translations also echo the translator’s voice, which can encompass their ideological positions,
ideas about translation, linguistic/aesthetic sensibility, and an understanding of who their
expected audience is. Accordingly, each of the different Arabic translations of Shakespeare’s

sonnets reveals a specific translator’s voice.

It is common for translators who translate the same work to compare their translations with
those of other translators, in order to distinguish their own work. Hanna (2016, p. 154) explains
that retranslations of Shakespeare’s tragedies in Egypt were, “completed to achieve distinction
in the field of drama translation by suggesting that their translations fulfilled functions that
were not purportedly fulfilled by earlier translations.” In the introductions to their works, the
chosen translators examined in the current study make comparisons with, and pass comments
on their own work and other translations of the sonnets. They do this in order to try to highlight
how previous versions lack certain elements or particular qualities, and how their own
translation stands out when compared with others. The French sociologist, Pierre Bourdieu
(1930-2002) talks about this kind of behaviour among cultural agents, and these theories are
developed in relation to translation by Hanna (2016, p. 139) who calls the choices made by

each translator “strategies of distinction.”

Hanna (2016, p. 139) expands on Bourdieu’s theory to suggest that, “the value of any cultural
product is determined in relation to other products within the same field of cultural production.”
In the current study, the five different Arabic translations of Shakespeare’s sonnets can be

classed as cultural products that belong to the same field. Bourdieu (1991) notes the role of
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deviation in trying to achieve distinction or originality from other cultural products in the same
field. In other words, something that is familiar or commonplace in the field holds back any
steps towards distinction. This is important, because in light of Bourdieu’s theories, a
translation that demonstrates distinctiveness has the potential to add value to the translation of
a work that already has been undertaken by other translators, hence deviation from norms can
set apart translations of a particular work. Bourdieu (1991, p. 60, cited in Hanna 2016, p. 139)

explains this as follows:

The work performed in the literary field produces the appearances [sic] of an original
language by restoring to a set of derivations whose common principle is that of deviation
from the most frequent, i.e. ‘common’, ordinary’, ‘vulgar’, usages. Value always arises
from deviation, deliberate or not, with respect to the most widespread usage,
‘commonplaces’, ‘ordinary sentiment’, ‘trivial’ phrases, ‘vulgar’ expressions, ‘facile’

style.

Phrases taken from this quote, such as “ordinary sentiment” or “commonplace”, are perhaps
more applicable to certain translations of the sonnets more than others. When we apply
Bourdieu’s understanding of distinction to the five Arabic translations of Shakespeare’s
sonnets, the concept of the translator’s voice is seen in a different light. However, describing
the translator’s voice and its position in terms of high or low levels of distinction might mean
that we begin to judge some translations as more distinctive than others, and this goes against
the descriptive nature of the current study. Therefore, the following paragraphs will focus on
the strategies of distinction that each translator (as a cultural agent) uses in order to encourage

a reading audience to read his translation.

There is no doubt that the concept of variation is constrained. Hanna (2016) explains that

Bourdieu understood that various approaches taken to achieve distinction are very much related
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to the language and cultural beliefs of the producers. Indeed, norms, though often unconscious,
can challenge aspirations of deviation. For instance, some of the chosen translators did not feel
they could translate some of the vulgar expressions or images used by Shakespeare, because
Arabic publishers and audiences would have rejected these translations for cultural and
religious reasons. Bourdieu (1991, p. 64) balances behaviours to gain distinction with what he
calls, “the strategies of assimilation and dissimilation.” This idea encompasses the producer’s
decision to adhere to conventions and to the norms of a culture. Hanna (2016, p. 139) explains

this principle in more detail, stating that:

The attempt by new procedures to gain “distinction” from existing procedures has to be
balanced by a minimum compliance with the conventions that make up the structure of
the field: this minimum compliance is the fee that new procedures pay in order to gain

and maintain membership in the field.

Tawfiq’s (1988) translation could therefore be described as indistinctive, as it is conventional
to a large extent, in light of Bourdieu’s understanding of “normality”. Wali’s (2008) translation,
although it is “normal” as Bourdieu would have described it, transmits meaning from one
language to another without remarkable style, but provides the reader with further explanation
of the descriptive expressions Shakespeare uses, and the choices made by the translator, which,
according to Bourdieu, adds to the distinctive value of the work. Wali provides meanings to
words in Arabic, using lexical choices in MSA that are accessible to modern day readers who
do not need a dictionary to check their meaning. Tawfiq’s use of Arabic equivalents, on the
other hand, is simplistic and not complex, which enables the everyday reader to understand and
comprehend his translation, while Wali’s academic competence and subtlety in explaining
meaning is apparent in his translation. Both translators try to deviate from the traditional
practice of classical poetry writing, especially where archaic vocabulary is used. Practically,

this deviation adds to the distinction of their translation versions of the sonnets.
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Abu-Deeb’s (2012) voice is heard through his translation. The key characteristic of Abu-
Deeb’s work (both his translations and his literary criticism) is its distinctiveness, as Bourdieu
understood the term. In addition, Abu-Deeb’s translation reveals his competence in
understanding the source culture, and this provides distinction because it allows an Arab
audience to taste English Elizabethan culture. Indeed, Abu-Deeb treats meaning differently in
comparison with the other translators. Abu-Deeb’s distinctiveness appears in almost every
sonnet he translates, and he has cultivated a very distinct voice. Abu-Deeb and his distinctive

voice in translation will be further expanded upon later in this chapter.

Lu’lu’ah’s (2013) translation is precise in its consideration of the ST culture and its expressions
and, therefore, this takes the translation to a higher level of distinction than does Wali’s version.
Lu’lu’ah gives his reader both an adequate and acceptable version of Shakespeare’s sonnets,
and keeps in traces of the SC. Just in case these traces are not clear in the text itself, he provides
referenced clarifications in his commentary section. Enani (2016) produced full translations of
all the sonnets with a significant consideration of the TC audience, unlike Walt who deleted
what he felt were the most taboo sonnets, as previous examples given in Chapter Seven show.
Enani’s combination of the ST lexicon with clear meanings, and his use of well-rhymed poetry,
all adds to the distinctiveness of his version of the sonnets. However, this analysis is general
and cannot be applied to every translated sonnet across the five attempts. The following
subsections explore strategies of distinction that can be identified from the

translations/translators studied in this thesis.
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8.2.1 BREAKING NORMS: DEVIATION

Norms have a close relationship to distinction. Although breaking norms is not generally
considered to be favourable, breaking them does give the author/translator a distinctive voice.
This study of five Arabic translations of Shakespeare’s sonnets supports the conclusion that
deviation is a key strategy of distinction. The analysis shows that deviation most likely takes
the form of additions or changes to the ST, and rarely takes the form of deletion. However,
although similar studies might highlight the role of deletion as it adds to distinctiveness, this
study finds that deletion leads to a lack of distinctiveness, because it removes the problematic
areas that a translator might seek to solve distinctively. It could also be inferred that distinction
is what the audience actually seeks among the different translated versions of the same ST.
Furthermore, it is important to highlight that a translator might not consciously seek distinction
and might try to avoid deviation as much as possible, for multiple reasons, including an
awareness of his/her audience, acknowledgment of the ST, and/or the purpose of translation,
such reasons might control the translator’s attitude towards deviation. Thus, based on the
analyses undertaken in this study, deviation can be traced from two basic sources: a) deviation

from the ST, and b) deviation from TT norms and TT audience expectations.

8.2.1.1 DEVIATION FROM THE SOURCE TEXT

In the corpus of this study, deviation occurs when a translator changes or adds to Shakespeare’s
sonnets, in either shape or meaning. This deviation might disguise the authenticity of the
sonnets, and can infer a different image of the Elizabethan era, of the poet’s voice, or even the
overall meaning of each sonnet. However, the choices made might sometimes meet an
audience’s preferences and, therefore, add value, and, hence, distinctiveness to the translation.
Furthermore, the more a translator is attached to TC norms, the more he/she might deviate from
the ST, and when this happens, the features of the SC become less obvious in translation.

Therefore, the more a translator’s voice is honoured, the more distinctive the translation is, and
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this distinction in voice also appears when a translator is clearly attached to the norms of either
the SC, as in the case of Abu-Deeb, in most instances, or of the TC, as in the case of Enani,

again in most instances.

Each of the five translators have diverted from the ST but to differing degrees. As can be
explained by Bourdieu’s theory, the audience’s tastes might be a key motivator in creating
distinction. The typology of the audience and their common tastes, that are usually made up of
culture, faith, language, and ethnic background give purpose and meaning to each translated
version of the sonnets, and these elements can play a crucial role in the degree of deviation
achieved. However, a full analysis of audience tastes is beyond the scope of this thesis, because
it is not meant to be a reception study. The focus here is mainly on the agency of translators,

in complying with, and challenging, translation norms.

Tawfiq’s version comes closest to attaining the surface meanings of the ST, because he
undertakes, on the whole, a literal translation of the sonnets. The paradoxical element here is
that literal translation might work to disguise the meaning of poetry rather than represent it.2*
Tawfiq’s version targets everyday readers, who are concerned with reading Shakespeare’s
works without going deeper into meaning, so it repeatedly omits taboo and awkward
expressions to meet TC expectations. Wal1’s version, although it is a literal translation in many
ways, is also keen to communicate the connotations of figures of speech, and metaphorical
language, etc. with additional explaining words. Wal1 is an Academic Professor of English,
and the reason behind Wali’s interest in clarifying meaning could be an awareness of his

assumed targeted audience, who are most likely to be students of English Literature.

As previous chapters have shown, each of the five translators have, whether intentionally or

not, challenged rules. Abu-Deeb clearly breaks rules deliberately, as illustrated in his

24 Chapter Three explains more about poetry translation.
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Introduction and the other paratextual tools he uses. Key features of his translations
demonstrate deviation from the ST. Firstly, Abu-Deeb includes a long introduction to his
translation of Shakespeare’s sonnets, in which he explains to the reader the principles he uses
for translation, and breaking norms is one of them. Abu-Deeb highlights his deviation many
times throughout his Introduction. He begins by explicitly telling readers that he has broken
the Arabic literary norm of not translating poetry (although many translators previously
translated verse from/into Arabic). Abu-Deeb says, “And I recalled Al-Jahiz’s old saying 1200
years ago that poetry is not to be translated, but, a moment where I insisted on revealing the
beauty of sonnets encouraged me to translate them in this preferable way” (Abu-Deeb, 2012,
p. 14). Al-Jahiz tells Arab translators not to translate poetry into verse because this decreases
the poetic value of the poetry. It is interesting to note here that Abu-Deeb is proud of breaking
this norm. Abu-Deeb quotes Al-Jahiz in his Introduction, explaining that his work goes against

what is usually expected.

Breaking norms works towards making Abu-Deeb’s work distinctive, and Abu-Deeb describes
himself as a non-believer in following norms saying, “but as happens in every type of poetry
when being practised by a writer that does not believe in norms, whatever they are - poetic or
political or ethical - the poem that I’'m writing has composed itself in the end” (Abu-Deeb,
2012, p. 15). This breaking of norms does not only apply to his translation of Shakespeare’s
sonnets, but also to other translations he makes, including his translation of Edward Said’s

Orientalism, where he once again offers a distinctive voice.?

In his analysis of Arabic literary culture, Abu Deeb suggests that sticking to norms has become
a stigma and explains that it is not always a good thing. In describing his trend of breaking

norms, he praises Shakespeare for breaking norms himself. Abu-Deeb (2012, p. 21) explains,

5 See Chapter Four for a fuller discussion of Abu-Deeb’s works.
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“Shakespeare has been always breaking the theoretical requirements of prosody”. Abu-Deeb
also comments on English literary culture, stating that it “has a wider freedom and acceptance
for breaking the prosodic law than Arabic culture, and poetry as well” (Abu-Deeb, 2012, p.
21). Abu-Deeb goes further, and insists that Shakespeare is not the only English poet who
breaks norms because, “the extreme hold of norms is a stigma and not a virtue and it builds, in
the eye of English culture, a feeling of dullness and boredom” (Abu-Deeb, 2012, p. 21). He
repeatedly admits that he seeks to break these rules, saying, “It was once said that humans were
not created for norms, but norms were created for humans. I praise this saying and feel pleased

with it, and I am not ever willing to go astray from it” (Abu-Deeb, 2012, p. 55).26

Abu-Deeb gives titles to each sonnet he translates, in addition to referring to each by number.
He notes that he hopes Shakespeare will forgive him for this, saying, “I hope the real owner of
the sonnets will forgive me for giving them titles - if souls can forgive” (Abu-Deeb, 2012, p.
58). In addition, he highlights the final couplet in every sonnet (the last two lines of the sonnet)
for emphasis, and this breaks the metrical norm pattern of the sonnet, since it changes the
original shape of the sonnet. Abu-Deeb also makes extra line additions to some of the sonnets,
and describes this as, “a guilt he is not sorry for” (Abu-Deeb, 2012, p. 58). Usually, translators
do not alter the basic features of the texts they translate. These features function as boundaries
that guide a translator, and as borders that translators do not usually cross. However, for Abu-
Deeb, breaking norms is a norm. Therefore, the agency/visibility of the translator is more

obvious in the case of his translation, and this adds to its distinction.

Abu-Deeb’s translation is not the only version that shows the characteristics of deviation. For
example, Enani’s translation is, as previous chapters have reflected, an Arabised, or sometimes

even an Islamised version of Shakespeare’s sonnets, owing to his consideration of an Arab

26 This example also reflects Abu-Deeb’s Christianity because it is inspired by a famous saying of Christ in Mark
2.27: Then he said to them, "The Sabbath was made for man, not man for the Sabbath.”
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audience and their tastes. Indeed, in Sonnet 122, Enani translates eternity as »dl as
(judgement day), which is a common expression in line with an Arab audience’s typical

expectations and taste.

The Source Text Beyond all date even to eternity

Tawfiq (1988, p. 146). ¢ Al ey i ¢ A Y e Hslai

And exceed all times, until the time of eternity

Wali (2008, p. 138). ¢ olasll a Le I 1alls

Immortal to forever beyond time

Abu-Deeb (2012, p. 328) in O Al i g ) sl 0K s e
prose. Beyond all dates, and until forever and ever
By Lu’lu’ah (2013, p. 272). o) I olasY) OS e amd

And beyond all times to eternity

By Enani (2016, p. 224). Ol sy i s e (i

And stay written there until the judgement day

Table 8.1: Renderings of “Beyond all date even to eternity” (Sonnet 122)

As the aforementioned translations highlight, only Enani’s lexical choice deviates into a more
Arabised expression: (»d a2 which can be translated as “judgment day”. Such deviation adds

to the artistry of the poetry and meets an Arab audience’s tastes.
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8.2.1.2 DEVIATION FROM THE TT

The deviation from the TT includes any deviation from aspects of TC norms and Arabic-
speaking audience expectations. In this study of Arabic translations of Shakespeare’s sonnets,
deviation occurs when a translator goes against the Arabic norms of translation. Generally, all
of the five translators break the common Arabic literary norm devised over 1,200 years ago by
Al-Jahiz?” and other Arabic literary scholars, of not translating poetry (although many
examples of world literature have been translated into Arabic poetry, therefore, breaking this
norm.?®) Enani takes this deviation a step further by translating Shakespeare’s sonnets into

verse, and not into prose as most translators had done before him.

Lu’lu’ah shows strong loyalty to Arabic culture, but, nevertheless, challenges old Arabic
norms. One of these norms is the idea that poetry cannot be translated. Commenting on Jabra’s
opinion, Lu’lu’ah explains that he has the desire to write in verse form in order to challenge
this old norm, since he does not like or agree with it. On the other hand, Lu’lu’ah’s comments
about Jabra’s work reveals loyalty to Arabic norms. He praises Jabra for paying attention to
the aesthetics of the target text, his consistency of understanding, and his avoidance of literal
translation. Lu’lu’ah also adds in footnotes to clarify meaning and considers the target reader

in every detail.

27 Al-Jahiz’s norm of not translating poetry is mentioned in the introductory sections of Lu’lu’ah’s, Abu-Deeb’s,
and Enani’s translation versions.

28 As previously mentioned, some norms are stronger than others, whilst it is accepted by some audiences that
others can be broken.
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8.2.2 ADHERING TO THE NORMS OF THE SC OR THE TC

It can be concluded from previous discussions that a translator’s voice, norms and distinction
are connected. In some cases, the more visible a translator’s voice is, the more norms s/he is
likely to break. According to Bourdieu’s understanding of distinction and its connection to the
receivers’ tastes, when translators challenge accepted norms, they want to make sure they
maintain a minimum of TC norms in order to guarantee that their work will be accepted by
their audience. One piece of evidence that proves this theory is the translators’ concern for their
audience and the repetition of words that reflect this concern in the translator’s introductions.
For example, Enani inserts the statement, “what the reader would seek” in the last paragraph
of the Introduction to his translation. This, perhaps, conveys a message to his readers about
putting their expectations first. Also, Lu’lu’ah gives his readers the choice of simply gaining
enjoyment reading Shakespeare’s sonnets in Arabic or seeking further explanations and

meaning in the commentary section at the end of his book.

Some translators more obviously adhere to the norms of either the SC or the TC, but this
adherence can add to distinction. In applying this theory to the case studies, it can be seen that
Enani (2016) and Abu-Deeb (2012) exercise many strategies of distinction, and they are the
two translators who seem to engage the most with the norms of either the SC or the TC, in most
cases. Looking at this from an alternate perspective, this shows that following norms does not
necessarily mean that distinctiveness is not achieved. It could be argued that in the majority of

instances, Enani’s translation considers the norms of the TC the most.

Another point to add here is that the extent of literal translation undertaken cannot always be
used to judge a translation effort. It also does not always follow that a translator leans towards
the SC norms simply because he/she keeps it main features. Sometimes, literal translations are

used by a translator to escape from the obstacles of translating difficult or taboo cultural
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references. Tawfiq’s translation attempt is an example of one that is literal, but still falls in the
middle of the scale in relation to complying with SC or TC norms. However, literal translation

can affect distinction negatively when it disguises the translator’s voice.

Showing loyalty to Arab literary heritage is shared by two of the translators (Tawfiq and Wal1).
Unfortunately, Wali did not include a long introduction or annotated commentaries with his
translations, in order to support this analysis fully, but his translations reflect an interest in Arab
cultural norms as previous chapters have shown. Abu-Deeb also shows pride in what, he
argues, is the Arabian origins of the sonnet. He explains that the Arabic world has spawned
many pioneers of literature, but that he has still been influenced by English literary culture.
Abu-Deeb reflects his loyalty to Arabic culture in the idioms he includes in his Introduction to
his version of the sonnets. For example, he is pleased that he is able to undertake the translation
of Shakespeare’s sonnets, and uses the idiom g x= =t “freezes my chest” (it makes me
extremely happy and satisfied as if my chest is icy-chilled). Abu-Deeb compares Arabian
sonnets with Giacomo Da Lentini’s sonnets; Lentini is, historically, credited with the invention

of the sonnet form.?° Abu-Deeb also claims that Shakespeare’s sonnets have Arabian roots.

Generally speaking, Lu’lu’ah shows a tendency to lean toward the norms of the target culture
(Arabic) when translating Shakespeare’s sonnets. This is revealed not only in his translation of
the sonnets, but in his other written works, and in the Introduction and Commentary to his
translation of Shakespeare’s sonnets. Lu’lu’ah authored a book in 2010 called: Arabic-
Andalusian Poetry and the Rise of the European Love-Lyric, which, as its title reflects, strongly
supports the theories that contend for the Arabian roots of European love lyrics in general and
Shakespeare’s sonnets in particular. Lu’lu’ah’s translation is distinctive because he addresses

the surface meanings of the sonnets (what a reader would understand without referring to extra

29 See Chapter Five for more information about the historical development of the sonnet.
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sources) and the deeper meanings of the sonnets. He gives the reader the choice of whether to
read the sonnets from a surface meaning perspective only, or to read a further explanation that
explores their deeper meanings, for example, he explains Biblical references and/or mythical

stories in the commentary part of his version.

As discussed in Chapters Five and Six, Enani demonstrates the largest attachment to the norms
of the target culture (Arabic). Enani reveals his loyalty to Arabic language and culture in all
aspects of his work, in the Introduction, in the translations themselves, and in his concluding
Commentary. To a great extent, Enani’s translation of Shakespeare’s sonnets contributes to the
poetic heritage of the Arabic language, for it is the only version that is composed completely
in poetry. To summarise, Enani looks to recreate a complete Arabic version of Shakespeare’s
sonnets, providing access to sonnets that an Arab audience might find uninteresting or even
silly. Most of all, Enani cares about translating the music of poetry; he knows that Arab
audiences are used to hearing the musicality of poetry and feels that this needs to be combined
with a strong translation of meaning that does not result in an emptiness of meaning. In his
Introduction, Enani explores some of the principles he has used in translating Shakespeare’s
sonnets. He clarifies that, sometimes, he has not followed original Shakespearean rhymes or
syllable length for the sake of Arabic prosody. In other words, he sometimes breaks operational
norms (metrical norms in particular) for convenience. However, many times, Enani explains
that he has tried to imitate Shakespeare’s sonnets in their meaning and shape, but admits that

this was a difficult task, and he was not able to do this entirely.
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8.2.3 ACCESS TO THE SOURCE TEXT CULTURE

Throughout the history of translating Shakespeare’s drama into Arabic, each successive
translator has claimed that their translation is better or more advanced than any others. For
example, Mutran does this, as discussed in Chapter Four. Also, some translators claim
distinction because they have translated from the original source language, and not from a
translated version of the original work (e.g. Mutran, who translated Shakespeare from French).
In other words, direct access to the source language/culture has always been used as a strategy
by translators to highlight the distinctiveness of their voice and the translation product,
compared to other works. The same can also be said in the analysis of the different translations

of Shakespeare’s sonnets.

Chapter Six examined the ways the chosen Arabic translators handled certain references made
by Shakespeare in his sonnets that are considered taboo in Arabic culture. In translating
religious references in particular, Abu-Deeb’s version showed distinction because he had direct
access to the source religion. Although Abu-Deeb does not refer to this quality precisely in his
introduction piece or in his footnotes, he is the only Christian translator among the others. Abu-
Deeb’s translation demonstrates a strong understanding of Christian religious culture and this
is echoed in the translation choices he makes. This does not imply that the other translations
lack clarity or accuracy, but Abu-Deeb’s lexical religious choices clearly reflect his knowledge
and understanding of the Bible in particular, and of Christianity in general. One example of

this is his translation of the term “gracious light” as seen in Sonnet 33.

The Source Text Lo! In the orient when the gracious light

Tawfiq (1988, p. 23). N a5 gim (oS5 Cpm 3N )yl

Look at the orient when the light of stunning sun
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Wali (2008, p. 23). sl 8 ASLall uadl) i)

Look at the majestic sun in the orient

Abu-Deeb (2012, p. 92) in Cﬂ‘)L.\AM _))ﬂ\ cs‘).a O cdﬁg
prose. Stare, when the blessed light is being raised
By Lu’lu’ah (2013, p. 42). Bball & dalal) ) gill Laiaa ¢ ylas)

Look, when the great light is in the orient

By Enani (2016, p. 101). elanill ) il 45 ) 4 Cand  13) B @8Vl )
Have you seen the horizon of the orient when the Goddess of

blessings is being raised

Table 8.2: Renderings of “Lo! In the orient when the gracious light” (Sonnet 33)

According to Zinman (2009, p. 15) this phrase taken from: “For as the lightning cometh out of
the East, and shineth even unto the West; so shall also the coming of the Son of man be”
(Matthew, 24: 27). He discusses the Biblical theme around the word “gracious light” saying
that, “When the eye is reverently directed heavenward, the soul may receive “the gracious
light” of the Spirit and experience the rebirth or resurrection promised by the Son of God. The
words in line 1 of the Sonnet, “orient when the gracious light,” is read as the light of the Spirit

described as coming from the East” (Zinman, 2009, p. 15).

The different back translations show that Abu-Deeb and Lu’lu’ah are the only translators who
add a religious touch to their translations. Abu-Deeb uses the word <l s, which means
“blessed” to describe the light, and this has clear religious connotations, because the concept

of blessings generally comes from God or a divine source.

Lu’lu’ah refers to Greek mythology and to oriental countries that worship the Sun in his

translations. Also, he uses the word Ji> which means a “great thing”; he does not refer to
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“blessings” in the way Abu-Deeb does. It is interesting that Lu’lu’ah undertook a close reading
of Abu-Deeb’s version, and might have been influenced in his own choices by what Abu-Deeb

had done or not done.

Another example is the word “glorious” seen in Sonnet 33.3° This sonnet alludes to the biblical
story of the Transfiguration of Jesus, and Waugaman (2012-13, p. 77) states, “Pondering these
allusions deepens the pathos and irony of the sonnet. It glories the Youth on the surface, while
its biblical echoes sharpen the poet’s abject disillusionment in him.” Waugaman (2012-13, p.
77) supports his view by referring to a Biblical passage from Matthew 17:2 about the
Transfiguration of Jesus and concludes by saying that the passage is, “widely viewed by
Christians as describing a moment when Christ’s divinity is made visible. As the Genevan
gloss puts it, ‘Christ shewed them his glorie, that they might not think that he suffered [his

subsequent crucifixion] through infirmitie, but that he offered up himself willingly to dye’.”

Again, Abu-Deeb is the only translator who adds a religious sense to the line by choosing the
word < which means “exalted and praiseworthy”. Furthermore, some of Abu-Deeb’s
comments in his Introduction and in his footnotes give clear hints of his knowledge of
Christianity. For example, he comments on Sonnet 146 with a footnote saying that this sonnet
is, “the only ‘Christian’ sonnet. It means that it is the only one from the whole collection that
comes from a Christian vision of man. It praises the status of soul and disgraces the body”

(Abu-Deeb, 2012, p. 378).%!

30 See Chapter Six for a further discussion of Sonnet 33.
31 See Chapter Seven for a fuller discussion of Sonnet 146.
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8.2.4 ACCESS TO THE TARGET AUDIENCE

One strategy that the translators have adopted to highlight their translatorial voice and the
distinctiveness of their translation is to claim access to their target audience. The translations
made by Tawfiq (1988, 2005) and Wal1 (2008) are simplified in their use of rhetorical images
and poetic language, and they make heavy use of surface level meaning and literal translation,
so as to meet an everyday Arabic reader’s expectations and understanding. As examples from
previous chapters have shown, these translations tend to paraphrase figurative language rather
than finding equivalents in Arabic. On the other hand, they sometimes sacrifice rhetorical
elements to make the TT more accessible. These translations tend to delete unacceptable
images, compared with other translations. However, because of this, these versions lack some
points of distinction according to Bourdieu’s understanding of it, in comparison to the other
translations of Shakespeare’s sonnets. This assessment does not seek to conclude that this
simple use of language means that these translations are any less worthy, effective, or enjoyable
to read as translations, it only seeks to explain that the approach that a translator uses to make

his translation can affect its level of distinction in Bourdieusean terms.

In the introduction piece to his version of the sonnets, Enani suggests that using rhymed
translation makes the text more comprehensible for Arab readers. In other words, he believes
that translating poetry as poetry contributes to the acceptability of the text. This reveals how
he favours the general norms of the target (Arabian) literary culture, but overturns the idea that
poetry cannot be translated. Enani also explains how he dislikes literal translations of poetry
(even if translated into poetry form). Enani cares about Arabic prosody when translating poetry,
such as the norms of rhythm and of rhyme, etc. In respect of his interest in following the norms
of'the TC culture, this is also revealed in the way he deals with taboo subjects. He believes that
an Arab audience has the right to access all sonnets but with the required adjustments. Overall,

Enani is against deleting taboo sonnets and he criticises translators like Tawfiq for this practice.
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Using verses from the Qur'an can enhance the acceptability of a text for an Arab audience, and
even for non-Muslim recipients, using divine references can enrich a literary work for some
readers. For Arabs, the language of Qur'an is commonly believed to be the standard (ideal)
form of Arabic, and quoting from it is thought to lift up the level of a literary work in the eyes
of Muslim readers. This theory is also applicable to Abu-Deeb’s referencing of Biblical stories.
Wali uses an interesting statement to describe Shakespeare, and one which reflects how much
Wali is influenced by the Qur'an, or at least his knowledge of it. Although it is not desirable in
Islam to use a Qur'anic verse taken from Al-Furqaan, 7 that is associated with the Prophet
Muhammad to describe other people, Walt uses the Qur'anic verse shown below to describe

Shakespeare:
"5 da o8 Al o) O V31 s b s Al ORL gt 15 gl )i

This can be translated as follows: What sort of messenger is this? He eats food and walks about
in the marketplaces! Why has no angel been sent down to help him with his warnings (Abdel
Haleem, 2015, p. 227). Here, Wali intends to show that it is a great responsibility to take on
the job of translating works as important as those of Shakespeare, but that, ultimately,
Shakespeare is a human being who can be reached in translation. In the context of norms, this
means that Walt is influenced by TC norms. Furthermore, Enani uses a direct Qur'anic

quotation in his translation of Sonnet 146.32

The demographic of the audience is also relevant. Generally, the translators' agency tends to
cover a wider range of audience than the previous translation would have reached. It could be
concluded that one of Tawfiq’s achievements is to introduce Shakespeare’s poetic language to
anon-elite audience. As Chapter Four discussed, Shakespeare’s works were introduced to local

Egyptian people in a comedic form. To be more precise, theatres tended to stage Shakespeare’s

32 See Chapter Seven for a fuller discussion of Sonnet 146.
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tragedies as comedies in order to attract an audience and meet the expectations of that audience.
Translations of Shakespeare’s plays in their original form would have targeted the elites, while
comedies targeted everyday visitors to the theatre. Tawfiq’s translation of the sonnets is
pioneering because it puts Shakespeare’s sonnets into the hands of the everyday reader in a

language he or she would understand.

8.2.5 THE TRANSLATORS’ COMMENTS ON OTHER TRANSLATIONS AND
TRANSLATORS

In relation to the opinions of translators about the work of other translators, Hanna (2016, p.
139) explains that, “conscious of this fact, new producers attempt to achieve ‘distinction’ for
their products, i.e. they attempt to attach to their products qualities that are considered lacking
in existing products.” This statement could explain why some translators attempt to talk
negatively about other translations of the same work, not talk at all about other works, claim
they have not read the work of other translators, or talk positively about their own works to

show how other works lack certain positive qualities.

Tawfiq (1988) does not comment on any other translations of Shakespeare’s sonnets. By the
time Tawfiq began his translation of the sonnets, Jabra had already translated most of them,
but Tawfiq might not have, in fact, read Jabra’s attempt, and so made no points of comparison
between his own attempt and Jabra’s. However, the four other translators of the sonnets all
comment on their predecessors’ attempts, in a way that tries to point to the strengths of their

own versions.

Walt’s translation (2008) comes after Tawfiq’s, but Wali makes no comments about Tawfiq’s
translation. It is also important to note here that Enani revised Walt’s translation of the sonnets.
Furthermore Abu-Deeb (2012) does not mention Tawfiq’s translation in his introduction piece.

Lu’lu’ah (2013) talks about Abu-Deeb’s translation, and criticises him on some points. Enani
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(2016) also talks about other previous translated versions of the sonnets, and criticises Tawfiq
for his “mistakes”. Also, Lu’lu’ah talks about a previous translation of Shakespeare’s sonnets
by Abu-Deeb that was published in a free monthly book offered by Dubai Cultural Magazine
(2010) under the title: William Shakespeare: Sonnets, translated into Arabic by Kamal Abu
Dib. Lu’lu’ah explains that Abu-Deeb includes a manifold introduction about Shakespeare and
the sonnets, referring to the possible Arabian roots of the sonnets, and this introduction piece
is followed by the translation of 52 sonnets in prose, and some translated in verse. Lu’lu’ah
criticises Abu-Deeb’s introduction piece for containing inaccurate information, and he

criticises the tone used by Abu-Deeb for narrating this information.

Lu’lu’ah does not show concern for tracking Abu-Deeb’s mistakes, but, rather, he is more
concerned with commenting on Abu-Deeb’s translation of the sonnets; he blames Abu-Deeb
for prioritising readers rather than Shakespeare’s text. In other words, Lu’lu’ah claims that
Abu-Deeb’s translation should be more authentic, and should lean more towards highlighting
the source text rather than the translator’s mastery of the talent of translation. This note might
work to enrich Lu’lu’ah’s translation, because it draws attention to Abu-Deeb’s mistakes.
Lu’lu’ah also criticises Abu-Deeb’s choice of calling the sonnets “Tawasheh” and claiming
their connection to Islamic rhymes (Lu’lu’ah, 2013, pp. 21-22). Lu’lu’ah gives examples of
what he sees as “mistakes” in Abu-Deeb’s translation; these examples fill the last eight pages
of Lu’lu’ah’s introduction piece. Lu’lu’ah also addresses Abu-Deeb using a sarcastic tone. For
instance, he talks about the way Abu-Deeb refers to “sweeping the stones” in his translation of
Sonnet 55, as (iS5 ol Al 3 jlasll (non-swept stones); he says, “... would he wash them with soap
and hot water, for example ...” (Lu’lu’ah, 2013, p. 24). At the end of Lu’lu’ah’s criticism of
Abu-Deeb’s translation, he concludes with the comment that, perhaps, one should not try to
translate poetry! In contrast, Enani embraces the idea that an Arabic audience might take

pleasure in reading well-rhymed verse translated into Arabic poetry.
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Lu’lu’ah wonders if the Arabic reader cares for Abu-Deeb’s verse, “the core question is: does
an Arabic reader need rhymed poetry translated from a foreign language? What an Arabic
reader desires is to see what others have devised in pictures, metaphors and ironies in the
subjects of their poetry. Therefore, they are to be transferred to him in a clear understood prose,
[...] this is if the translator did not want to show off his muscles in rhyming or in expressing

themselves” (Lu’lu’ah, 2013, p. 29).

8.2.6 THE TRANSLATORS’ REFLECTIONS ON THEIR OWN TRANSLATIONS

It is not essential for a translator to mention the mistakes of a former translator to gain
distinction. By making positive statements about their own work, they might also cast a
negative light on previous translations. In this respect, Abu-Deeb does not compare his work
to that of any other translators. Rather, he compares his work to the original Shakespearean
sonnets. What is interesting in the first page of his introduction piece is that he mentions Jabra’s
translation of some of Shakespeare’s sonnets, but stresses that he has not read Jabra’s version
because he did not want to be charmed: “... reading Jabra’s version before I translate the sonnets
will captivate me with an indelible constraint, and it might force me to give up what I have
been planning to do. And for I have urgent reasons - which I will not say them now - to dare to
translate Shakespeare’s sonnets, I will so do it without exposing myself to Jabra’s effect that
might be destroying if I allowed its charm to cast its magic on me” (Abu-Deeb, 2012, p. 13). It
might be inferred from this point that Abu-Deeb is trying to draw attention to his own linguistic

competence and understanding of Shakespeare’s language and culture.
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8.2.7 ACCESS TO PREVIOUS TRANSLATIONS OF THE SAME WORK

Although being a pioneer is distinctive, it does not always mean that distinction is gained by
pioneering behaviour. Some studies that examine retranslation claim that the very first
translation of a work usually has a direct influence on successive translations. Koskinen and
Paloposki (2015) explore the influence of a first translation on ensuing translations of the same
work. Their study concludes that there is a direct influence of one translation on another. To
relate Koskinen and Paloposki (2015) to the current study of retranslations of Shakespeare’s
sonnets, it can be noted Enani’s (2016) version gains distinction because of the existence of
previous retranslations of Shakespeare’s sonnets by other translators. On the other hand,
Tawfiq’s (1988) work misses this benefit because of his lack of access to previous translations.
The same principle could be applied to all the discussed translations of Shakespeare’s sonnets

that emerged after 1988.

8.2.8 TRANSLATION AS A PROFESSION

This refers to the work of professional translators and those who have a good knowledge of
English literature in general, and Shakespeare’s language in particular, and who undertake
translations of Shakespeare’s works, although their main profession is something other than a
translator. This study does not seek to judge a translation (or a translator), but it explores the
translator’s background and their competence in translation. This point mainly targets Tawfiq,
because his biography reveals that he translated as a freelance translator, while his main
profession was in the military and not translation. Asfoor (2009, p. 221) comments on Tawfiq

as follows:

His basic training was in the military, but it seems that his love of knowledge and learning
languages led him later to study English language at Ain-Shams University and German
language at the University of Cologne. He translated a number of books from English and

German. If we were to judge Tawfiq based on this brief biography, we would conclude that
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his training is not the kind which the scholar in English or German literature needs, but it is

more of a hobby.

Asfoor (2009, p. 222) also notes some mistakes in Tawfiq’s introduction piece to his translation
of the sonnets, such as describing Shakespeare’s long poems Venus and Adonis and The Rape
of Lucrece as epic poems when they are not. He alludes to Tawfiq’s, “mistakes which an expert
in Shakespeare’s language secrets does not commit. Those who make mistakes in translation,
unlike other professions, do not survive the blame because the basic assumption is that

translators are qualified for this job to the maximum.”

Asfoor (2009, p. 222) notes that he will not discuss Tawfiq’s mistakes in translating Sonnets
135 and 136, because these sonnets cause problems because of their taboo content. However,
he explains that, in Sonnet 3, Tawfiq translates the line, “Now is the time that face should form
another” in a way that gives the indication that Shakespeare is asking his companion to “change
his look” rather than asking him to get married and reproduce. In this respect, Tawfiq’s version
might lack some gravitas when it is compared to the work of the professors of literature such
as Abu-Deeb and Enani.?* However, Tawfiq’s translation is distinctive for other reasons that

are explained in this current chapter.

8.3 CONCLUSION

This chapter has sought to bridge gaps in the concept of “norms”. Norms describe the collective
behaviour of translators or, in other words, the expected behaviour of translators. In real terms,
no translation can ever comply with norms completely, because “norms” is a cognitive concept
that changes according to time and place. This chapter connected the concept of distinction to

norms whilst describing the individual behaviour of the translators as agents.

33 Enani also notes that Tawfiq’s work contains mistakes.
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The element of deviation stands clear in this current chapter among the different elements that
Bourdieu connects to distinction, and those which are used to highlight norms. Although norms
are usually connected to the idea of following what a certain group would encourage all its
members to follow, this chapter talks about how breaking norms can be achieved positively, to
reach distinction. In other words, if a translator stands against norms and tries not to disguise
his voice with the voice of the ST narrator, then the more his translation might gain an
audience’s acceptance, because the two elements match what an audience seeks from a
translation (especially translations of classical works of literature that an audience might

already know vaguely or in detail).

It is important to note that the researcher has screened Bourdieu’s views through Hanna’s
(2016) perspective, since Bourdieu did not elaborate his understanding of distinction with
translation studies as his main focus. Hanna discusses what can be referred to as, “strategies of
distinction”, and this chapter applies these points to the corpus of the current study with more
elaboration. Also, this study is descriptive in its nature and not evaluative, and it does not seek
to judge whose translation is more distinctive than the other. Howver, it aims to show the

distinctive characteristics of each translation.
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CHAPTER NINE:
CONCLUSION
9.1 INTRODUCTION
Shakespeare is a towering literary personality, arguable known the world over. The Arab World
holds him with much the same high esteem thus in addition to popularly enjoying his works,
they are performed, published and quoted often in daily newspapers. The Bard’s works are also
pertinent sources of study, in varying forms and in a multitude of areas. As is the case for this

research, including the translation study and the many areas within this field.

As this research has demonstrated translation is so much more than a process of interlinguistic
exchange, of rendering meaning of texts from one language to another. There are many nuances
to consider and many obstacles to overcome. As popular as he is, Shakespeare provides many
great challenges for the translator who attempt to translate his works. One could argue that
translating Shakespeare to modern day English is a challenge unto itself and this point would
illustrate the difficulties encountered with the task of translating his works to Arabic.

Nonetheless, as this study has demonstrated there are translators who relish such opportunities.

The essential objective of this research was to implement a socio-cultural approach to the study
of poetry translation, based on the concept of “norms”. In order to achieve this, the study
engaged in a detailed discussion of the cognitive concept of norms, a theory developed by
Gideon Toury (1995), and the concept of the “Translation’s voice”. The thesis also explored
“translational shifts” as a tool used to examine the behaviour of translators. Also, the
translators’ agency as it is linked to the concept of “distinction," which was first introduced by

Pierre Bourdieu (1979). Additionally, the works of other pertinent translation theorists were
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also discussed in order to elaborate a methodology for the study of Arabic translations of

Shakespeare’s sonnets.

The most significant feature of this study is its cross disciplinary nature. It integrates different
theories of norms (primarily that of the socio-cultural aspects) which describes the collective
behaviour of translators, and the individual, the translator’s voice. Another key feature is the
cross-cultural investigation of norms in Shakespeare’s sonnets, within the context of

Elizabethan era of the UK and Arabian cultures of that same time period.

The study also reflected on the obstacles that were encountered during the translation process

and the resultant consequences of challenging norms.

The corpus of the study composed of five Arabic translations that were chosen from research
of all published books of complete Arabic translations of Shakespeare’s sonnets; to include all
translations, would fall outside of the remit of this thesis. In the effort to shed light, the chosen
five translations and their respective translators lends nearer to a reflection of the full coverage
of the entirety of Shakespeare’s sonnets. Similarly, the five chosen translators provide pertinent
scope for comparison in terms of methodology, style and creativity. The translators discussed
in this thesis are Badr Tawfiq (1988), Esmat Wali (2008), Kamal Abu-Deeb (2012), ‘Abd al-
Wahid Lu’lu’ah (2013), and Muhammad Enani (2016). Finally, two sets of criteria were
established: source-orientated and taget-oritenated to underpin the reasoning for the selection

of the translators and translations for the purpose of analysis.
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9.2 REVISITING THE RESEARCH QUESTIONS

Based on the overriding aim of the thesis, the current study set out to answer the key question:
Can the concept of translation norms be used for exploring the translation of Shakespeare’s
sonnets into Arabic? The theory of “norms” is a cognitive concept that cannot be measured nor
described in any concrete way. Furthermore, translators do not always intentionally follow
norms, and this trend is reflected in their translations. In other words, translators often follow
dominant norms unconsciously, due to personal beliefs or in consideration of TT acceptance.
Therefore, the appearance of norms-governed choices varies in different translations according

to their translators.

This study demonstrate that norms can differ from one person to the next, according to his or
her ideas about culture, religion and behaviour and personal biases. Furthermore, Norms differ
from one culture to another, and they differ within a single culture across different points in
time. For example, culturally speaking, Saudi Arabia has become a different place from what
it was thirty years ago, just after the so-called Sahwa (The Awakening Movement) which lasted
from 1979 to 2016. During the Sahwa era certain attitudes and behaviours were deemed taboo,

in comparison to how the same attitudes were thought of in previous times.

This phenomenon explains why films and theatrical shows (including those that were inspired
by Shakespeare, as detailed in Chapter Four) started to emerge more frequently in Saudi Arabia
by the end of the era. Also, as the study reflects, all the five translators hail from different
countries in the Arab world, but, nevertheless, they vary in their preferences for dominant
norms, even when these norms are shared. This also applies to translations from within the

same Arabian country.
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Three of the translators, namely, Tawfiq (1988), Walt (2008), and Enani (2016) are from Egypt,
and although it could be concluded, to some extent, that Wali and Enani lean more towards the
norms of TC, Wali does not follow the same shifts as those followed by Enani in order to reflect
dominant norms. Enani edited Wal’1s translation of Shakespeare’s Sonnets in 2008. However,
Enani’s version of 2016 does not imitate Wal’1s in the methods he follows to reflect norms,
such as his lexical choices, etc., [except when he uses certain strategies to transmit the meaning
into Arabic) This point adds weight to the idea of norms changing over time. Tawfiq, on the
other hand, shows a less attachment to TC norms than Walt and Enani. In other words, he does
not seem to use shifts extensively, or any other strategies to bring the text closer to TC
acceptance. Tawfiq tends to delete culturally unacceptable expressions to meet his target
audience’s expectations. He generally keeps in the images of the ST with literal translations of
their surface meaning. The other two translations add to this point of discussion. For example,
Abu-Deeb’s translation demonstrates how the religious background of a Christian translator
can make a difference to the norms used in a translation of text for an Arab audience, his
translations sway towards SC norms in comparison to the work of the other translators.
Furthermore, Lu’lu’ah’s translation shows how a translator can be affected by his tutor’s

(Jabra’s) dominant norms.

Arabic translations of Shakespeare’s sonnets were examined in order to explore the different
ways the chosen translators negotiated dominant norms, mainly using translational shifts. Since
norms in translation are more about the collective behaviour of translators, the study focused
its attention on discussing the individual behaviours of the translators and observing how each
translation was distinctive. The outcomes of this study will add to the academic discussion on

Shakespeare’s works in Arabic, and how this discussion can be developed in future research.
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When approaching the translation of Shakespeare’s sonnets into Arabic, exploring norms can
help us to mediate these sonnets in a way that is relevant to an Arab audience. It also initiates
an interest in considering Shakespeare’s sonnets as pertinent case studies when discussing

translational and literary phenomena.

The first chapter of the thesis posed the two-fold question: How is the concept of ‘translation
norms” theorised in translation studies? Norms, as a translational concept, is generally
connected to Toury, who is seen as the major developer of this concept in the field. However,
Toury’s conceptualisation does not really cover the cultural side of norms and, accordingly,
the contributions of other theorists were considered in order to connect the cultural analysis of

Shakespeare’s sonnets to norms, using different translation theories.

One of the findings of this thesis is that it is difficult to apply different theories of norms to
Arabic translations of Shakespeare’s sonnets. This difficulty arises for many reasons, including
the inconsistent nature of the theory of norms itself, and the fact that the Arabic language has
diverse equivalents, idioms, and expressions , etc., which cannot be connected, with certainty
to norms. Also, the sonnets themselves are short poems and contain all the obstacles which are
usually found when translating poetry. Furthermore, the sonnets contain a considerable amount
of content (religious and mythological) which are contrary to Arabic cultural beliefs. The
translators have attempted to square meeting the expectations of Arab norms with their

enthusiasm in remaining true to Shakespeare’s expressions and meanings.

In addition to providing an introduction to the theory of norms, the thesis looked at a corpus of

Arabic translations of Shakespeare’s sonnets made by different translators from different

literary backgrounds. This discussion focused foremost on Arab cultural norms and the
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publication of the sonnets for an Arab market. A key trend identified from basic observations
made in the study was that all of the translation versions are concerned with TC acceptance,
even if the translators ’choices seem, in many cases, to be directed towards SC norms. In other
words, the translators seem to favour towards swimming with the tide rather than against it,
even if some translational preferences appear to show a superficial intention to challenge Arab

norms; all the translations look more towards acceptance rather than risk audience rejection.

Generally speaking, certain translation theories and practices are not necessarily applicable,
but nor are they deliberately avoided by translators. After all, most translators translate based
on their competence in translation and not necessarily from their knowledge of translational
theories. Even when a translator is considering SC or TC norms, there is no absolute need to
use certain theories for particular translations. However, some general observations can be
connected to the theory of norms when describing some of the practices of the chosen
translators. For example, Abu-Deeb’s translation seems to consider the norms of SC, in most
cases, because it keeps in the source images and meanings of the sonnets. However, this
observation does not apply to all of Abu Deeb’s translations of the sonnets, but his translation
is still acceptable for an Arab audience. Indeed, orientation towards the SC or the TC varies
between all the translators. Enani’s translation seems to be governed by the norms of the target
culture since it reflects Enani’s obvious consideration of Arab cultural norms and Arab

audience expectations, even if this has led him to make modifications to the original ST.

Chapter Three posed: What are the strategies used for translating different problematic issues
found in Shakespeare’s sonnets in light of the norms of translating poetry into Arabic? This
initiated up a discussion on the problematic issues that emerge generally when translating

poetry into other languages, and especially from English into Arabic. The strategies needed to
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be applied in order to overcome such obstacles were further discussed in the analytical chapters
which compared examples taken from Shakespeare’s sonnets in their Arabic translations, and
the strategies used by the chosen translators. To answer this question, translation shifts were
examined in the different Arabic versions of the sonnets. Norms are cognitive concepts and
translators use shifts as tools to comply with an unconscious obedience to norms. This chapter
also clarified the reasons why most of the chosen translators chose to translate the sonnets into
prose (and not into verse). Tawfiq (1988), Wal1 (2008), Abu-Deeb (2012), and Lu’lu’ah (2013)
all translated Shakespeare’s sonnets into prose. Enani (2016) was the only translator from the
selected corpus who translated the sonnets into verse. Chapter Three also discussed the most
problematic issues relating to the translations of the sonnets (especially in relation to norms) in
order to elaborate the discussion. Chapter Six explored the translation of metaphors, and

Chapter Seven dealt with the translation of cultural references and taboos.

The next question this thesis attempted to answer: How have Shakespeare’s sonnets been
introduced and translated for Arab readers? Chapters Four and Five focused on introducing
Shakespeare and his works as they are received in the Arab world, whilst Chapter Five detailed
Shakespeare’s sonnets as a genre and then profiled Arabic versions of the sonnets. These
chapters added to the significance of the study because they started a discussion of norms, and
introduced the reader to an Arab audience’s expectations, especially in relation to
Shakespeare’s works. Furthermore, discussing the Arabs ’understanding and acceptance of
Shakespeare helped to expand on the discussion of the translation of Shakespeare’s sonnets
into Arabic, and the different norms exercised in rendering them. Shakespeare was introduced
to the Arab world during the time when Britain colonised Egypt and Sudan, but, nevertheless,
Egyptian people welcomed Shakespeare’s plays with great interest and they published his

works, translated and in English, and they performed his works on stage. Based on the analysis
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of the introduction of Shakespeare’s work into the Arab world, it seems that Arab
readers/audiences were/are tolerant of the Bard’s language and images, even if these clashed
with their usual cultural norms. One of the main findings of this chapter is the influence of
Shakespeare’s canonical status on norms. Arab audiences have always accepted Shakespeare
with great homage and admiration to the extent that they do not reject his different cultural
views. The translators have not used translation to disguise, but to clearly show some of the
source ideas and beliefs. The chapters that followed traced the accuracy of this assumption, by
investigating different methods used by different translators to translate (usually) culturally

rejected ideas found in Shakespeare’s sonnets rather than omitting them.

Following on, the question: How are the figures of speech, especially the metaphors used in
Shakespeare’s sonnets, translated in accordance with Arabic translation norms? led the
discussion in Chapter Six which dealt with the translation of Shakespeare’s metaphors. The
importance of discussing the norms of translating metaphors is based on the fact that each
Shakespearean sonnet is made up of a series of consecutive metaphors. This chapter also
addressed figures of speech that have metaphorical elements (such as personification and
similes). It concluded that the metaphorical expressions found in Shakespeare’s sonnets have
been, mostly, rendered into Arabic with various modifications, depending on the translators'
agency, and the historical era in which the Arabic translation was published. In other words,
Shakespeare’s metaphorical expressions have not acted as obstacles to translating the sonnets
into Arabic. However, confronting norms sometimes forced the translator to amend or even
delete a sonnet (although this is may is not a preferable choice) in order to comply with TC
norms. Such cases appear repeatedly in the translations of metaphors found in the sonnets, as

chapter six revealed.
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With the question: What are the norms of translating culturally oriented words apparent in
Shakespeare s sonnets into Arabic? Chapter Three highlighted the cultural issues that have
served as major obstacles to translating Shakespeare’s sonnets, and how the translators tackled
the technical task of ensuring that an audience could read and comprehended the material.
Chapter Seven explored how culturally unacceptable phrases are dealt with in the translation
of the sonnets. These cultural problems were classified as religious, cultural, and taboo
expressions. It could not be concluded that there is one dominant norm that drives the
translation of such references into Arabic. However, it was concluded that the power of such

references could be decreased by using shifts, or by omitting them completely.

Another observation to be noted here is the unexpected ways that the translators chose to
translate cultural references. In other words, they oscillated in their translational preferences;
especially the preferences that are related to norms. It was observed that the Muslim translators
seem to lean more towards the norms of TC, but some examples show similarities in lexical
equivalence between all the translators, whether Muslim or Christian. It is possible to see in
many examples how equivalence serves Islamic and Christian religious norms, more than the
preferences that the translators picked. This shows that religious norms are most likely to be
unconsciously followed, and not deliberately forced. To conclude, one of the insights of
Chapter Seven was to demonstrate how the translators stand against the common behaviour of
connecting norms to religion. As can be understood from reading Chapter Seven, norms are
not essentially driven by religion. Nevertheless, norms might be anti-religious, and they might
reflect a translator’s tendency to reproduce a TT that does not represent any religion. However,
sometimes, a translation might follow the norms of a specific religion. None of the five

translations of the sonnets deliberately tries to communicate the specific norms of the SC or
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the TC religions. However, the religious background of each translator has, perhaps, added its
particular bias to the translation, but it was not found to be a key reason behind the translational

preferences made.

When addressing the question: To what extent have translators complied with or challenged
dominant translation norms? All five chosen translators, to different degrees, have challenged
the norms of the SC, although the translators have considered the requirements of their
publishers, and kept in the flavour of the ST in their translations. Nevertheless, norms of the
TC are dominant in the translation outcomes, even in the work of those translators who lean
more towards the norms of SC, so as not to ignore the norms of the ST culture. However, not
considering TC norms would have probably meant that their translations would have resulted
in non-acceptance by an Arab audience, and, thus, a TC publishing failure. In other words, as
examples taken from the corpus showed that some norms overlapped between cultures, but

other norms could not be accommodated between cultures.

In order to answer: How can we explain translation choices that go against accepted
translation norms? The researcher explained this phenomenon by connecting the translators
who challenged the authority of norms with each translator’s distinctive voice, which then led
on to a discussion of the meaning of distinction in relation to the analysis of each translation
of the sonnets, based on the analytical and descriptive chapters of the thesis. The first seven
chapters of the thesis discussed the collective behaviour of the translators according to norms.
Chapter Eight on the other and, shed light on the individual behaviour of the translators based
on the analysis of Chapters Six and Seven. This chapter tried to prove a connection between

norms and Bourdieu’s (1979) theory of distinction. It discussed this from the perspective that
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distinction initially relies on audience and producer tastes, and norms take their importance

from their role in initiating an audience’s taste and acceptance.

This study found that the more a translator is attached to the norms of either the SC or the TC,
then the more distinctive the outcome of the translation is likely to be. Chapter Eight focused
on deviation as a major motivator for distinction. Some metaphors and cultural references
posed obstacles to translation, and the translators had to deviate from the norm, in most cases,
or stick with the images to reproduce the TT image of the ST. In addition to deviation, other
Bordieuan characteristics of distinction were applied to the selected five Arabic translations of
Shakespeare’s sonnets in order to demonstrate how the translators achieved distinction.

To conclude, although this chapter did not aim to represent translators’ agency as a norm-
breaker, it did show how norms might add to any translation, even if the translation goes against

them.

As an end note to this section, one can argue that it is preferable to encourage breaking norms
for the sake of integrity and distinction and not necessarily for the sake of target audience
acceptance. Furthermore, that it is onerous to deleting elements deemed to be taboo but rather
find appropriate ways of articulating these in ways that are appropriate to TC audience whilst
maintaining their distinction. One could further argue that it is for reasons such as these that
translators oscillate in their choices between SC and TC norms. Regarding translator creativity,
it can be said that every translator has attempted to capture and engage his audience with
something and thus it seems evident that each translator attempts to vie in demonstrating the

strength of his competency against that of his counterpart.
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9.3 SELF-REFLECTION AND LIMITATIONS OF THE STUDY

As with any research, limitations are unavoidable, especially in relation to the restrictions of
time and word, etc. The corpus of the study was confined to complete Arabic translations of
the entire sequence of Shakespeare’s sonnets, published in the format of a book. Thus, other
Arabic translations of Shakespeare’s sonnets were excluded from the study. However, Jabra’s
(1983) version of the sonnets was referred to briefly in this study because of its overarching
influence on the work of Lu’lu’ah’s (2012) version. Jabra’s pioneering version was excluded
from the study because it includes only forty sonnets. Further exclusions were the scattered
translations of the sonnets found on various websites and journals which did not comprise a

complete translation of the entire sonnet sequence and were not published in book form.

The unstable nature of both norms as a cognitive concept and Shakespeare’s sonnets as a type
of poetry means that interpretations can vary from one researcher to another, and, therefore, a
degree of personal subjectivity is involved in any analysis of Shakespeare’s sonnets. Besides,
many other aspects of discussion can be applied under the investigation of norms, not only the
translation of metaphors and cultural references. The easy identification of cultural norms in
the translations of metaphors and cultural references (especially taboo ones) in Shakespeare’s
sonnets was the main reason for limiting the thesis to their discussion. Additionally, an
examination of linguistic elements was beyond the scope of this study, and, therefore, this was
avoided in order to ensure a dedicated focus on the cultural aspect of equivalents. Nonetheless,
even a partial coverage of the linguistic elements would have added to the academic weight of
the thesis. However due to the word count limitation, this was not feasible. The researcher felt
that, at the very least this would involve risk of omitting pertinent information directly relating
to the study. Thus, when and where necessary, some explanations of examples on the linguistic

aspects of norms were briefly provided.
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9.4 SUGGESTIONS FOR FUTURE RESEARCH

As previously mentioned, the scope of this study has the potential to be diverse, However, in
keeping with the aims and objective of the thesis, the analysis focused on the translation of
metaphors and references that have cultural connotations: mainly, religious, mythical, and
taboo expressions. One reason for this concentrated effort was to shed light on the socio-
cultural aspects of translation that take shape in the translation process of Shakespeare’s
sonnets into Arabic. The potential for greater scope has been highlighted so as to inspire further
research, for example studies to analyse Shakespearean sonnets may yield other aspects of the
dominance of norms in translation, for example, equivalence, which would further enrich the

topic.

Shakespeare left us an extremely rich and interesting body of works that are invaluable for
investigating translations of English into Arabic. Whether from linguistic or cultural point of
views, Shakespeare’s sonnets provide the researcher with the potential for a great variety of
authentic case studies for analysis. Many researchers avoid dealing with the sonnets because
of the difficulties they present in the translation process. However, each study, at the very least,

paves the way for a better understanding of the next.

With regard to the subject of norms, the necessarily limited scope of this study, it is hoped, will
serve as an example, or indeed a foundation, for further research on Shakespeare’s sonnets, as
well as contribute to efforts in finding a methodology or a model for translating poetry.
Additionally, future research is invited to analyse the sonnets in order to examine other aspects
of the dominance of norms in translation, for example, equivalence, which would further enrich
the topic. It is also worth noting that, whereas this thesis explored aspects of translational shifts,
with a concentrated focus on the translation of metaphors and references that have cultural

connotations on a generic basis, there is very interesting potential for future considerations on
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specific genres of TC audiences (children, students, everyday readers, etc.) Areas for
discussion could elaborate on how the theory of translation as a tool of analysis connects a
translators' agency and to the concept of “distinction," and how this might be applied to a

specific audience, and, thus, enable greater clarity about the role norms play in translation.

This thesis contributes to research made in the field of translation regarding poetry by studying
the works, in particular sonnets, of a prominent literary figure who remains ever popular both
in the West and the East. In addition to all the literary values of translating Shakespeare's
Sonnets, the researcher has attempted to emphasis the equal value in studying the translators
who translate such works. Through choosing five translators and their respective translations
for comparing and contrasting the researcher has demonstrated how, when rising to the
challenges of translating Shakespeare’s sonnets from English to Arabic, each of the five
translators discussed have demonstrated their competencies as well as their creativity, both
collective and induvial. In particular many socio-cultural nuances are highlighted when

translators oscillate in their choices between SC and TC norms

On a final note, it is hoped that this small contribution to research in the study of norms in

poetry translation will help to balance the perception of Shakespeare as poet, as well as

playwright.
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