An Analytical Study of Some Problems of
Literary Translation:
A Study of Two Arabic Translations of

K. Gibran's The Prophet.

Safia Boushaba

A thesis submitted to
The University of Salford
Department of Modern Languages
For the Degree of

Ph.D

FEBRUARY 1988



DEDICATION

To my brother who made it all possible.

To my dearest mother for her forebearance and moral support.

To Samira and my closest friends.



TABLE OF CONTENTS

page

= INtrodUCtiON & v ceceece eocecaseceae seecavean 1

~ A Brief and General Review of Translation

A. A Brief Account of the History of
Translation TheOrY c.ceeeececcnscacsccoseanas 8

B. Ambiguity of the Process of Translation .... 10

C. Types of Translation eececcecececccacaceaananea 13

- Chapter One

The Problem of Equivalence c.cceccccecacacncans G%i;)

- Chapter two

The Problem of Translation UnitS c.cececeaaseas-a 33

«- Chapter Three

Literary Translation and the Problem of
Subjectivity in the Interpretation of
The Original Text .cecaee.. ceceectacs ssesacaes . 46

. The Translator and the Interpretative

phase in the Translation Process ...cc.eccecees
B. Gibran's Experiences and Thought and

The Meaning of The Prophet ..veceeeccacacass 52

C. Sarwat Okasha's and Antonius Bashir's
Misinterpretation of Some Concepts in
The Prophet ....... Ceeesessceanaccs ceececan I X

a) Sarwat Okasha's and Antonius Bashir's
Misinterpretation of the Concept of “God®.. 67



b) Sarwat Okasha's Misinterpretation of
The Concept of “love® tivieeennrcnnaann e T4

- Chapter Four
The question of stylistic faithfulness and stylistic flexibility 2
in literary translation.
@} The Relationship Between the Translator
and the Original Text ..... ceencnane ececscenas 84
B. Some Examples of Stylistic Faithfulness in
the Two Arabic Renditions of The Prophet .... 92
a) Imperative SeNtencesS ceceeeeceaccacccccanas 92

b) Repetition cccececcacccncncnnans ceecaccncs 96—

c) The Juxtaposition of Antithetical Words
in the Same SenNtenCe....eeececeaascceacsasa 101

d) Imagery ..cee... cecacsana tececacscnsacccs . 104

¢ Some examples of stylistic flexibility in

]
... 109
the two Arabic renditions of The Prophet
i a) The Rhythmical Balance in
Antonius Bashir's Version ..ccecececececcceccsas 109

b) The Added Emotiveness in Sarwat Okasha's

and Antonius Bashir's VersionsS .cceecececea--= 117
i. The Emotive Nature of Arabic .--.ccceecn.. 117
ii. The Addition of Emphatic Morphemes ..... 132

iii. The Addition of Emotive Words --.eeeea.- 135

- chaDter Five

Loss of Stylistic Effect in Literary
Jranslat1on and the Extreme Notion of
Impossibility of and Adequate Translation”... 146 —

“~A. The Twofold Character of Literary

Translation «.eee.eeoees et ettt teeaaeeaaaaaaa 146



B. An Example of Loss of Stylistic Effect in the
two Arabic Renditions of The Prophet .......

C. Loss of Stylistic Effect and the Notion

Y of Adequacy in Translation ecececeececccceannes
- Conclusion  ceeisacceacscaa ceesscnnanse cescceane
- Bibliography ...cecececeaees ¢+ cecccscsssscacss

- Appendix: Gibran Kahlil Gibran .e.ccececnen.. .

156

=



TRANSLITERATION

- t L
< th ¢
(& j f_
c h G
C kh ;
J d S

BN dh J
J r .
J Z 5
u S
o sh P}
U"_ S g
T d .

P = L

T — T

Uz TR

Abbre viglions :

SL = GouRCE LANGUAGE .

TL - TAKRGET L ANGUAGE .

ot

*N



Acknowledgment

I would Llike to express my gratitude and indebtedness to my

supervisor Dr. Hassan Mustapha for his encouragement, help

and valuable critical comments.

I would also like to thank the Algerian Ministry of Higher

Education for its financial support.



ABSTRACT

This thesis deals with the problems of Literary
translation namely: subjectivity in the interpretation of
the original message, the question of stylistic faith}ulness
and flexibiilty as regards the form of the original text
and the extreme notion of the’impossibility of an adequate
translation: It also approaches the problem of equivalence
and that of translation wunits which are raised by the
translation process itself and are therefore relevant to the

problems of Lliterary translation.

The beginning of the thesis entitled "A Brief and General
Review of Translation Theory' gives a brief account of the
history of. translation theory. It also considers the
ambiguity of the process of translation and presents a brief

description of the different types of translation.

The first chapter, 1is devoted to the problem of
equivalence. Equivalence 1is approached in terms of the
dichotomy stylistic vs. communicative equivalence. This
bipartite division is investigated to see whether it can be

applied in the translatioh process.



The second <chapter is devoted to the problem of
translation units. Special emphasis 1is put 6n the
difficulty of defining translation units because of the
subjective nature of the translation process. A possible

solution to this problem is suggested.

The third chapter deals with the question of subjectivity
in the interpretation of the meaning of a source language
Literary text. Special emphasis is put on the relationship
between the meaning of the source Llanguage text and the
author's concepts which condition it. Such relationship is
jnvestigated in order to see whether it can help the

translator to avoid a speculative and subjective

interpretation of the original message.

The fourth chapter discusses the questiorm of faithfulness
and flexibilit;>as regards the form of a source language
literary text. In this study, the translator's dynamic role
in reading the original text is highlighted. The
consequence of such dynamic role, as regards faithfulness

and unfaithfulness to the form of the original version, is

analysed.



The fifth chapter considers the extreme notion of the
*impossibility of an adequate translation'. The quality of
a Lliterary translation is assessed not in teirms of its
identity to the stylistic effect of the original text but in
terms of its approximate correspondence to it. Such
criterion is suggested as an appropriate means of assessing
the adequacy of a literary translation and consequently the
extreme notion of the ‘impossibility of an adequate

translation' is found to be irrelevant.

A comparison between the original English version of Gibran

Kahlil Gibran's The Prophet and its two Arabic translations

js given as an illustration to most of the views and

suggestions made in this study.

NOTe L -

Kahlil Gibran ( - Lﬁff \JEA°> ) is spelled as
is appears in the English version of The Prophet which we
used: Kahlil Gibran, The Prophet , published by William
Heinemann Ltd, 1980

Saruwat Okasha ( CK*’Lii <~ s,* ) is spelled as it
appears in the Arabic version of The Prophet which we used
"Al-Nabi, translated by Sarwat Okasha (2 ed), Dar-Maarif
Egypt, 1966

. Yy .
N 9,;)£)ﬁ
Antonigus Bashiff 1s our own English spelling of _ﬂ/‘.‘f""‘J J* g

which appears in the second Arabic translation of The Prophet
which we used in this thesis: "Al-Nabi, tarjamat antunyus
bashir, Dar Al 'Arab Lil Bustani, 2nd ed. 1985.




Introduction

The problems of literary translation are still open to
conflicting debates and individual proposals. The disagreement
voiced by translation theorists as regards the problems that
are involved in the process of literary translation stems

from the confusion between a liierary text and a literary
translation. 1In fact the two are different and need to be

clearly distinguished.

A literary text is the direct produét of an author. Its
quality is assessed in terms of its relation to the literary
tradition of the literature and the language in question.

A literary text is not the product of such direct and unitary
relation. It is not the direct product of an author and its
quality is not assessed in terms of its relation to one

literary tradition and one linguistic system.
' It s rather the result of a

complex series of relations and correspondences. It is a
relation, which the translator in his attempt to interpret
the source language (SL) message, should establish between
the meaning of the SL text and the extralinguistic factors
which condition it, i.e, the author's thought and concept of
life. It is a relation between the translator and the text
to be translated. Finally, it is a result of an approximate
correspondence between the stylistic effect of the original

text and that of the target language (TL) version.



Translation theorists in discussing the problems of literary
translation do not, usually,.relate great-~ importance to
this complex series of relations and correspondences. This
led to pessimistic, tentative and extremist views as regards

the problems of literary translation '

The disregard of the importance of the relationspip which
the translator should establish between the meaning of the
original text and the extralinguistic factors which "
condition it led to the pessimistic view that subjéc%ivity
cannot be avoided in the interpretation of éhe meaning of a

SL Literary text.

The failure to understand that the translator has a
relationship with the text other than that of a passive

v

reader resulted into hesitant views as regards whether a <
translation Should be faithful or flexible vis-a-vis the form

the original text.

Finally, the failure to underétand that quality in Literary
translation cannot be assessed in terms of a sameness
between the stylistic effect of the original text and that
of the TL wversion but in terms of an approximate
correspondence between them led to the extreme notion of the

‘impossibility of an adequate transtation'.

This thesis attempts to approach the fundamental 1dissues of



literary translation namely: subjectivity in the
interpretation of the SL message, the question of stylistic
faithfulness and flexibility @S regards the form of the
SL text and the extreme notion of the ‘impossibility of an
adequate translation' on the basis of an analysis’of the
relations and correspondences that are idinvolved 1in the
rendition of a Lliterary text from one language to another.
It also discusses the problem of equivalence and that of
translation wunits which are raised by the translation
process itself and are therefore relevant to the problems of

Literary translation.

The beginning of the thesis entitled ‘A Brief and General
Review of Translation Theory' gives a brief account of the
history of translation theory. It also considers the
ambiguity of the process of translation itself. Finally, it
gives a brief description of the different types of

translation.

The first chapter wWwill be devoted to the problem of
equivalence. Taking into account the essence of thg
translation process which involves a confrontation of two
different Languages, I shall consider equivalence in terms
of sameness and see how far this can be applied 1in
translation. I shall also approach equivalence in terms of

the dichotomy stylistic vs. communicative equivalence, or



what Nida refers as ‘“formal vs. dynamic' equivalence.
Since I believe that such bipartite division is
inappropriate and needs to be investigated 1in any work on
translation, an attempt will be made to show its irrelevancy
and hence to suggest a more adequate means of achieving

equivalence between the SL text and the TL version.

The second chapter will deal with the problem of translation
units. In discussing this problem, translation theorists
usually dinsist on the difficulty of defining the units of
translation because of the subjective nature of the
interpretative phase 1in the translation process. In this
part of our study, an attempt will be made to find out
whether there is a possibility for the translator to avoid a
subjective 1interpretation of the SL message and hence to

reach an adequate definition of the units of translation on

which he should operate in the translation process.

In the third chapter, I shall deal with the question of
subjectivity in the idinterpretation of the meaning of a SL
literary text. Since I beL}eve that such a question holds a
pessimistic approach to Literary translation, an attempt
will be made to see whether there 1is a way for the
translator to reach an objective interpretation of his
original version. In this study, special emphasis will be

put on the fimportance of the relationship which exists



between the meanind of the SL message and the author's
thought which condition it. I shall, then, see whether such
relationship can help the translator to avoid a subjective

interpretation of his original version.

In the fourth chapter, I shall consider the question of
faithfulness and flexibility as regards the form of a SL
literary text. Translation theorists in considering this
duestion do not seem to give definite and convincing answers

as regards whether a translator should be faithful or
“Qx'\\o\e a5 fc«sards the form of the SL version. In this part of
our study, we shall refer to translation theorists' hesitant
views as regards the question of faithfulness and
flexibiilty 4n Literary translation. Then, an attempt

will be made to suggest an answer to this fundamental issue

- in Lliterary translation. 1In doing so, special emphasis will
be put on the translator's dynamic role in the translation
process. Then, we shall see the consequence of such dynamic

role as regards faithfulness and flexibility to the form

of the SL text.

The fifth chapter will be devoted to the extreme notion of
the ‘impossibility of an adequate translation'. 1 feel that
such notion holds a ,negative approach to Literary
translation and needs to be discussed. Here, I shall first

assess the quality of Lliterary translation not in terms of



jts stylistic identity to the original text but in terms of
its correspondence to it. Then, I shall consider whether
the Llinguistic and stylistic disparities between the
original text and the translation should really lead to the
extreme notion of the ‘impossibility of an a&equate
translation' or not.

My suggestions in chapters one and two

and which are relevant to the translation process in
general will be made without any specific reference to any
type of translation. No examples will be then provided in

these two first parts of the thesis.

The views which I will suggest in chapters three, four and
five and which are relevant to literary translation will be
illustrated on the basis of comparison between the original

English version of The Prophet and 1its two Arabic

translations. The Prophet was written by Gibran Kahlil

Gibran (see appendix) and translated into Arabic first by

Sarwat Okasha and then by Antonius Bashir.

As it is noticeable from our introductory statements, our:

thesis Joes not aim to suggest a theory of Lliterary

4

translatior and does not deal with a specific problem of
{

lLiterary transtation. . : ~



it rather redefines the problems of literary translation
(already cited in p.3) through a close analysis of the series
of relationships and correspondences that are involyed in the
process of rendering a literary text from English into Arabic.
Each problem will be dealt with in isolation and redefined on
the basis of its correspondence or relationship with an element

which would exist inside or outside the boundaries of the SL

text.



A Brief and General Review of Translation Theory.

A. A Brief Account of the History of Translation Theory.

The practice of translation is a secular human activity
which goes back to the Roman Empire. But the theory of
translation is more difficult to situate in time, for the
subject matter still remains a moot point. In Steiner's

words (1975, 238), "The number of original, significant

ideas in the subject remains very meagre."

Steiner (1975, 236) maintains that the theory of translation
"can be divided into four periods, though the Llines of
division are in no sense absolute”. The first period, he
says, starts with both Cicero's and Horace's empirical view

not to translate "“verbum pro verbo"—and ends ‘with the

publication of Ffraser Tytler's Essay on The Principles of

Translation in 1793. This period is characterized by the

suggestion that theoretical views on translation stem

directly from the practical work of translating.

Steiner's second period starts in 1793 and ends up in 1946

with the publication of Larbaud's Sous Ll'gnvocation de St

Jerome. This period is a phase of theory and hermeneutic

research where translation is studied in terms of theories

of languages and mind.



The third period begins in the 1940's with the publication
of the first papers on machine translation and 1is
characterized by the application of structural Llinguistics

and information theory in the study of translation.

Steiner's fourth period which coexists with the third one,
starts in the 1960's. This period 1in the history of
translation witnesses a return to hermeneutics. The
interest of translation theorists, then, shifted from

mechanical translation to metaphysical enquiries. In short,
a general survey of the history of translation would reveal
as Steiner (1975, 238) puts it that "classical philology,
comparative Lliterature, Llexical statistics and ethnography/
the sociology of class-speech, formal rhetoric, poetics, and
the study of grammar are combined in an attempt to clarify
the act of translatiPn and the process of ‘Llife between

languages'".

Susan Bassnett Mc-Guire, in Translation Studies (1980, 41),

refutes such periodization which she qualifies as "highly
idiosyncratic"” bearing in mind the dynamic aspect of human
culture which makes it wvirtually impossible to divide
periods according to dates'". Nevertheless, Both Steiner and
Bassnett Mc-Guire seem to agree in pointing out that

Alexander Fraser Tytler's ©Essay on the Principles of

Translation (1793) is the first systematic study in English
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of the translation process and that the eighteenth century

is indeed a flourishing period 1in the formulation of

theories.

B. Ambiguity in the process of translation.

In Towards a Science of Translation (1964, 61), Nida

maintains that ®“definitions of proper translating are as
numerous and various as the persons who haveundertaken to

discuss the subject".

Nida's claim reflects, to a certain extent, the
disagreements voiced about the nature of translation.
Indeed, despite the long history of translation and despite
the numerous attempts made by many scholars to suggest a
system of universally valid criteria for dealing with the
translation process, translation is still a field
characterized by a confrontation of various theories and a

conflict of individual proposals.

For Newmark (1982, 7), translation is "a craft consisting in
the attempt to replace a written message and/ or statement
in one Llanguage by the same message and/ or statement 1in
another Llanguage". For T.Savory (1957, 60), it is an art

that "merits a careful study as does any another work of



1

fine arts".

In his article "Translation: the Augustan Mode", Knight
(1966, 196) expresses a similar concept of translation in
terms of a necessary requirement which a translator must
satisfy. The Llatter, "should himself be an artist = At
Least enough of one to yearn for a living expression of the
work to which he has committed himself". Likewise, Mathews
(1966, 67), in his article "Third Thoughts on Translating
Poetry"”, considers translation as a creative art and
maintains that "one thing seems clear: to translate a poem

is to compose another poem".

Nida, while recognizing some artistic elements in
translation, speaks of a "science of translating”, or more
specifically of a "descriptive science of translating". He
points out that in translation there are procedures and
principles that govern its functioning. Similarly, Vinay
and Darbelnet (1958) conceive translation as a "discipline
éxacte possédant ses techniques et ses probléemes

particuliers",
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Nevertheless, however numerous the attempts to define the
nature of the process of rendering a message from one
Language to another no agreement about the nature of
translation has been m;de nor has a definition of a proper
translating bepn reache§ yet. As Steiner (1975, 272) put
it, "it may be that there is no such thing as “translation'
in the abstract. There is a body of praxis so Llarge and
differentiated as to resist idnclusion 1in any unitary
scheme”. The problem seems to Llie in the fact- that the
process of translation is determined by several factors.

Nida (1964, 156) Llists three of them:

1. The nature of the message.

2. The purpose of the author and, by proxy, of the
translator.

3. The type of audience.

believe that all these factors are in essence Va"iablas%nce

there is no one message, no one purpose and no one type of
audience, there is consequently no one definition of the
nature of the translation process. Hence, the difficulty of
setting up a definite number of rules that would orientate
the translator in his task. We cannot thus speak of general

rules of translating but of various types of translation.
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C. Types of translation

In his article "On Linguistic Aspects of Translation”, Roman
Jakobson (1946, 232~ 239) distinguishes three types of

translation. The first type is intralingual translation or

"rewording" which is the translation of a word-sign by means
of other verbal signs within the same language. The second

type is interlingual translation or "translation proper"

which is an interpretation of verbal signs in one language
by means of other signs in some other language. Finally,

intersemiotic translation or what he calls "transmutation”

which is an dinterpretation of verbal signs by means of
non-verbal sign systems such as pictorial, gestual,

mathematical or musical systems.

What Jakobson calls "translation proper" is the process of
translating a word or a message from a SL to a TL.
Following Catford (1965), a further division can be made
within this type of translation. The resulting categories
are defined in terms of the extent, levels and ranks of

translation.
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Considering the extent of the SL text to be transferred to
another language, Catford distinguishes between two types of
translation. He calls the first one "full translation”
which is the transfer of the entire SL text in the TL. In
this translation, every part of the SL text is replaced by

TL text material.

In contrast, there is partial translation which consists of
keeping some parts of the SL text in their original form.
This procedure is common in literary translation where some

lexical items are sometimes left untranslated to introduce

"local colour'" in the TL text.

Depending on which Llevel the process of translation
operates, a further distinction may be made. If all Llevels

of language are involved, there results a total translation

which Catford (1965, 22) defines as:

" replacement of SL grammar and lexis by equivalent
TL grammar and lexis with consequential replacement
of SL phonology/ graphology by (non-equivalent) TL
phonology/ graphology".

I1f, on the other hand, there 1is a rendering of only one
selected Llevel of Llanguage, the result is a restricted
\

translation described as "replacement of SL textual material

by equivalent TL textual material, at only one Llevel”
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(catford, 1965, 22).

Consequently, new types of translation are added to the
formal categories such as graphological, phonological
translation carried out at the level of grammar or Le;is

(see catfora pp 22-23- L

N
+

In phonological translation "SL phonology: is replaced by
equivalent TL phonology" (Catford, 1965, 56). The basis for
translation equivalence in phonological translation is the
relationship of SL and TL phonological units to "the same"
phonic substance. Catford illustrates this process by the
English "had" /hgd/ translated phonologically into Greek as
/xent/. The phoneme of each substance is equivalent because
of the relationship to the same phonic substance. The
English / a / and the Greek /e/ present the '"same" phonic

features, hence their equivalente.

In graphological translation "SL graphology;is replaced by
equivalent TL graphology" (Catford, 1965, 62). According to
Catford, the lack of ‘'general graphetics”" makes the
discussion of this process rather difficult. It may be
described, though, as the search for an equivalence based on

the relationship to the same graphic substance.
!

As for restricted translation at the grammatical Llevels,

there is replacement of SL grammar by equivalent TL grammar
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but with no replacement of lexis, whereas for restricted
translation at the lexical Llevel there is replacement of SL

Lexis by equivalent TL lexis with no replacement of grammar.

In addition to these categories, there are other types of
transtation defined in terms of rank. This notion “ }eLates
to the grammatical hierarcﬁy at which equivalence is
estabLished"'(Catford} 1965, 20 ff). catford distinguishes
two main types here: a rank-bound translation which
involves the selection of TL equivalents at one rank or one
grammatical unit whether it is the word, the group or the
sentence. Then, an unbounded translation which 1is that
where equivalences are selected from different ranks in the

hierarchy of grammatical units.

These—distinctions may be related to the different types of
translation described by Nida. The first one he calls
"literal transfer"” and may be paralleled with Catford's
rank-bound translation for it involves a "word-for-word or
unit-for-unit ‘transliteration' of the original text into
‘

corresponding lexical wunits in the reception Llanguage"
(Nida, 1964, 184). As this type of translation generally
results in an unintelligible message, certain modifications

are made at the grammatical and lexical levels, a stage Nida

calls "minimal transfer" and more commonly termed Lliteral
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translation. Catford's "unbounded" translation may be
compared to what Nida defines as Lliterary transfer or what
is generally known as free translation. These are simply
terminological differences for the type concerned is similar
involving the search for equivalences at different ranks
according to Catford, and optional and diverse changes

according to Nida.

The distinction between Lliteral and free translation which
Nida and Catford define in their own terms has always been a
controversial issue 1in the field of translation. In &6
B.C., when the theory of translation was still in its early
stage, Cicero had already distinguished between translating
the words and translating the sense and claimed that the

translator should not translate '"verbum pro verbo" (see:

steiner, 1975, 236).

According to KhulGsi (1982, 12), the same dichotomy was made
in time of Al Mamoun when there were two ways of translating

Greek texts jnto Arabic:

1. Yuhanna ibn al Batr7q's method:

»
£

PERE R K G | [ W R
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« . L.J._.i-’.&-—: e L. :—LQ U_.L_r_

.

This method is a word for word transltation of the Greek text

into Arabic.

2. Hunain ibn Ishag's method

ZJ.‘._N S P‘g' —L_..___U' { Cr—r L-‘_—a.._‘. a—h— 8y A A 3 0_5

L—=ls fi J&L.ijﬂl oyl sly Los s

This type of translation involves an analysis of the content
of the Greek text and its reformulation in accordance with

Arabic syntax and semantics.

Newmark's distinction between communicative and semantic
translation is a new approach to the form-content dichotomy
which has been looming over translation theory since its

early stage.

Communicative transltation is that which "attempts to produce
on its readers an effect as close as possible to that
obtained on the readers of the original" (Newmark, 1982,

39), whereas semantic translation is that which "attempts to
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render as closely as the semantic and syntactic structures
of the second language allow, the exact contextual meaning
of the original” (ibid. 39). Communicative translation is
a free translation. It emphasizes the force and the effect
of the message. It has a style that is "smoother, clearer,
more direct, more conventional conforming to a particular

register of language" (Newmark, 1982, 39).

Semantic translation is a literal and faithful translation.
It emphasizes the content of the message. In addition, "it
tends to be more complex, more awkward, more detailed, more
concentrated and pursues the thought-process rather than the
intention of the transmitter. It tends to overtranslate, to

be more specific than the original" (ibid.39).

The attention to the different types of translation and the
existence of the form-content dichotomy in the translation
process highlight the polyvalence and the comple;ity of
translation. The general problem in translation is usually
posed in terms of whether a translation should be a faithful
rendering of the form of the original text or whether it
should be a reproduction of its communicative aspect, i.e,
whether it should provide formal equivalence or sense
equivalence. The next chapter will be a discussion of this
fundamental issue that is still open to debate in

translation studies.
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Chapter One

The Problem of Equivalence.

The word ‘equivalence' is a major terminological ambiguity
in the field of translation. Contrary to its precise
meaning in mathematics and Llogic, this term becomes
ambiguous, vague and subject to various interpretations when
used in the field of language and translation. The problem
Lies, in fact, in the question whether we can define
translation equivalence in terms of sameness. Speaking
about equivalence, Van Der Broek (1978, 32-33) says:
" It is [thel precise definition of equivalence in
mathematics which forms the main obstacle of its use
in translation theory. The properties of a strict
equivalence relationship (symmetry, transitivity,
reflectivity) does not apply to the translation
relationship”".
He also rejects the possibility of considering translation
equivalence in terms of Llinguistic synonymy. He maintains
that synonymy, in the sense of "complete equivalence of
communicative effect" being non-existant within the same

Language, becomes obviously an impossible thing to achieve

between two languages.
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Similarly, Jakobson (1966, 232- 239) considers that
equivalence cannot be defined in terms of sameness and
synonymy in translation theory. He sees that no translation
can be a complete version of the original, for translation
is no more than "a creative transposition”. The translation
of poetic art, for instance, according to him can only be a
creative transposition from one poetic shape to another in
the case of rewording (for a discussion of ‘rewording', see
p: 13). He sees it as an interlingual transposition in the
case of translation from one language to another. Finally,
he considers it as an intersemiotic transposition in the
case of the transfer of signs from one system to another

(eg. from verbal art into music).

In fact, anyone well acquainted with the complexity of
languages can realize that Van Den Broeck's and Jakobson's
views reflect an undeniable truth, Indeed, equivalence when
used in languages cannot be defined in terms of sameness and
synonymy. Languages are very complex systems determined by
various factors some of which are related to the structures
of these languages and others are extralinguistic such as
the social and cultural contexts, the collective as well as
the individual uses made of them. Since no two languages
share similar structures and/ or have identical social and

cultural associations, equivalence, in the sense of
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sameness, is thus an impossible achievement in translation.
As Gorjan (1970, 201) maintains, "translators can strive to
come as clLose to the original as possible, but they never
can or will achieve complete identity in their

translations".

Indeed, no matter how strong the translator's desire to
achieve a complete equivalence is, what he ends up with
cannot be completely identical to the original. Therefore,
equivalence in translation should not be defined in terms of
sameness and identity, but should rather be viewed as being

an approximate rendering of a text from a SL to a TL.

Having accepted the relativity of translation equivalence,
we can go further 1in the discussion of this controversial
issue in the translation process. To accept_ that
translation equivalence 1s an approximate rendering of a
text from a SL to a TL is not enough to solve the problem of
equivalence in translation for we still have to find out the
condition of such an "approximate rendering". In other
words, when do we say that there is translation equivalence?
Is it when a text is adequately transferred in the TL?, or
when there is an adaptation of the SL text cultural context

to the TL reader's perception?.
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The conflict over what a translation should render is
illustrated by the principles Savory (1957, 49) presents in
contrasting pairs and from which I would like to quote the

first pair:

1- A translation should render the words of the original.

2- A translation should render the ideas of the original.

These two principles are signficant in that they reflect the
dilemma any translator is confronted with, and which is more
explicitly formulated by Knox (1957, 4) "which should come
first", he writes "the literary version or the Lliteral; and
is the translator free to expgss the sense of the original
in any style and idiom he chooses”. Such issues have been
largely discussed and despite the numerous and various
definitions of proper translating, there seems to be a

general agreement about the importance of adhering to both

the manner and the meaning of the original.

In "Principles of Translation As Exemplified by Bible
Translating”, Nida (1966, 19) maintains that equivalence
consists of "producing in the receptor language the closest
natural equivalent to the message of the SL first in meaning
and secondly in style”. It is, thus, suggested in Nida's
definition that translation equivalence is completed in two

phases, one at the semantic level and then another at the
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stylistic one which Meschonnic (1973, 315) calls the phase
r'd

of "literalization" or "poétization". What Nida seems to

imply, Meshonnic expresses as follows:
"Le rapport poétique entre texte et traduction
imp¥ique un_ travail id€ologique concret contre Lla
domination ésthétisante (lL'elégance Llittéraire) qui
se marque par une pratique subjective des
suppressions (de répetitions par exemple) ajouts,
déplacements, transformations en fonction d'une idée
toute faite de la langue et de la Llitterature...
premiére traduction ‘mot a mot' par un qui sait la
Llangue de départ mais qui ne parle pas texte puis
rajout de la ‘poésie' par un qui parle texte mais

pas Lla Llangue. C'est Lla matérialisation du
dualisme." (1).

Here Lies the problem of transtation and that of the
translator who is faced by the fact that his task should be
dually motivated. It should consist first, in capturing the
meaning of the original; and second, in finding equivalent
words, phrases and sentences to reproduce that meaning.
These two requirements are, nevertheless, difficult to
fulfill at the same time. Any text to be translated is an
individual creation 1in a particular Llanguage. It is a
sequence of words organized according to a particular

linguistic structure, in accordance with certain Lliterary

norms and conveying a thought that s determined by
historical, social and cultural contexts that are specific

to a particular speech community.
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Achieving equivalence of both form and content is
consequently an ideal task; for, in the actual translation
process, the translator inevitably encounters situations in
which the one must be relinquished in order that the other
may be preserved. Thus, if one agrees with Campbell's view
"in addition to making sense, translations also convey the
spirit and manner of the original"” (see Nida, 1964, 19) and
with Tytler's "three fundamentals" (see: Bassnet~ Mc Guire,

1980, 63):

1. A translation should give a complete transcript of the
ideas of the original.

2. The style and manner of writing should be of the same
character as that of the original.

3. A translation should have all the ease of the original,

one implies that languages are similar forms for universal
ideas!. This, however, is untenable; for as Weinreick (see
Lefevre, 1975, 28)says '"the semantic mapping of each
Language is different from those of all other Llanguages"”.
The theoretical principles of Campbell and Tytler,
therefore, reflect a certain uneasiness about the whole
translating process. A translation which conveys '"the
spirit and the manner of the original"”, which gives "a
complete transcript of the ideas of the original" and which
at the same time has "all the ease of the original

composition’ seems to be quite an acrobatic achievement very



26

unlikely to be reached. Tytler's and Campbell's views are
significant only in so far as they serve as a description of
what an ideal translation is. They do not serve as
guidelines in the actual transtation process, for owing to
the suggestion that:
"No two languages are identical either 1in meaning
given to corresponding symbols or in the ways 1in
which such symbols are arranged 1in phrases and
sentences” (Nida, 1964, 156),
reproducing both the manner and the meaning of the original
is an impossible task. Therefore, the translator must
distinguish between formal and functional equivalents and
choose the one that should be preserved depending on the

function assigned to his translation.

Indeed, if we survey theories on translation equivalence, we
would coaclude that the notion of equivalence has been
defined by transtation theorists according to the
translator's position vis-;-vis his original text on the one
hand and his target reader on the other, i.e, depending on
whether he focuses his attention on the text itself or on
the effect it is supposed to produce on the TL reader. This
bipartite division is what translation theorists refer to as
Literal vs. free translation, and which Nida calls ‘formal!

and ‘dynamic' equivalence.
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Literal translation or Nida's formal equivalence
characterizes a translation basically source oriented in
that it aims at revealing as much of the original as
possible in terms of both the content and form. Nida
(ibid, 1964, 159) defines formal equivalence as the one which
"focuses attention on the message itself in both form and
content”", while Kelly (1979, 131), refers to it as the one
which "depends on one-to-one matching of small segments, on
the assumption that the center of gravity of text and
translation Llies in the significant for terminological or
artistic reasons". Popovic (see Bassnett Mc Guire, 1980,
25) also approaches translation equivalence from the same
aspect. He distinguishes two categories of equivalence

which could correspond to formal equivalence:

~ Linguistic equivalence: where there 1is homogeneity on
the Llinguistic level of both SL and TL texts, i.e, word
for word translation.

- Paradigmatic equivalence: where there is equivalence of
‘elements of a paradigmatic expressive axis'",

i.e, elements of grammar, which he sees as being a higher

- category than lexical equivalence.

Catford (1965, 32) also refers to this type of translation
equivalence which he <calls '"formal correspondence” and
distinguishes it from '"textual equivalence" (ibid, 27). He

maintains that:
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"A formal correspondence is any TL category which
may be said to occupy, as nearly as possible, the
*same' place in the economy of the TL as the given
category occupies in the SL" (ibid, 32).
Therefore, this type of equivalence aims at maintaining the
syntactic and Llexical structures of the original text and

results in a Lliteral translation, i.e, a correspondence at

the structural level between the SL and the TL.

A translation, on the other hand, can be orientated towards
the receptor's response and, then, aims at rendering the
meaning of the SL message. Such translation would aim to
produce a TL text that seems coherent with the receptor's
culture by eliminating almost every element of "foreigness".
Consequently, there results adjustments in idioms, grammar
and -lexicon. Both Nida and Kelly agree on naming this
second type of translation as '"dynamic" equivalence. Nida
(1964, 159) explains that it 1is "based on the principle of
equivalent effect, i.e., that the relation between receiver
and message should aim at being the same as that between the

original receiver and the source message".
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Kelly (1979, 132) maintains that what he calls '"dynamic"
equivalence "seeks for the word of the source text a unit

equivalent in communicative function".

Communicative function is also the condition Catford (1965,
94) refers to for translation to occur. He points out that:
“"For translation to occur, then both source and

target texts must be related to the functionally
relevant features of the situation-substance",

and adds for precision,

"and those which are functionally relevant is that
they are relevant to the communicative function of
the text in that situation”.

As we notice, these views on translation -equivalence,
although relying on different terminologies, all reflect
Nida's bipartite division of transLati;n_equivaLence ‘formal
vs. dynamic equivalence'. I would rather say that dynamic
and formal equivalences are not two conflicting poles in
translation, but rather two interrelated phéses of the
translation process. I also think that, for equivalence to
occur both are necessary. The TL reader ought to be
presented with the stylistic features of the original.
This, however, does not mean that the translator should give

a word for word translation of the SL text to the extent as

to distort the Llinguistic structure and the Literary norms
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of the TL. Absolute fidelity to the form of the SL message
does not guarantee a successful translation. On the
contrary, it may lead to awkwardness and ambiguity. Formal
equivalence, therefbre, should not be "undynamic'", in so far
as it should not consist in a word for word rendering of the
form of the SL text, but rather in an attempt to find TL
textual elements that have an equivalent stylistic function

to that of the original.

While aiming for formal equivalence, the translator should
not stick blindly to the original text, but should also be
independent as long as his independence is pursued for the
sake of the original text, i.e., in order to avoid an

ambiguous and awkward rendering of the SL message.

Similarly, dynamic equivalence, to which the translator
resorts whenever the cultural contexts of the SL and the TL
are too divergent to allow a word for word translation to
happen, should not consist only in an attempt to adapt the
semantic substance of the original message to the target
reader's perception. It should also consist in rendering
that semantic substance with stylistic elements that are
equivalent to those which have been used in the original
text so that the stylistic appeal of the SL message would

not be underemphasized.
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The translation process, thus, 1involves a simultaneous
relevancy of formal and dynamic equivalences. ’ FbrmaL
equivalence is "dynamic" 1in so fdar as it 1is not a simple
word for word translation but also a transposition of the SL
textual elements from their stylistic norm to an equivalent
stylistic norm in the TL. On the other hand, dynamic
equivalence is "formal" in so far as it aims to convey the
communicative effect of the SL with TL structural elements

that are equivalent to those which have been used in the SL.

Formal and dynamic equivalences are, thus, two interrelated
phases of the same process. The translator should resort to
both of them in his task. He cannot restrict himself to one
of them only; for if he does, the result would be a
translation which would lose both the stylistic appeal and

the communicative effect of the original.

I would conclude this chapter by saying that the aim of the
translator should not consist in looking for sameness which
is impossible in translation as we have already mentioned.
What dis important in the translation process is that the
equivalence found for a stylistic element or a concept
performs approximately the same function in the target text

as it does in the source text.
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Translation is, in fact, a reproduction of the original text
in the TL with an attempt to keep the closest meaning and
effect. This act of reproduction is not performed directly
and without its difficulties. The translator, while trying
to achieve stylistic and communicative equivalences, faces
another problem in the translation process which is that of
selecting an appropriate unit of translation in the SL text
on which he should operate to find equivalence in the TL
text. The following chapter will be a discussion of this

fundamental issue in the translation process.
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NOTES

1. [the poetic relation between text and translation implies
a concrete ideological work in contrast to the aesthetic
domination ©of the text (Literary elegance) which s
characterized by a subjective practice(of suppressions),
additions, adjustments and transformations according to
an already established concept of the language and the
literature, ... first, a word for word transtation by
someone who knows the SL Llinguistic system but does not
deal with the aesthetic aspect of the text, then an
addition of poetic devices by someone who deals with the
aesthetic aspect of the text rather than the linguistic
one. This is the materialization of dualisml.
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Chapter two

The Problem of Translation Units.

In laying down general rules for the translator of prose
texts, Belloc writes:
"The translator should not ‘plod on' word by word or

sentence by sentence, but should always ‘block out’
his work" (see Bassnett—- Mc Guire, 1980, 116).

In this rule, Belloc raises a central issue in translation
namely that of selecting a unit of translation. It is a
problem in that it corresponds to no definite Llevel in
language whether it is the word, the phrase or the sentence.
This, as de Saussure (1949) points out, is due to the reason
that: - -
"la langue présente ce caractere &trange et frappant
de ne pas offrir d'entités perceptibles de prime
abord, sans qu'on puisse douter cependant qu'elles

existent et que c'est Lleur jeu qui Lla constitue”
(1.

Though it is a problem in the field of translation, the
process of selecting an appropriate translation unit s
considered by translation theorists as a reliable method of

approaching texts to be translated. Indeed, translators who

opt for this Lline believe that it provides the translator
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with more rational and permanent basis to rely on, other

than his subjective intuition.

The process consists of the "segmentation" (2) or the
d 11) s - .
rdecoupage"” (3) of the source text into units on which the
translator operates to find equivalences 1in the target
Language. This operation is, of course, performed before
starting the actual translation process. Once these units
are determined in the source text, the translator tries, as

a second step, to reproduce them in the target language.

The necessity of such an approach has been underlined by
Kelly (1979, 120) who maintains that:

"the act of translation begins from assumptions
about the unit of translation”.

Ladmiral (1979, 203), also insists on the 1importance of
translation wunits 1in the process of translation. He
describes their definition as the main objective of

translation theorists.

“L'ambition des auteurs des manuels ou des méthodes
de la traduction est que de parvenir a définir de
telles wunités minimales qui permettent d'aller
quelque peu al-dela de Ll'empirisme intuitif régnant
en matiére de pratique traduisante'" (4).

The search for translation units is, therefore, the basis

for the translation operation. To find those units, the
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translator makes a deep and detailed analysis of the SL
text. Then, he considers the different constituents of the
text, their relationship to each other and to the text as a
whole as well as their function in the message. He also
focuses on the different aspects (syntactic, Llexical,
semantic) of the text. Whatever is the Llevel at which the
translator decides to situate his units, this study he makes
of the original text will undoubtedly enable him to acquire
a deep understanding of the text and therefore makes him

more competent to find equivalence to his original version.

However, the approach to translation through the search for
translation units presents the translator with a crucial
problem namely that of how to define these units. Ladmiral
(1979, 204) mentions the difficulty of Llocating them by

presenting a series of possibilities all of them acceptable:

"pés lors, le probléme est de savoir quel doit &tre
L'empan des U.T. Si on ne traduit pas les mots,
traduit-on des phrases? ou seulement des membres de
phrases, des groupes de mots ou syntagmes? ou
faut-il envisager des micro-unités inférieures aux
mots eux-mémes? ou au contraire devra t-on faire du
discours considéré dans son ensemble une macro-unité
de traduction" (5).
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The search for a definition of translation units 1is a

complex problem as asserted by Vinay and Darbelnet (1958,

36):

"La recherche des unités sur Llesquelles on doit
opérer est L'une des démarches essentielles de toute
science et souvent la plus controversée, il en va de
méme en traduction' (6).
Because translation works on languages, finding a way out of
this problem is not so easy. Since languages rely a great
deal on subjective and relative grounds related to both
sender and receiver and because science and rationality
cannot have complete grips on Llanguages, translation units
will be situated at different Levels. Their location will
depend, 1in this case, on what each translator considers

important while reading and interpreting his text and

therefore what he decides to reproduce in the TL text.

Vinay and Darbelnet (1958, 37) maitain that the translator's
jnterest is in the meaning first of all. Therefore, he
performs his operation within the semantic field.
Translation units are, thus, '"des unités lexicologiques®” (7)
or "des unités de pensées" (8). Consequently, they define
the translation unit as follows:

"Le plus petit segment de L*énoncé dont la cohesion

des signes est telle qu'ils me doivent pas &tre
traduits s€parément" (ibid, 16)(9).
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They distinguish four types of translation units according

to their function in the message:

1 = Functional units

Semantic units

N
1

Dialectic units

W
[}

4 - Prosodic units

They also classify units into "simple"” and "fractional”
according to their correspondence to the word, the lexeme or
the segment of the word. Finally, they establish a third
classification on the basis of the degree of cohesion
between the elements of the text. Translation units are, in
this case, syntagms, Llexemes or groups: '"groupements par

affinités" (10>, and "groupements unifiés"” (11).

This approach to translation units has been criticised by
both Kelly and Ladmiral. Kelly (1979, 124) maintains that
among the four types of units distinguished by Vinay and
Darbelnet, only semantic units deal with meaning and can be
called "unités de pensée”". The other three types are more
related either to grammar or to intonation more than to

meaning.
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The criticism presented by Ladmiral (1979, 207 - 208)) to
Vinay's and Darbelnet's translation units lies on his view
that they are based on the "Lexification" and
"séquentization" of the significant, which contradicts the
reason they give for excluding the word as a translation
unit.
"Le signifiant, prend une place exageérée par rapport
au signifié" (12).
vinay's and Darbelnet's units of translation, therefore,
rely on the significant more than the signified. This made

Ladmiral (ibid, 208) plead for a "delexification" (13) and

"déséquentization” (14) of translation units.

Ladmiral (1979, 203) based his views on translation units on

a "semiotic of translation units". He first insists on a

semantization of connotations which, he sees, are not '"un

*pur  supplément® d'ame stylistique venu aurioler ou
couronner un corps de sens dénotatif. Elle est un &lement
d'information comme un autre" (ibid, 172)(15). In a second
stage, he introduces semiotics as another characteristic of
connotations. Assuming that words take their meaning from
their context, he defines connotations as 'des wunites

” . - - . . . - . - -
semiotiques qui font jouer Lla signification a un niveau

different de celui des dénotations" (16).
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Concerning translation units, he maintains that they should
not be defined at a lexico-semantic Level only but on a
semantico- semiotic level as well. Thus, translation units
are, according to Ladmiral, nothing but connotations

themselves.

Although this is an interesting approach, it does not solve
the problem of translation units. Ladmiral acknowledges the
inability of his theory to define the semiotic units (or
connotations). He, then, proposes that their definition
would rely on the translator's "médiation hermeneutique"
(17)(1979, 209) and maintains that the translator possesses
"un critére differentiel” (18) (ibid, 209) to evaluate
equivalence between the SL and the TL texts. Once more, the
decision on translation units is left to the translator's

personal judgement, 1i.e, his subjecti&e intuition and

interpretation.

No matter which of the previous approaches the translator
adopts in searching for translation units, he should be
careful not to be caught in one of the two following

problems:

1- He may decide to choose small units such as words as his
transtation units. The danger which threatens him, in this

case, is that he focuses his attention on small wunits
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separately without considering their relationship to each
other and to the text as a whole. This, in turn, can affect
the meaning of the text and the translation may be too

literal.

2- If, on the contrary, he decides to take Llarger units as
his translation units such as the discourse itself, he may
omit to consider the smaller units which would occupy an
important position within the Larger ones. He would,
therefore, deviate from the original work and may alter the

author's intention by performing a too free translation.

I would say that the key to translation units is, therefore,
in the act of reading the SL text. Reading is, in fact, one
of the preliminary and important stages of the translation
process. The translator is a reader before anything else.
His reading is of a special importance because of his role
as a mediator between the SL and the TL. "The translator",
says Poggioli (1966, 137) "is the only interpretative artist
working in a medium which 1is both identical with and
different from, that of the original which he sets out to
render in his own terms". Indeed, the reading act carries
more importance for the translator than it does for the
common reader. The translator does not read for himself
only but has to render the text to the TL reader through a

different Linguistic vehicle. Reading determines,
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therefore, the understanding of the text by the translator

and provides him with the necessary clues for his

interpretation and, thus, for his translation.

It is, in fact, during the reading process that the
translator grasps the different parts of the text and their

relationship to each other as well as to the text as a

whole. It 4is also at this stage that the translator
determines the impo;tant stylistic devices that convey the
author's intention in the SL text and to which he should
find equivalent stylistic devices in the TL version.

Translation units can, then, be determined as reading units

before anything else.

A question inevitably arises from this conclusion. How do
we determine reading units?: In other words, how do we read
a text?. The problem, here, is that there are no parameters
which fix the "right" way of reading a text. A text is read
differently and its meaning can be.interpreted depending on
the sense each reader attributes to it. The determination
of reading units, therefore, varies from one reader to
another. My suggestion that translation wunits can be
determined as reading units, therefore, implies that the

location of translation units depends on the personal

initiative of the translator and is, therefore, relative.
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It seems, that up to this stage, the problem of translation
units is still stuck in a vicious circle. Translation
units, i.e., reading units are still determined by the
translator's subjective approach to the meaning of the SL
text and thus cannot constitute an objective and permanent

basis for dealing with the translation process.

A way out of this dilemma might be found if the translator
does not restrict himself to look for reading units but to
focus on their function in the text and their relationship
with the author's concepts and personal experiences. This
could be fulfilled by, first, a careful and repeated reading
of the text in order to determine its meaning and, then, an
attempt to establish a relation between the meaning of the
text and the author's concepts and personal experiences
which condition that meaning. Such approach gives ghe
translator the possibility to reach an objective
interpretation of the author's intention in the SL message,
and consequently help him to determine the meaningful

stylistic devices which convey that intention and which

should be retained in the translation.
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Translation wunits are, therefore, the -* . devices

which express the author's purpose and which the translator

determines after an objective reading of the SL message

based on a relationship which he establishes between the

meaning of the text and the author's thought and vision of

life which govern that meaning. Such relationship which

provides the translator with an objective foundation for his

definition of translation units has, in fact, Dbeen

disregarded by translation theorists. This led to their

suggestion that subjectivity is unavoidable in the rendition

of the meaning of a Lliterary text. The following chapter

will discuss this pessimistic approach to [literary

translation.
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NOTES

1. [ language exhibits a strange and striking characteristic
in that it does not provide perceptible entities at
first; yet no one doubts their interrelationshipl.

2. A term used by L. Kelly in: The True Interpreter,
1979, 120.

3. A term wused by Vinay and Darbelnet in: Stylistique
Comparée du Frangais et de L'Anglais, 1958, p: 37.

4. [The aim of the authors of translation handbooks is to
define such minimal units which may help to go beyond the
intuitive empiricism which characterizes the practice of
translationl.

5. [The problem is to determine the boundaries of the units
of translation. If we do not translate words, do we
translate sentences? parts of sentences, group of words
or syntagms? or should we take into consideration
micro-units below the rank of words? or should we, on
the contrary, consider the discourse in its entirety as a
macro-unit of translationl.

6. [The search for operational units is an essential step to

be taken 1in any science and is often the most
controversial one. The same applies to translation].

7. [lexical units]

8. [Cunits of thoughts]

9. [The smallest segment of discourse in which the cohesion
of signs is such that they should not be translated
separatelyl].

10. C[similar groupsl

11. Cunified groups]

12. L[The signifier is more prominent than the signified]

13. [([delexification]

14, [desequentisation]

15. [ they are not a stylistic embellishement added to the
denotative meaning but are elements of informationl



16.

17.

18.

[semiotic units which deal with signification
different level of that of denotationsl}.

(Hermeneutic mediationl

[ a differential criterionl

at
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Chapter Three

Literary Translation and the Problem of Subjectivity

in The Interpretation of the Original Text.

A. The Translator and the Interpretative Phase in the

Translation Process

Speaking about the dinterpretative phase in the translation
process, Knox, in "The Trials of a Translator" (see 0'Brian,
1966, says:
"you must find out what the original means; you must
try to express in your own language what the other
man was trying to express in his ... Nor is it
enough to find out what the man said, you must find

out why he said it, you must Treproduce not only the
sense, but the emphasis of his words".

By expecting the translator to "find out why [the authorl
said it", Knox touches a moot point in literary translation.
Contrary to a scientific and a technical text, a Lliterary
text does not consist of objective facts. It rather offers
subjective views and concepts of Llife that can be
interpreted differently from one reader to another. This
implies that the author's idintention in a Lliterary text

cannot be determined easily and might be idinterpreted



47

subjectively by the translator. The Llatter 1is a reader
first of all and has his own parameters of reading the
message. As such, he is "like the observer of a painting"”
(1). He reads the SL text and "decodes it and responds to
it in accordance with a background of previous artistic

experience" (2)

The translator's subjective interpretation of the meaning of
a Lliterary text 1is therefore considered by translation
theorists as an inevitability. Catford (1965, 94), speaking
about communicative equivalence, says:
"A decision in any particular case, as to what is
functionally relevant 1in this sense must 1in our
present state of knowledge remain to some extent a
matter of opinion".
Jeri levy (see Bassnett- Mc Guire, 1980, 36), dealing with
the rendition of the meaning of a Literary text from the SL
to the TL, stresses the intuitive element in the
translator's idinterpretation of the ‘original message and
claims:
"As 1in all semiotic processes, translation has its
pragmatic dimension as well".
Bassnett Mc Guire (1980, 36), when dealing with the notion
of untranslatability in the translation process refers to

the translator's subjective interpretation of the meaning of
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a SL Literary text and maintains that:

Y...the translator's decision as to what constitutes
invariant information with respect to a given system
of reference is in itself a creative act".
Ladmiral (1979, 209), 1in a chapter on translation units,
underlines the translator's subjective rendition of the
communicative value of a Literary text and writes:
"Pour nous, il convient de renvoyer la délimitation
des unités sémiotiques ou connotateurs 3d Lla
médiation hermeneutique mise en oeuvre par Lla

subjectivité du traducteur qui doit nécésssairement
s'engager aux risques d'une interprétation minimale"

3.
Delisle (1984, 74) also stresses the subjective element in
the translator's approach to the meaning of a Lliterary text

and maintains that:

"péceler Lles intentions' d'un auteur est une
opération parfois fort délicate [...] qui peut
donner Llieu a deux interprétations aussi valables
L'une que t'autre"(4).
Translation theorists, in mentioning the subjectivity of the
translator's interpretation of a Lliterary text, are right.
However, in considering it an 1inevitability, they reveal a
somewhat pessimistic approach to literary translation. The
subjective 1interpretation of a Literary text, if it is a

risk, 1is not an inevitability. In fact, there 1is a

criterion, if taken into consideration, would help the
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translator to achieve an objective interpretation of the

author's meaning.

summing up his concept of a Lliterary text, Dithely (see
Jankovic, 1980, 29) points out that:
“"the work of art [is]l an experience converted into
an artistic form. Everything contained in
experience, the profound and unmediated
comprehension of life included is projected into the
form and exists only in that form".
From such conception of a Lliterary text derives an
interpretative strategy which I believe could serve as a
practical guideline in the interpretation of the author's
work. Since a Lliterary text is "an experience converted
into an artistic form", it can be suggested, then, that the
author's intention 1in the text is not "a semantic entity”
which exists solely but has a relationship with the author's
personal experiences or concepts of Life which Dithely also
calls "the other world of the work" (ibid, 29). Such
suggestion which can be compared to Milan Jankovic's (1980,
27) conception of the meaning of a Lliterary text as being
the product of the relation between '"the intrinsic structure
of the work" and "the concretization of that structure"”,
Leads us to the conclusion that subjectivity can, in fact,

be avoided in the interpretation of the author's intention.
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Indeed, if the meaning of Literary text 1is conditioned by
the author's personal experiences or his vision of life, the
translator has then a “reference"” to which he can turn to in
his interpretation of the author's purpose in the SL text.
He would first read the SL message; then, through a further
process of decoding it, he would establish a relationship
between its mean ing and the author's thought or vision of
life which condition that meaning. Such way of approaching
the original text enables the translator to avoid a
speculative interpretation of the author's intention and,
therefore, helps him to achieve an objective rendition of

the SL message.

The relationship which the translator establishes between
the author's experiences/ concepts and the meaning of the
text and which converts his role from.>éhe of a mere
subjective reader to that of an objective interpreter of the
SL text is expressed by Barthes (1979, 74) in terms of a
distinction between the two notions of "work" and "text" The
former he defines as '"concrete occupying a portion of
book-space" (ibid, 74) whereas the Llatter is " experienced
by an activity", a "production'" in which the reader takes
part (ibid, 75). The '"text'", then, says Barthes should be

approached in relation to the sign and defined by 'le recul

infini du signifié" (ibid, 76), i.e., the meaning of the
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text which itself is constantly redefined through an
activity of "associations, contiguities and
cross-references" (ibid, 76) wWwhich the reader would
establish between the meaning of the text and the author's
concepts or personal experiences which condition it. A
text, interpreted without a relationship between its meaning
and jts author's experiences or concepts, is therefore seen
by Barthes as a text read without "the father's signature"

(ibid, 78), i.e., the author's.

From these observations it becomes clear that the translator
can avoid a subjective interpretation of the author's
intention in the text if he takes into full account the
author's concepts and experiences which govern that
intention and which constitute an objective foundation for

its interpretation.

To illustrate these theoretical statements, I shall, in the
following part of this chapter, show how Sarwat Okasha and
Antonius Bashir could have avoided a subjective rendition of

some concepts in The Prophet 1if they have taken into

consideration the author's personal experiences or vision of
Life which govern the meaning of these concepts. Ffor this
purpose, I shall first give an account of Gibran's personal

experiences and thought and show how they dictate the
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meaning of The Prophet. Then, I shall show how Sarwat

Okasha and Antonius Bashir failed to achieve an objective
rendition of some concepts in The Prophet because of their
neglect of the relationship which exists between those
concepts and the author's personal experiences and thought.
As to Gibran's thought, following M. Naimy (1950), I shall
divide its development into two phases. Though being mainly
interested in the second phase, the phase during which The
N
Prophet was written, I shall also deal with the first one;
for a study of it would reveal what it was 1in Gibran's
private life and early concepts which Llater led him to have

a pantheistic vision of the universe which, as we shall see

Later, is the essence of The Prophet.

B. Gibran's Experiences and Thought and the Meaning of The-

Prophet

Gibran's thought was influenced by various experiences. The
long years of poverty, his education in ‘Madrasat al-Hikma',
his first disappointing love-affair in Lebanon, the
self-imposed Lloneliness after the death of his sister,
half-brother, and mother; and the two years he spent 1in
Paris. ALL these events had a great impact on the
formulation of his ideas. The development of his ideas can

be divided into two phases.



53

The first phase starts in 1897 when he entered ‘Madrasat
Al-hikma' and ends in 1918 when he settled in New York
having spent two years in Paris. As a student in Lebanon,
Gibran spent his summer days in Besharri. While there he
fell in Llove with a lebanese girl whose social class was far
above his own. The girl's brother who wanted to honour the
country's traditions, forced his sister to stop seeing
Gibran for whom he did not have much respect because of his
poverty. Although being a common one, this experience had a
great impact on Gibran's thinking. He came to realize that
life is dominated by man-made rules and social practices

which stand against the individual and his happiness.

Judging by the context and themes of his work following his
return to America in the autumn of 1899, it is easy to see
that his stay in Lebanon had had a profound effect on him.
From that date until 1918, he became mainly concerned with
man and his social problems; with nature which symbolizes
for him the most elemental state of man and which is
anathema to social organization; and also with the earthly

lLife and its antithesis, the spiritual world beyond.

Thegse general ideas are reflected in his early writings. In

"dam€a wa (ipbtisama'"(1904) (A Tear and a Smile) and “arais

AL Muruj" (1906) (Nymphs of the Valley), for instance, he

stands against society, its man-made rules and oppression
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and praises nature which he considers the ideal world of
freedom and love. 1In nature everything speaks of Love which
is the basic bond governing the relationship between all
creatures. This concept of prevailing love is expressed

symbolically in A Tear and a Smile, where a wave declares

her Llove to the shore saying: "when the flow comes, 1
embrace my Llove and fall at his feet" (5) and the rain
reveals her tender love to the flowers claiming: "If I see
a beautifuf garden I descend and kiss the Llips of its

flowers and embrace 1its bough" (6).

In praising nature and glorifying its prevailing Llove,
Gibran compares the Llaw of nature to the law of society.
The Llaw of human nature is dictated by the heart and its
passions. The passions of the heart have in Gibran's eyes a
kind of religious sanctity. Anyone who stands against them
stands against God because "God is Llove or nothing" (7),
whereas what is called "Lay" in society is no more than the
tyranny and oppression which powerful people exert on the
helpless. Gibran attacks social practices in "Al arwih

Al-Mutamarrida" (1908) (Spirit Rebellious), "AL Maw3dkib"

(1918) (Processions), condemning the structure of human

society, declaring that governors who violate the Law of
nature by creating their own laws and priests who pretend to

be equal to God and who ignore the heart and its passions
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are all 'J}+ijll&li> (grave diggers) who bury

the Lliving by burying the essence of Life which is Llove.

In his deism and writings on nature and society, Gibran was
acquainted with the philosophy of Rousseau through his study
of the English Romantics and the writings of Ishag and
Marrash (see Appendix) who introduced Rousseauism into
modern Arabic Literature. There 1is, indeed, a clear
similarity between Gibran's philosophy and Rousseau's. Both
reject rationalism and favour the emotions against the
reason. They glorify nature and believe in the natural
goodness of man. However, it is worth pointing out that
Gibran's Rousseauism has no political connotations and is

purely idealistic.

Gibran's Llove for human nature is blended with mysticism and
a metaphysical view of the universe. Besides  his
glorification of nature, he also believes in the spiritual
world beyond and regards it as the eternal world of love and
happiness. Poor and weak people and Llovers whose passions
are not fulfilled in the fallen world because of man-made
rules, will be given eternal happiness in the spiritual
world beyond. Longing for death, thus, becomes a normal

process since death is an escape from the misery of the
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earthly Llife. 1t is the end of a sordid existence and the
beginning of a petter one. Gibran shares this theory of
escapism wWwith the French Romantics Victor Hugo and
especially Lamartine whose poems inspired him to a great
extent (8). Gibran's longing for death expressed in A Tear

and a Smile: "Here I am beautiful death, receive my spirit,

reality of my dreams and substance of my hopes, embrace me,
beloved of my soul, for you are merciful" (9) is similar to

Lamartine's in his poem "L'Immortalité”(10):

"Je te salue 0 mort libérateur céléste
Tu ne m'apparais point sous cet aspect funéste
Ton bras n'est point armé d'un glaive destructeur

Au secours des douleurs un dieu clément te guide".

This belief in the transcendence from earthly Life to the
spiritual world beyond will remain a characteristic of
Gibran's thought in the second phase of the development of
his ideas which starts in 1918, although in this phase his
mind reaches the peak of optimistic pantheism. In the works

he produces in his time, The Madman (1918), The Forerunner

(1920) and The Prophet (1923), he deals with the question of
Life and the destiny of man in a pantheistic spirit which
seems to have had its genesis in his intensive reading of

Wwilliam Blake (11). Dr. Jamil Jabr, Gibran's well known
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biographer, in "Gibran fi ?asrihi wa ath3rihi al adabiyya wa

-

al fanniyya" (1983, 72), dealing with Gibran's acquaintance

with William Blake says:

Poc s Wikl JSila o be chio¥ o vany oo sl
s ol e L J LJL__;)Gd__,L)de
Al ;)f_J,.G, Ja bl PINE R ’L{J‘\ll L O',>

T P s AN L BN T R IR B
W) e < <.

Dr. Jabr goes on saying:

s ladl as Ll Gblasdl tia é_J__,»
M) %L, , s
Indeed, influenced by William Blake, Gibran in this phase of
the development of his thought considers man and nature as a
manifestation of one wuniversal truth: ‘-God. God is
universal, omnipresent and can be seen in all men and all
things in the universe. God, for Gibran, is not the crea;or
of the earth but is part of man and the earth. 1In 1916, two
years before his mind reaches the peak of pantheism, Gibran
wrote the following Lletter to Mary Haskell (for Mary

Haskell, see Appendix) in which he speaks of his pantheistic

creed which he called at that time "his new knowledge of

God":
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"This perception, beloved Mary, this new knowledge
of God 1is with me night and day. I cannot do
anything else but be with it and be moved by it.
When I sleep there is something in me that keeps me
awake to follow it and to receive more from it and
through it. My very eyes seem to retain that
slowly-developing picture of the birth of God. I
see him rising like the mist from the seas and the
mountains and plains... God is not the creator of

man. God is not the creator of the earth. God
desires man and the earth to become like him and be
part of him" (14) .

Gibran's pantheism starting from 1918, became an optimistic
pantheism. In this phase of the development of his thought,
Gibran does not consider God as a universal truth dwelling
in all men and all things only but also sees him as a
universal bond of Llove which unifies all men and all
creatures of the universe and in which all men and all
creatures of the universe melt and idinterpenetrate. The
works which he produced in this phase, namely The Madman

(1918), The Prophet (1923), Jesus the Son of Man (1927), The

Earth Gods (1931), and The Garden of the Prophet (1933) are

all a revelation of his optimistic-pantheism.

In The Earth Gods, for instance, Gibran presents the reader

with a vision of three gods. The first God, tired of
excercing power and domination, becomes weary and starts
seeking for a place where he can find complete rest; he

says:
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"Weary is my spirit of all there is

I would not move a hand to create a world

nor to erase one.

Could I but be consumed and pass from time's memory
N

into the emptiness of nowhere! (15)

The second God who is the opposite of the first one and who

always seeks power and influence over man claims:

"I could not but choose the hardest way;

to follow the seasons and support the majesty of the years;
To raise man from secret darkness,

yet keep his roots clinging to the earth;

To give him thirst for Llife, and make death his cupbearer
to girdle his nights wi;h-dreams of higher days,

and infuse his days with visions of btissful nights,

and yet to confine his days and his nights,

to their immutable resemblance".(16).

The third God who symbolizes Gibran's concept of God as
being the universal bond of Llove and the real God of the

universe believes in the sovereign power of Llove and

considers it as the universal and eternal truth of Llife; he

claims: -
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The white and green of lLove beside a lake,

60

and the proud majesty of love in tower or balcony;

Love in a garden or in the desert untrodden,
Love is our lLord and master.

Love is youth with chains broken,

Manhood made free from the sod,

And womanhood warmed by the flame

and shining with the Llight of heaven deeper than our

heaven
we shall pass in the twilight;
perchance to wake to the dawn of another world.

A \Y

But love shall stay. (17).

This belief in the unity of Llife through God (=
universal bond of Llove) is expressed with all
implications with regard to man and his destiny in

Prophet. Speaking about God, Almustafa claims:

"And if you would know God, be not therefore
a solver of riddles
Rather look about you and you shall see him

playing with your children.

And Llook into space; you shall see him walking

the
its

The
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in the cloud, outstretching his arms in the Llightning
and descending in rain.
You shall see him smiling in flowers, then

rising and waving his hands in trees" (18).

God, in The Prophet, is, therefore, not seen as the creator
of man but part of him, for, he can be seen "playing with
the children”. God is not the creator of the earth but part
of it since he 1is present in the cloud, the rain, the
flowers and the trees. Man and everything in nature, thus,

melt in the totality of God. God, in The Prophet is not a

power but that universal bond of love through which all men
and all things are unified. As a Lliving being, man in his
earthly Life is seen by Gibran as a shadow of his real self.
To be one's real self is to be one with the infinite and
universal God (= Llove) to which man is inseparably related.
Self-realization, therefore, Llies 1in growing out of one's
spatio-temporal dimensions so that the self is broadened to
the extent of including everyone and everything. Man should
Love all men and all things in order to be part of God who

is all men and all things.
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Almustafa, in The Prophet, is, therefore, a prophet of Llove

who urges the people of Orphalese to grow out of their
individual and Llimited selves and identify themselves with
the greater and universal self which is love. Thus, love is

the opening sermon of Almustafa to the people of Orphalese:

When Love beckons to you, follow him

though his ways are hard and steep.

And when his wings enfold you yield to him,

though the sword hidden among the pinions

may wound you.

And when he speaks to you believe in him,

though his voice may shatter you dreams as

the north wind lLlays waste the garden.

For even as love crowns you so shall he crucify

you. Even as he is for your growth so is he for
A\

your pruning.
(197"

Love, as seen by Gibran, is, an emancipation and a suffering
at once. It is an emancipation because it '"crowns'" man by
Leading him to that stage of broader self-consciousness
whereby he Lloves everything to the extent of being all
things and consequently be as great and as infinite as God

(= Llove). It is a crucifixion because it shatters man's
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individual self into pieces so that it grows out of its
spatio-temporal dimensions and be part of the infinite,

universal and eternal Love.

Love which is man's only way to his infinite self 1is thus
inseparable from pain, for before attaining his real self,
i.e, his universal self, man should experience pain first.
His body must be shattered so that his Llimited individual
self grows out of 1its narrow dimensions. Therefore,

Almustafa claims:

"your pain is the breaking of the shell that encloses
your understanding.

Even as the stone of the fruit must break that

jts heart may stand in the sun, so must you know

pain'" (20).

Thus, pain in all its manifestations is nothing but the
breaking and the dissolution of man's individual self before
it reaches the eternal and the infinite God (= love). Pain
is thus joy in essence because it leads man towards his
greater and infinite self. The breaking of one's body which
Leads one to the eternal and the infinite God (=love) is

Like the breaking of the stone of the fruit which makes the
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heart of the stone stand in the sun.

Once man grows out of his narrow spatio-temporal dimensions
through Llove, and once he starts Lloving all men and all
things to the extent of being all men and all things, man
becomes as infinite as God because God is nothing but that
bond 'which binds the whole universe with Llove and

understanding.

Once man reaches his infinite self and becomes part of God,
j.e, the universal bond of Llove, his soul consequently
ceases to be an individual soul but part of the universal
soul which "unfolds itself Llike a Llotus of countless
petals". Thus, Almustafa claims:

"Say not ‘I have found the truth', but rather

‘I have found a truth!

Say not ‘I have found the path of the soul'

Say rather "I have met the soul walking upon

my path'

For the soul walks upon all paths.

The soul walks not upon a line, neither does it

grow Like a reed

the soul unfolds itself, Like a lotus of countless petals"

(21).
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Man's soul once being part of the infinite ceases to be an
individual entity but part of a universal soul (= love) in

which all men and all creatures melt and interpenetrate.

If all men are an emanation of one universal soul, there can
be no good in the infinite universe which is not the good of
every man, nor can there be any evil for which anyone can

stand irresponsible, therefore Almustafa claims:

Like a procession you walk together towards

your God-self.

.--Even as the holy and the righteous

cannot rise beyond the highest which is in each one
of yéu,

so the wicked and the weak cannot fall Llower

than the lowest which is in you also.

And as a single leaf turns not yellow but with

the silent knowledge of the whole tree,

so the wrong-doer cannot do wrong without

the hidden will of you all"” (22).

In a world which is one and infinite and in which everything

is an emanation of God, there cannot be any separate
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entities or any borderlines between things. The so-called
antitheses and differences between the animate and the
inanimate, the concrete and the abstract are only apparent
but not real. Things in the universe no matter how varied
and different they may seem are all one and infinite for
they all emanate from the universal and dinfinite God.
Therefore, Llife and death are not two antithetical states
but two aspects of the same infinite existence. Thus,

Almustafa claims:

"Life and death are one even as the river and

the sea are one" (23),

If Llife and death are two aspects of the same infinite
existence so are joy and sorrow. Man should experience pain
before attaining his q;ﬁversal self. This pain 1is the
consequence of the "breaking" of man's individual self so
that his soul grows out of its Llimited dimensions and
becomes part of the universal séuL. Pain which Lleads man té
his universal self is, thus, not sorrow but joy in essence

for it is a witness of man's emancipation and

self-realization. Therefore, Almustafa states:
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"your joy is your sorrow unmasked
the deeper that sorrow carves into your being

the more joy you can contain” (24).

Having seen how Gibran's pantheistic creed dictates the

meaning of The Prophet, we may turn now to the following

part of this chapter. In this part, we shall show how
Sarwat Okasha and Antonius Bashir failed to achdeve an

objective rendition of some concepts in The Prophet because

of their neglect of the importance of the relationship which
exists between those concepts and the author's pantheistic

creed which dictates their meaning in The Prophet.

C. Sarwat Okasha's and Antonius Bashir's Misinterpretation.

of Some Concepts in The Prophet.

a) Sarwat Okasha's and Antonius Bashir's Misinterpretation

of the concept of ¥God”®

The word "God" of the original English version has been
&« < 0®

rendered by o+ 1 in both Sarwat Okasha's and Antonius

Bashir's Arabic versions of The Prophet as we may see in the

following examples:

&
1- Prophet of God in quest of the uttermost, long
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»
have you searched the distances of your ship (25).

»
»

T B P T
;O

&

(26).

»

a:J:;.L;J'd.'dL.&’|J)l5&_S&J$UlLJ36£&.§JLJ_

27 - Cide i S (@ dina e Leti

&«

2- Among the hills, when you sit in the cool shade
of the white poplars, sharing the peace and serenity
of distant fields and meadows - then let your heart
say in silence, ’ggg rests in reason\
And when the storm comes, and the mighty
wind shakes the forest, a;d thunder and
lightning proclaim the majesty of the sky - then let your
heart say in awe, ’ggg_moves in passion‘ -
And since you are a breath in Egg's sphere,
And a Lleaf in gggfs forest, you too should rest

»
in reason and move in passion.:!(28).
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&
3- Through the hands of such as these ggg speaks,
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and from behind their eyes he smiles upon the

»
earth (31).

» . »
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«

(33). SV R P

By translating -"God" by «;ljl‘i I believe that the
translators have distorted the meaning of the concept of God
in The Prophet. If we take into consideration Gibran's
pantheistic creed which govern the meaning of The Prophet,
it becomes <clear that the word« LLEJI» is not the right
rendition of the word "God". The concept of God in The
Prophet, as we have seen, is a revelation of Gibran's
pantheism based on the universality of God (= the universal
bond of Llove). By translating '"God" by«“;IJ[{ the

translators gave a muslim connotation to The Prophet which

has not been suggested by Gibran, and therefore did not
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render the concept of the universality of God which the
author expresses in his work. For this reason, I believe
«
that the word sf;Jlj is the right rendition of the word
& . « 14
"God". ;{}ll, contrary to the word I does not
have a muslim connotation, but rather refers to God in

general and therefore renders better the concept of the

universality of God which is suggested by Gibran.

Indeed, a reading of The Prophet followed by an attempt to

establish a relationship between Gibran's pantheistic
concept of God and the theme of God in The Prophet, would
reveal that one of the main intentions of Gibran in The
Prophet is to enhance the universality of God. God, as we
have already mentioned, is seen by Gibran as a universal
bond of Llove which wunifies all men through- Love and
understanding. Gibran expresses this concept of the

universality symbolically by making Almustafa a universal

prophet.

Almustafa who preaches the universal religion of love is a
universal prophet for he embodies the characteristics of a

Muslim, a Christian, a Jew and a Budhist:

1) He is called "Almustafa" which is a nomination of the
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muslim prophet Mohammed (pbuh).

2) He uses the "aye", the "nay", the "behold", the "unto"
and the "verily'" of the Christian Bible as we can say

from the following example.

"pye you shall be together even in the silent

memory of God" (34).

“Some of you say, 'joy is greater than sorrow!
’

and others say, ‘QEZ sorrow is the greater'" (35).

"Byt I say unto you..." (36).

"verily you are suspended like scales between

your sorrow and your joy" (37).

"“If you would indeed behold the spirit of death
e ’

open your heart wide unto the body of Llife" (38)

3) Like Hebrew prophets, he Llives in the hilly wilderness

beyond the city walls:

" And in the twelfth year, on the seventh day of

Ielool, the month of reaping, he climbed the hil(l

——

without the city walls". (39)-
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"But as he descended the hill, a sadness came upon

himao." (40) .

4) Finally, like a Budhist, he believes in reincarnation for

he claims:

"a Llittle while, a moment of rest upon the wind,

and another woman shall bear me" (41).

The combination of all these characteristics in Almustafa
clearly reflects the author's intense desire to enhance the
universality of God. Almustafa is, thus, not the prophet of
Islam, Christianity, Judaism or Budhism but a universal
prophet'—uho preaches a wuniversal religion which does not
separate men and differentiate between them but rather

unifies them be they Muslims, Christians, Jews or Budhists.

By translating the word "God" by " .. lJ! ", sarwat Okasha
and Antonius Bashir have, thus, failed to render the
universality of God which Gibran symbolically suggests in

The Prophet and which he has once expressed 1in the

following terms: "I love you when you prostrate yourself in

a mosque and kneel in your church and pray in your synagogue

.

for you and I are sons of one religion" (42).
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b) Sarwat Okasha's Misinterpretation of the Concept of

« »
Love

Another example of subjective rendition that is due to the
translator's neglect of the author's thought and its impact
on the meaning of the work can be found in Sarwat Okasha's

version.

Sarwat Okasha has translated the word "Love" -of the original

»
English text by « ,ll‘ as we may see:

»
« N
1) Then said ALmitra,’speak us of love . (43).

<« L4 \ . >
(44,
< »

2) When love beckons to you, follow him . (45) -,

b24
«

AR PR AN | IRCI | SPY )

(46).
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3) For even as love crowns you so shall he crucify

you. Even as he is for your growth so is he for
»

your pruning (47),

s e »
Sobasd (Soda o1 W Sl JISo sl 1 DL

(48).

®

4) ALl these things shall love do unto you that you

may know the secrets of your heart, and in that

3
knowledge become a fragment of Life's heart . (49)

»
S e Js LU NI Luu—f

(50). ,,)____.,)_Jl ,,:,_]._.._._3

5)

Love gives naught but itself and takes naught

but from itself

Love possesses not nor would it be possessed;

”
for love is sufficient unto Love . (51).

»
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(52

<
6) ‘When you love you should not say °“God is

in my heart'; but rather ‘I am in the heart of

God'

And think not you can direct the course of lLove,

p——

for Love if it finds you worthy directs you course .

(53).

’ » \ . »
% RS o \ L
—_ Ui < s U_L ~ -9 .,‘l__} U

& S *?)_JGJ__‘)JU&_}‘O_L_J\J)
— Lide dosy ol I, A oL A

&£
(54) -

« N
By translating the word “love" by =~ li, Sarwat Okasha
has again failed to achieve an objective rendition of an

important concept in The Prophet because of his neglect of

the author's thought which dictates the meaning of the work.

e "

The word g~A—J| in Arabic, though it can refer to
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affection in general 'is/nevertheless/ used : Some bimeg

to refer to the affection between a man and a woman. I,
therefore, believe that the word Ql—qu'gwouLd be a
better translation of "love". 'Love", in The Prophet, as we
have seen expresses Gibran's concept of love not as being an
affection between a man and a woman but a universal bond of
love which wunifies all men and all creatures of the

universe.

By way of concluding this chapter on the concept of
subjectivity in the interpretation of a SL literary text, I
would say that the translator can avoid a subjective
rendition of the meaning of the SL text 1if he takes idinto
consideration the author's thought which dictates and govern

its meaning. -

This assumption has been proved in the present study. We
have, 1in a sénse, assumed the role of the translator as a
reader. Then, on the basis of the relationship which we
have established between the author's concepts and the
meaning of The Prophet, we have been able to determine the
author's intention in the work and therefore managed to show
how Sarwat Okasha and Antonius Bashir have subjectively

rendered some concepts because of their neglect of the

relationship which exists between those concepts and the
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author's thought which govern their meaning in The Prophet.

From these indications, it becomes clear that the subjective
interpretation of a Lliterary text can be avoided if the
translator takes idinto full account the author's thought
which has a significant impact on the meaning of the SL
message and which can constitute an objective foundation for

its interpretation.

We can say, then, that the meaning of a Lliterary text is
bounded by two elements: The meaning of the text itself and
the author's concepts, and is, in a sense, the product of
the two. It becomes clear, then, that in aiming for an
adequate rendition of the author's dntention 1in the SL
message, the translator should consider not only the meaning
of the work but also the author's concepts which govern its
meaning, i.e, the reality behind it.

It would be perhaps appropriate to end up our suggestions in
this chapter by what Gibran himself said about the

relationship between a Lliterary text and 1its author's

thought:

. - . . _ N
CﬂJl‘ & S JS o~;|;JJ o~ P ¢ Bl @ 3,50 LS
(55) '
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and what he said about the relation between his thought and

his works:

. >»
SR T U SRR TN

<3
’ L_;J—"L‘“:.“:—?J-f T 2y VL5, sd o) e L e

(56)

Hence, if the translator can achieve an objective rendering
of the meaning of a SL literary text and be faithful to the
author's intention, can he also be faithful to the author's
style? The following chapter will consider this question

which is a fundamental issue in literary translation.
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Chapter Four

The Question of Stylistic Faithfulness and flexibility

in Literary Translation,

A. The Relationship Between the Translator and the Ooriginal

Text

In his article " The Translator and the Form - Content
Dilemma in Literary Translation”, Hayes (1975, 838) assigns
four functions for a translator.
First, he reads the original work 1in order to
understand it thoroughly.

second, he identifies the devices through which the
author has achieved special effects.

Third, he decides which Llexical and syntactic
adjustments will reproduce the effects -m the target

text.

Fourth, he produces a literary work of his own.

wWwhereas the two first tasks Llisted by Hayes are agreed upon
by translation theorists and considered to be unavoidable
and important stages in the translation process, the twé
last ones are still the subject of a conflicting debate in
translation theory. The conflict over whether a translation
should be faithful to the form of the original text or

whether it can alter its manner has always been, and still
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js, a crucial issue in translation theory in general and in

Literary translation in particular. 1In Translating Poetry

Lefevre (1981, 27) points out:

*The demand for Lliteral, accurate, exact translation
of Literature haunted many discussions of Literary
translation and many prefaces to translation in the
nineteenth century, and it has by no means vanished
with the arrival of the twentieth'.
The general problem in literary translation is usually posed
in terms of a constant debate between faithfulness and
elegance. This fundamental issue is reduced to two
questions by Ronald Knox (1957, 4) who writes: "which
should come first the literary version or the literal and is
the translator free to express the sense of the original in
any style and idiom he chooses". The answers given by some

transtation theorists to this issue do not seem definite and

convincing.

when Nida (1964, 157) maintains that "only rarely can one
reproduce both the form and content in a translation, and
hence in general form is usually sacrificed for the sake of
the content'", he does not seem so sure of his position sinee
he uses such words as ‘usually', *in general', and “rarely’'.
Similarly, by demanding that “the original sentence
structure should be preserved in the final translation’,

Levy (see Hayes, 1975, 839) who <considers Lliterary
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translation as primarily a Lliterary activity is in fact
suggesting that in some cases form can be retained at the
expense of the content. Finally, Nabokov (see Lefevre,
1975, 27) when insisting on Lliteralness by saying "I want
translations with copious footnotes, footnotes reaching up
Like skyscrapers to the top of this or that page so as to
Lleave only the gleam of one textual line between commentary
and eternity", he clearly reveals a certain uneasiness about
his position. Surely, if one translates word for word, one
does not need footnotes. If one does, this means that even
a Lliteral translation cannot render all the form of the

original text.

Such hesitant and conflicting views as regards faithfulness
and flexibility vis-a-vis the form of the original text result,
in our opinion, from translation theorists' concept of the
translator as a passive reader of the SL text which, in
turn, derives from their narrow concept of style as being a

form only. Milan Jankovic, 1in Language, Literature and

Meaning (1980, vol. 2, p:27), in defining style, writes the

following passage which I would Like to quote in length:
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"Any work of art is bound by two subjects, the
subject of the author and that of the perceiver and
is in a way the extension of their joint activities.
The conception of individual style and stylistics,
whether with respect to an individual work or with
respect to an author, will therefore oscillate
between a twin set of problems: between the
reconstruction of the author's creative intention
and the explication of the semantic possibilities of
the produced work".

From this definition of style suggested in this passage,
derives a conception of reading that, it seeﬁs, would be of
a central 1importance in translation studies‘ since it
emphasizes the unity of the two elements of style: the
author's intention as it is presented in the work and its
reception and explanation by the reader. The first one
is explicit and may be identified with the form, the second
one 1is impldicit and would reveal the content. This
conception may be compared to one of the four positions
Lotman (see Bassnett- Mc Guire, 1980, 77) assigns to ;he

reader where "he would grasp the complexity of the structure

of a work and the way in which the various levels interact".

From the above indications, it can be suggested that a
Literary work is the totality of the signs that are used by
an author to express a certain concept and that are received
and decoded by a reader. This suggestion leads us, in fact,
to the conclusion that the translator 1is not a passive

reader and has a relationship with the text to be
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translated. As a receiver, he reads the original text,
decodes it and sees the relationship between the form and
the content. This activ{ty is seen by Barthes as a code in
jtself. Therefore, the only difference which Barthes (1964,
80) sees between the author's codes and those of the
reader's as regards théir importance in a literary work is
that whereas the author's codes are ‘“explicit" and
"obvious", the reader's are "less obvious"” and "less

explicit”.

The relationship between the translator and the work to be
translated becomes even more significant when the text is a
Lliterary one. Indeed, unlike a scientific or a technical
text whereby facts are }epresented in direct and objective
terms, a Lliterary text does not have a correlative in an

objective reality, but rather generates a fictional reality

through the reading process.

A Lliterary text, thus, offerg to the translator a more
important role to play and opens up more perspectives for
him. Since there is no direct and objective correspondence
between the fictional reality of the text on the one hand,
and the form by which that fictional reality has been
conveyed on the other, the reading process w{LL stimulate

the translator to focus on the relationship between the form
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and the content of the text even more so that he can
determine the author's meaning adequately. By doing so, he
can then discover the stylistic devices that have conveyed
the meaning of the SL text and to which he should find
equivalent TL stylistic elements, and those which are of a
secondary importance and can be omitted or changed. This
active role of reader, in fact, gives the translator the
opportunity to take position in his role of a writer of the
target language version. He can set his own parameters and
decide what are the stylistic devices that he should replace
by equivalent stylistic devices in the TL and those which he

can replace by his own creativity.

From these observations, it seems that the problem of
faithfulness and flexibility in Lliterary translation
should not be posed in terms of whether a translation should
be faithful or flexible _V¥iG~% vi3 the original text. It should
rather be posed in the following terms: can a Lliterary
translation be faithful to the original text or not?. Once
the relationship which the translator has with the SL text
js accepted as being other than that of a passive reader;
the answer 1is obviously: it can neither be faithful nor
.elex3bleh; it is both at the same time. Literary

translation, in a sense, involves a simultaneous relevancy

of faithfulness and flexibility . It is faithful 1in so



90

far as it involves the rendering of the stylistic devices
which are important to the meaning of the SL message by
equivalent TL devices; it is flexible in so far as it also
involves the translator's attempt to replace those

"secondary" stylistic devices by his own creativity.

Indeed, the translator while being the receptor of the SL
text is also the writer of the TL version. As such, he may
use some stylistic devices that are relevant to the TL
literary norm. The uniqueness of literary translation lies,
in the fact that it is also a stylistic achievement. It is
the transfer of a style from one literary norm to another.
This, therefore, implies that the translator would not aim
to preserve all the singularities of the SL text but will
try to add to his TL version some stylistic devices that are
relevant to the TL Lliterary norm. Because the translator
strives to render the stylistic elements that are important
to the SL text by equivalent TL stylistic elements, and
since he seeks to give to his TL version some marks of the
TL Lliterary norm, he ends up by reproducing his author's
style and using his own stylistic creativity at the same

time.
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I shall try in the following part of this chapter to
illustrate these theoretical statements on the basis of a

comparison between the original version of The Prophet and

its two Arabic renditions. I shall, therefore, attempt to
show how the two Arabic translations reveal a faithfulness
and a flexibility as regards the style »f the original test. I
shall, for the sake of a more manageable and systematic

study, divide my analysis into two parts.

In the first part, I shall consider the translators'
faithfulness as regards some aspects of the author's style
which consists in the rendition of the important devices of
the SL message by equivalent TL stylistic devices. In the
second part, I shall be concerned wWwith the translators'
creativity and their addition of some stylistic devices that
were not used by the author and that are relevant to the TL
Literary norm. Because an exhaustive analysis of these two
aspects of the Arabic translations of The Prophet would lead
to a quotation of major parts of the original version and
those of the two Arabic renditions, the examples which I

will provide will not be exhaustive but .selective.
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B. Some Examples of Stylistic Faithfulness in the two

Arabic Renditions Of The Prophet.

Through the sermons of Almustafa, Gibran, in The Prophet,
reveals his belief in the universality of God. The body of
the work or its firm narrative structure rests in the
author's view of the vast and colourful spectrum of man's
destiny. What Gibran says is being revegaled to him directly
in his mystical experience. Thus, in a real sense, the
author dons the mantle of prophecy. he deals with the
Larger questions of life such as God, death, pain, good,
evil, 1immortality and the Llike in a pantheistic spirit.
Prophecy and pantheism are the two main themes underlying

the body of the work.

a) Imperative Sentences

The prophetic trait of The Prophet has been conveyed by

imperative sentences which the author has used to give a
didactic overtone to the teachings of Almustafa. éoth
Sarwat Okasha and Antonius Bashir have faithfully rendered
the imperative sentences of the original work by their

equivalent form j_.ﬂ\ in Arabic as we may see from the
following examples:

&
1) Love one another, but make not a bond of Llove
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Let it rather be a moving sea between the

shores of your souls.

Fill each other's cup but drink not from

one cup.

Give one another of your bread but eat not from

the same Lloaf.

Sing and dance together and be joyous, but let

— —

»
each one of you be alone. (1)
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&
2) Say not, 'I have found the truth, ' but rather,

‘T found a truth'.

Say not, 'I have found the path of the soul'.

S ————

Say rather, 'I have met the soul walking upon my
path' (4). »
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3) Let the voice within your voice speak to the ear
»
of his ear (7).
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4) And if you would know God, be not therefore a

solver of riddles.

Rather Llook about you and you shall see him

playing with your children.

And look into space; you shall see him walking

in the cloud, outstretching his arms in the lightning

and descending in rain. (10)
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b) Repetition

Another stylistic device by which Gibran has conveyed the

prophetic trait of The Prophet is the use repetition. This,

being a chosen form of speech of ancient prophets as it is
noticeable in both the Arabic and English versions of the
Bible, has been profusely used by Gibran to give a prophetic
echo to the sermons of Almustafa. This stylistic device of
the SL text has again been rendered faithfully by both
Sarwat Okasha and -Antonius Bashir as we may see in the

following examples:

« »
1) What is fear of need but need itself? (13

¥
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«
2) And I say that Life is indeed darkness save when

there is urge,

and all urge is blind save when there is know-

p——

Ledge.

And all knowledge is vain save when there is

work,

and all work is empty save when there is love;

And when you work with love you bind your-
=

self to yourself, and to one another, and to God (16)
. ., s
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«
3) And what is to work with Llove?

It is to weave the cloth with threads drawn from
your heart, even as if your beloved were to wear

that cloth.

It is to build a house with affection, even as if

your beloved were to dwell in that house.

It is to sow seeds with tenderness and reap the

harvest with joy, even as if your beloved were to

eat the fruit.

It is to charge all things your fashion with a

breath of your spirit, -

And to know that all the blessed dead are standing

about you watching.» (19)
s
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4) Go to your fields and your gardens, and you

shall learn that it is the pleasure of the bee to gather

honey of the flower,

But it is also the pleasure of the flower to yijeld
its honey to the bee.

For to the bee a flower is a fountain of Llife,
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And to the flower a bee is a messenger of love,

And to both, bee and flower, the giving and the
k4

receiving of pleasure is a need and an ecstasy. (22)
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c) The Juxtaposition of Antithetical Words in the
Same Sentence

Gibran sometimes would resort to a juxtaposition of
antithetical words within the same sentence. The word

"good", for instance, is mentioned with its antonym "bad":

And verily he will find the roots of the good and
the bad, the fruitful and the fruitless, all entwined

>
together in the silent heart of the earth. (25)

"Joy" is evoked with its antithesis “sorrow":

. »
Your joy is your sorrow unmasked. (26)

The deeper that sorrow carves into your being,

. . W
the more joy you can contain. (27)

"The just" is evoked with its antithesis "the unjust”, and

the "good"” is mentioned with its opposite "the wicked":

You cannot separate the just from the unjust and

the good from the wicked” (28)

The juxtaposition of antithetical words within the same
sentence is used by Gibran as a means to reveal his
pantheistic creed based on the wunity of the universe.
Things which seem paradoxical and antithetical are one in
essence since they all emanate from one universal truth.
Thus, joy and sorrow are not two paradoxical feelings but

two aspects of the same feeling. Life and death are two
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states related to the process of the eternal being and the
good and the bad cannot be separated since they both emanate

from man's universal self.

The juxtaposition of antithetical words which is a stylistic
device that contributes in conveying Gibran's pantheistic
belief has been rendered by its equivalent form in both
Sarwat Okasha's and Antonius Bashir's versions as we can see
from the following examples:

« 124
1) Your joy is your sorrow unmasked. (29)

57
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(30)
« R e
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(31)

«
2) The deeper that sorrow carves into your being,
_——

»
the more joy you can contain (32)
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<0 r_s_))__l_i L','l " ;.‘ \5, cJ._SJl

(34)

<«
3) And verily he will find the roots of the good and

the bad, the fruitful and the fruitless, all entwined
b 4
together in the silent heart of the earth. (35)

- . ~”
U'; :—i'."-‘u“"ﬁ'*’.“J‘ 5 J—_:-AJ‘)G J_.'J‘) f_JJ‘ 93> 6‘{1 Oy
- € SLI Y 3

(36)

’ 2 I X 5] a »
oy il il sl planlyde Nose

g L S LIS e a el ey i adle L_xJLgfl
€l VI

/4
4) If you would indeed behold the spirit of death,

»
open your heart wide unto the body of Life. (38)

————

s »
(39 sl oL L lae b Soob
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>
& o g
3B e 2yl gy, Dy b ol @ LRIl s, 13

1 ;
Il L) Leola G (Sl oyl

(40)

¢ . . d
5) For Life and death are one, even as the river an

»
the sea are one. (41)

k4
s
<
. - vb "‘ ’l‘ 'ﬂ
Al A~ 1 ol LS ¢ oly CL)—~J‘ s v
(42>
< )‘ s .
e "bJJ J"'f‘J‘JJ(""Jisl LS. .;.>|’ '.:,_,,.J\J EL_::-J‘ :;vﬁ
(43) i
d) Imagery

The author's pantheistic vision of Life is illustrated by a

series of 1images which are characterized by depth and

symbolical significance. We may recall, for instance, the

following images which the author uses when speaking about

the unity of joy and sorrow.

ﬂfAnd the selfsame well from which your laughter
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»
rises was oftentimes filled with your tears. (44)

Z)« Is Aot the cup that holds your wine the very

»
cup that was burned in the potter's oven?. (45)

<&
)

And- is not the lute which soothes your spirit the

¥»
very wood that was hollowed with knives?. (46)

These images can be diagrammatically represented as follows:

Image 1:
well (symbol of unity)
from which your filled with your tears.
Laughter rises. (symbol of sorrow)

(symbol of joy)



106

Image 3:
Lute (symbol of unity)
soothes your spirit. hollowed with knives.
(symbol of joy) (symbol of sorrow)

Images like these where the author refers to an object and
assigns to it two antithetical aspects are illustrative of
the concept of unity of antithesis (such as joy and sorrow,
Life and death) which is one of Gibran's basic pantheistic

tenets.

Such images have been faithfully rendered by both Sarwat

Okasha and Antonius Bashir as we can see:

4 ¥
b (G las Lo o 1]l ‘qL_;*;L.._,:_SI L. »
. r_i_;)_,J

(47)

» N s
q_;Jl o~ B e F_gf‘s Jass Q;Jl LG ] N
Cea G5

(48)
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E )

"['@@orf—:;‘-“—vJ'g~L§dl 3, lasdl e LI
« ? Of_g__ L_Aji> Q;JI %*;éd‘

(49)

Ll 3 r5§>_b ‘L. Lo u)4~—"‘ ule sl o ;»
r_{.&)—»d e S s..JJ.-

(50)

o (S b @n e Jt 2N

«S’r_i.Jl_,J., 1 s ol ol o3 23,0 @It

(51

2 »

& ri,\))i B b S =P I el el
“eosdly sadl g gl sl s

(52)

Having cited some examples of the translators' faithfulness
to some stylistic devices that were used by Gibran in The
Prophet, we may turn now to the following part of this

present study in which we shall deal with the translators'
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stylistic flexibility as regards the original version and

their use of their own stylistic creativity.
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C. Some Examples of stylistic flexibility the two

Arabic renditions of The Prophet

The two Arabic translations of The Prophet show some aspects

of stylistic flexibility as regards the original version.
The most prominent ones which are the subject of this
present discussion are the rhythmical pattern which Antonius
Bashir has added to his version and the added emotiveness
which 1is present 1in both Antonius Bashir's and Sarwat

Okasha's renditions.

a) The Rhythmical Balance in Antonius Bashir's Version.

We notice sometimes that one word in an English original
sentence is rendered by two words in the Arabic rendition of

Antonius Bashir as we may see from the following example:

<«
1) You would know in words that which you

>/
have always known in thoughtt (53)

. £ , 2 A 7

ety BLNL g6, ) oy Sl
5

oo, LSYL wym b

(54)

In this example "words" has been translated by two terms

Cor,Lodt, LY
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The same applies to "thought" which has been translated by
the words " JLiis\“ " and ’,“;’ )L..T_;JI“. The addition of
' 'flJL—_g.JIQ and oy o’ has been
used by Antonius Bashir to create a rhythmical balance that
is appropriate to the arabic Literary norm as we may see

from the the following analysis:

both /a/ and /a/ sounds have a fairly high frequencey of

occurfence in Arabic. it can even be said that the «Arabic

?

ear?® is used to them.

.
The /a/ sound would occur frequently in a Lliterary or a

non-literary Arabic text being the marker of:

- The direct object of the verb. (._% J)_*_L_~JO

-

eg. J,._"_:_“ .;_]“3-“ -".'.g

- The place adverbial - '/Jz'l
k(s)\ie w9 )
eg. P .
9 el g S

- T u i a ““1"Y and i °sisters"( 5
he noun occuring after ul its I‘”I

& »
=1 Ol.)
€ge. b . -7 . -

-~ .. ‘:
- The object of the eLLipted"‘-f" . CJJ‘LJ“J| o f‘”g
O (

A 7 &

eg. ~ - - -
.-:I-.) "y !-| ~J1 " F
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= The exception . ( ‘_5_.,..23\-»-*-“)

cos 2t l VL Al e e b

~ The Fa?ala verb form

-

€9+ '*."‘:;“"3 ¢ (in 6 'C};

- The exclamative ( ﬁﬁqga;Jl)
g LLazVl b, Joosi L

~ The noun when it preceeds the verb (Jl_LL;'il)
eg. .._:iJ_; .f,l._‘,SJ‘ ¢ a5 . o ;L_.Jl w1

The /a/ sound has a considerable rhetoric value and is
usually used deliberately by Arabic writers and poets for
the sake of a pleasant rhythmical effect. We may, for
jnstance, recall the following examples from the Holy Koran,
ancient and modern Ar‘abic’literature which show a profuse
use of words ending with the /a/ sound:

r—--?3J' RTINS
oL._asL’?.'.;[ )L;::Jlse_‘:.mf, L Aaldlg "330:;::_“3

L_',;,jﬂl}a_l:ZLf_; L&'j’,—l_;_l.”_,o LaL'...L. 31 LUt
i3 oL;b';—.iz'j_l:;-):‘: = "“Li' ".l‘_jl;‘—" L:B u--:‘l-' k! 6L-;L_:>!o’
BB 58 LW EES 3 o5 e JBi
o LaGiz g U BU WUl dyn r,{JJLM WLEE a3
_-QS"L;'J'—"; (e 2 r?'i’J £ RS 3,035

LEas S
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Galir ome oS! (J ol Gl l S s ol
é}ua"lu"-] lAJ|_; |)._:.>) I;_:A)_._?JI [y J.__J) ,;SJ)
Caloacily 3] I pan L Sy e Shls e 5

(o om e At )
(55)

S EETRDRRPREN | RS Ll el Jls, p31 s
G 52 ond 13 31 L1 51 P I P s
(56) (= LsJl)

K
Ll o]t Ll a2, LIl (S

. —ll -- l') cee L-S;/:,;._,“

LSl ) oy -oe xS LB
Lot L iz % eer U oST 151
2SNyl LS L

s L L

p
ces l_’?,_;..\_jl
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As we have seen, because the ‘Arabic ear' is used to the /a/
and /a/ sounds, should the final word of a sentence end’
with another sound other than the /a/ or the /a/ sounds, it
is wusually felt to be weak. Most of the time, another
«Eupporting» word ending with the same sound or another
sound is added to it in order to balance the sentence. It
is interesting to note that, in most cases, the two words
occuring together are either synonymous or have
approximately the same meaning. This proves that the
writer's concern in adding the second word is to create a

rhythmical balance rather than to add new information as we

may see from the following examples:

s ¥
'y » .
(58)
Here, the word © ela ol P meaning unhappiness, ending
7

. »
with the /i/ sound has been supported by « Lﬁ;+H a

word ending with the same sound and having a similar

meaning.

The same applies to the following example:
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»

PR

SleoVly e sy 5T oy W) syl e 09

« LI Ji—‘é:‘:!‘ Ll dood oo

59

< » »
Here, {;, <31 meaning ©silence’, ending with the /u/
>
sound has been supported by “2-__ ||+ a word having the

same meaning and ending with the same sound.

In Antonius Bashir's Arabic translation of The Prophet, we

find some lexical additions of the same nature. Should the
translator render an English word of the original text with
an Arabic word ending with a sound other than the /a/ or the
/al sounds, he feels the urge to add another word to it
ending with the same sound and having the same or
approximately the same meaning, 1in order to balance his

Arabic sentence, as we may see from the following examples: —_

<«
1) you would know in words that which you

»
have always known in thought. (60)

. 4 ] . < >

SLladly PLUNL op,m 5 oy (SGF s
x ’,

Tol W, L LSYL uae L

61

«wordsg by

Here, the translator could have rendered
eL,LJJle» only but since this word ends with the/y

sound because of its occuffnce after the attached
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preposition 4= v it has then been supported by
£& » . . .

- which has approximately the same meanin

:,l_)LJ__,_n PP Y g

and ends with the same sound.

.. »
Similarly, ethought could have been translated by

¢ S ly but “ ]_{?ﬂlv being a word
i'-.is\“ only u ), uJ g o
ending with the /i/ sound because ot 1ts occunence after the
«
attached preposition —_g, has been supported by
« -

9"
i,y i s )1 , a word which has the same meaning and

. <« s D
which ends with the same sound as LS5 VI
rd

e
2) And let to-day embrace the past with

»
remembrance and the future with longing. (62)

NISC TS | RPOCH [ < WY | PRRURSY WO ) R Y UV N | R
«

e e R e L

(63)

. & »

Here, “Long1ngf could have been rendered by O_?JJhJ'

only, but “(},9_QJ|‘ being a word ending with the /i/
P

sound because of its occurence after the attached

& \;

preposition - , has been supported by

ﬁ;ﬁ—jd el another word which has approximately the

same meaning and which ends with the same sound as

«. g l)’ N
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Other Llexical additions that have occuffed in Antonius

Bashir's Arabic version of The Prophet and which are

dictated by the translator's desire to achieve a rhythmical
balance in his TL version can be seen 1in the following

examples:

«
3) There are those among you who seek the talkative

A ———————

through fear of being alone? (64)

et ——

(65) - 515,y 5yl

¢
4) And what is to cease breathing but to free
the breath from its restless tides that it may rise

and expand and seek God unencumbered.» 66)

. (67

«
5) Your soul is oftentimes a battlefield upon which

your reason and your judgement wage war against
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»
your appetite. (68)

Sl Dk o b Ll S o6 L s

& oc. ° s
(69) = Pl s Slel s Ul L,

In addition to the added rhythmical balance 1in Antonius
Bashir's version, another aspect of stylistic flexibility

as regards the style of the original version of The Prophet
js the added emotiveness which is present in both Sarwat
Okasha's and Antonius Bashir's versions as we may see in the

following section.

b) The added emotiveness in Sarwat Okasha's and Antonius

Bashir's versions

i. The Emotive Nature of Arabic

The hypothesis which I posit in this section is that because
Arabic 1is a more emotive language than English, the
translators felt the necessity to add some stylistic devices

that would put their translations of The Prophet on a higher

scale of emotiveness appropriate to the Arabic language.

pefore giving some examples of stylistic devices that have
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been used by the translators to intensify the original
emotiveness of The Prophet, I should first show the validity
of my assumption and therefore see whether Arabic is more

emotive than English.

We cannot obviously speak of an emotive or a non- emotive
language since such assumption would imply the existence of
a ‘standard' of emotiveness. However, I am using this term
relatively and suggesting that Arabic 1in comparison to
English has greater possibilities for the expression of

emotiveness.

A brief comparison between the English and the Arabic
linguistic systems would allow us to notice that Arabic is

more or Lless better equiped than English to intensify the

emotive trait of a literary text. —

At the morphological level, for instance, Arabic possesses

some emphatic morphemes (bound and wunbound) such as:
J c oeeed ¢ o which give an

emotional overtone to verbs as we may see:
»

5 -, P s
rJ@LJl tlJ| Gdo”
(041 s @ SU ol )

(‘
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This Llast sentence, for instance, can be stripped of its

emphatic morphemes to become ¢

u)_.. 3 L.)J_LJI stls .|u)_...Js~l—*-’u£ (—""l &5"')

s

Hete, it is clearly the absence of the emphatic morphemes
¢ k-4
,;;J in oo
&« e ¥ « . N .« . > .
1S N e Asatsy and * d 1l . >N which put the

GenTeace abave on a weaker level of emotiveness than the

; and oo in

first one. The bound and unbound morphemes

o e O"\J o J which as we have seen give an
emotive overtone to verbs cannot be matched in English. Let

us, for instance, compare Taha Husain's sentence already
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cited and its English translation:

& .
I warn you I'LL keep you here in the country, stop
your career at the Azhar, and make you a

. . »
Koran-reader for funerals and family gatherings.

71).

It may be noticed that the English sentence is less emotive
than the Arabic one. The English renditions of
P e ¥ « , -.9 «& . P «
J_Sa N a3 and ol N by fI'it
P >
keep you®, “stop you® and “make you?” Lessen the emotiveness
&
of the original Arabic sentence. In fact, I'LlL keep you»,
< » L 4 » -
I'LL stop you and 1I'lLl make you are emotively equivalent
. . « PO L4 e K
to the Arabic expressions ol .-, el ksl
L
and € S P which would communicate the message

in a rather neutral tone.

In addition to emphatic morphemes, Arabic, by means of
derivation (dl_j_;_a\i‘), can give an emotive overtone to a
verb simply by adding a stress ( 3 o ) to it. Speaking
about this mechanism which enables Arabic to give various
emotive shades to the same word, Haywood and Nahmad (1984,
151) point out that:

«ALtough Arabic is poor in verb tenses, it is rich
in derived verb forms which extend or modify the
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meaning of the root form of the verb, giving many
exact shades of meaning. This?a common feature of

semitic Llanguages, though it perhaps reaches its
greatest extent in Arabic?”.

The process of derivation in Arabic consists either in
adding a letter or a stress to the basic form of the verb
(ﬁ)_?~j| | ;|D to obtain what is called “ J-g)—~1|”
The added letter gives a different shade of meaning to the

basic form of the verb whereas the added stress would add an

emotive overtone to it. Therefore, from “(I: ;” (to

kill), for instance, we can have J5l3”, (to fight
. . <& - -

against) and the emotive form i (to massacre).

The process which enables Arabic to give an emotive
connotation to a verb does not exist in English as it can be
seen in the following example where only one English

equivalent is given to both the neutral and emotive form of

the Arabic verb « & ﬁ :

JLd) - At pg——> neutral
He collected a Lot J e i
of money JLJ! o el CT;—? emotive

It could be suggested that other verbs such as “hoard” or

n " N .. <« - »
amass could be used as English renditions of ol

This may be true but it can, nevertheless, be said that

» .
«hoard» and «amass belong to a slightly different semantic
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domain for which Arabic has other equivalents such as

<< »

- «© . »
o 35S and S) )

berivation 1s also possible as far as adjectives are

concerned. In Arabic, adjectives which are based on verbs

» « »

. - <s »
denoting a state (such as “Guae” ¢ T J-‘,—> )
can carry an emotive overtone when they are based on the
»

pattern Lb—a_j Therefore, from the verb «;LT_?

(to 1ignore) we can have the somewhat neutral adjective
& »

« »
;LA(_? (ignorant) and the emotive one J)_A—?

<< »

(very 1ignorant) and form the verb = = (to be
patient) we can have the neutral form “oLo”  (patient)
. « > .
and the emotive one JYSe, (very patient).
<t » << - »

s . k3 )
Arabic adjectives such as J,ﬂ¢e>1 2=t d 5
& » . . .
c)—A-b ' do not have exact equivalence in English. They

are usually rendered by two words as we may see:

d’ O -> very ignorant
B -> very patient
_____ -> very ambitious

As it is noticeable then, the emotive force of an Arabic

adjective based on the pattern Jyas when rendered

into English i{s giluted into two English Llexical items.

This again is a pr00f of the emotive nature of the Arabic

language.



123

In addition to emphatic morphemes and emotive adjectives,
Arabic has also what is called Zd_hAJl J,_LJuJ‘» ('accusative)
which gives a sense of stress and finality to an
action and hence adds an emotive connotation to it as in :
i he Ls 5 oos s

Though glh J1 d)—*i~u can be rendered in English by

means of nouns that are derived form verbs such as a

>

X » « » «
throw , a laugh , a walk , etc, structures Llike:

He walks a walk.
He throws a throw,

He Laughs a Llaugh,

are not very common in the English Llanguage. English
would, in fact, prefer less emotive and less emphatic forms

such as:

He goes for a walk.
He makes a throw:

He Laughs.
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.At the lexical Llevel, Arabic tends to favour emotive words
more than English does. In other words, Arabic tends to
pitch the emotional tone higher than English. The following
examples illustrate what 1is meant by an emotional tone

pitched too high:

& Ll s g8 & °;~>W LU ade ax, Sl
TP by y 5 u’J**’erO*rJ°‘—>JJ~ ‘—v—*'
T RV a'
°-’L*-—")° e el e I J:—-" o> u’r-w' e 3515
E;_L__;,,I bl olls g,u)_?,q;1jj,.%%j_ljoﬁ
T e e
u.L:-.JIJSL-,;r_? -&l&lphﬁflblju_i_;ujﬁl
— 'GJL!._.. ul_JJ U.JI sislan oo s LSAJS l_._?..
oo LUl ael sy e oy Sl cleldl
WrJ,L,.un_,Lu,',unu, Lhoal) b
-|J“ SLLbl e G2 d*\§| PL v fLL‘““ LUJJ -L‘—”
L e L
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It may be noticed that the high emotiveness of this passage

stems from the successive occurence of lexical items that

. x\' ¢ > < >« i
evoke human emotions such as rJUI ( oo ds ¢ sma A rjl
e S
« . »
b oJ . » 17
Lyl OFT LNy Y

»

« s = s 3
RTINS T B Y

Another example of a frequent use of emotive words can also

be seen in the following passage: L

N

Joo ol l;_ijaﬂ l.L.iJig ol oo e ot —= P
US b5 m L J oS LS ol e J oS % VS PR IRY S
Leasdl 6 o by L_-A__} L sl o G u1 Jus ’la_;_.
el Lsus»l.u__u,_u Mwu @UMJJ
LsMWJL, ('L_,J.JI : d_y.u L -;1, oy 5 LS u,f'
w’ﬂ»\—l JJ \_~L’ . "J.A—-—Jl GJLa_. UJ ‘;J Ja_> ﬂ Lf’_- J—-") (5) [
i o Y1
<l¢_,,,o,§;-lr,.J|¢_~L:_d9LbL~x—~u)i» "
Jeod S NE I byl 1 ity tl bl NG
€S I L apead!

(73) (1t + o)
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Here again we find an excessive emotiveness achieved by the

cumulative effect of successive Lexical items which refer to

human passions and feelings such as .

>

AR » « . . » « Y « LW
‘JJ—.‘.J' 6 ‘.1 ~ a’ ’l‘ 6 ’I 1o n . [ ‘l___,...‘_."

«|’ » «

drne 6 3ol ¢ =" e ‘ szifl_f J_f‘_;_“l*

At the lexical level, it can, therefore, be said that Arabic
tends to dramatize human feelings and emotions more than
English does. To prove this point, Llet us, for instance,
consider the following examples which represent some Arabic

sentences taken from Taha Husain's ‘Al ayyam' and their

English renditions?

5 .
[ ._.|J|J|L“ l’::S L,LS 3 They had many a time toyed
-«r)bfﬁl 3 ks.;l_.‘ﬂ| O L\Jﬁ with dreams. (75)
(74)

$

N ¥ “n passed a joyful afternoon
. - - e j
J il ol il Y

»
’ . . s |- = thinking only of tomorrow.
Ji__L¢ R NSV Lesl,

(76) RS P A



O O al s Rl

(80)
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The boy felt himself so
overwhelmed by misery that
B X he could scarcely restrain
“.tl__L,_;__,J e euls

himself from bursting into

(78) tears.”? (79)

» The boy slept in his old
<’ Q**J' fLJ J bed, with a heavy heart,
biting back as best he
could his anger and

Lol N s . : »
2 disappointment. (81)

As it can be noticed in these examples, the emotional tone
of the Arabic sentences has been toned down 1in the
translation in such a way that the original emotions are

represented but on a reduced scale of emotiveness

appropriate to English.

« »
3
In example 1, the two words ‘.)\_>\“ J Ls';L'vl
{0 »
(hopes and dreams) which together give an emotive overtone

to the Arabic sentence have been rendered by a single word:

<
dreams”.
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In example 2, e[,_.«;_.._. [?-,]J o . L L_s‘-"‘*'” (52‘31' ui»

has been rendered by “he (the boy) passed a joyful
afternoonV. Whereas the Arabic sentence evokes a human
feeling, i.e, @ joyful and a happy boy, the English sentence
refers to a joyful afternocon. The English translation has
rendered the emotiveness of the Arabic sentence into sober
tones by not evoking the human passion which is suggested in

the original sentence.

In example 3, the  highly emotive Arabic sentence

«tlL_,;_ I L oalls gl O ‘,..I_i» which means “he
cried out his hidden sadness as much as he couLd’i seems to

exceed the tolerated limit of English. It has, therefore,

been toned down and rendered by ¥He could scarcely restrain

himself from bursting into tears» which is the equivalent of

¢ - »
the Arabic sentence: O S GL—Me ol o CJQ“f rJ
“« s IL L Y

which _in facp/ is less emotive than the sentence
>

t_uxlal L owls 1<, Lﬁﬁ>i3 whereby the act

of crying is being emphasized and dramatized by the verb
« WV « » . o .
Lﬁ_r—?‘ to cry loudly” which as it is noticeable has

&L

been avoided in the translation.

In example 4, the Arabic sentence:

AN SOUL IO JICE SRR R

’ &« l__‘_u—? J“.y I - i
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has been translated by:

‘s c his anger and
“biting back as best p® outd ! 9¢

. . »
disappointment .

Here, what is an emotional stgge in Arabic has been rendered

by a rather plain statement:

first, «;Ja_p & rjsé” which expresses the
emotional state of hiding a feeling has been translated by
“biting back”. Whereas the Arabic sentence refers to a
feeling kept in the heart, the English one denotes the
action of suppressing a feeling. Although

“.J;_p qé rLJL:» and Ybiting back? are semantically
equivalent, (,JJ_O qj r;;iiy is noticeably more emotive

than 'biting back® since it pyts stress on an emotion rather

than on an action. -

b 3

second, LT LY SUCHICOR UL QU UEU | RN

. « . . »
meaning a great anger and a strong disappointment has

been toned down in the English translation and rendered only

« . . »
by anger and disappointment .

Another proof of the emotiveness of Arabic isS the existence

in the Arabic lexical system of some terms which share the

same referential meaning but have different emotional

. « »
intensity. For instance, the word 3)Jl “Love” has in
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Arabic many synonyms which have different degrees of
emotiveness. We can, in fact, arrange the different nouns

»

referring to the word “love” in Arabic according to their

degree of emotiveness? .
3441
]l
¢!
¢l
Gta] |
, s—J1

The following example represents an instance of a concurrent
use in one sentence of two synonyms having different degrees
of emotional intensity; the second one coming immediately
after the first augmenting it and heightening the total

emotional tone of the sentence:

»
“Upas Lyes adl o LS o, W oS 13 30l oLS,

(82)(CL5.V| D ‘_L)

& bY) . . & » «,. v )
L~~s  is increased to LIS &= and [EP S to

K 1= = ¥ . e s .
" lJJ—***‘ . Such means of intensifying the emotional
tone of a sentence is not very evident in English as we may

notice from the Englijsh translation of the above Arabic



«

131

sentence:

»
The boy yearned with all his heart to be with them. (83)

The highly dynamic and emotive power of the Arabic sentence
. »

74
» G > « >
is toned down. « 3 34t 3 o
L"&“/ L’JS =, b)“" and L’J"M.
as we may see, have all been rendered by the single word

“yearned »

It has been possible for us to consider only some
differences between Arabic and English but they,
nevertheless, encourage us to say that Arabic is, relatively
speaking, more emotive than English. It appears, then, that
the translator of a Lliterary text from English into Arabic
. Vv Q- VW2
is bound to be Tlexible Ythe style of the original to a
certain extent for he has to use his own creativity and add
some stylistic devices that would put his Arabic text in a
higher scale of emotiveness appropriate to the Arabic
language. If we go back to our two Arabic renditions of The

Prophet, we may notice, indeed, that there is an added

emotiveness conveyed by the addition of emphatic morphemes

and emotive words-



132

ii. The Addition of Emphatic Morphemes

This can be found in Sarwat Okasha's version whereby we
notice the translator's tendency to use emphatic morphemes
to give an emotive tone to his Arabic sentences as we may

see from the following examples.

1. “And when one of you falls down he falls for those

R . . . . »
behind him, a caution against the stumbling stone. (84)

)35 osSed ¢ ls gy on dol oo ki Susl ki o)
&
(85) e e e i

Here, the somewhat neutral verb “fall” has been rendered by
Lo o preceded by the emphatic morpheme
cﬁJ which has been added by the translator. Such

rendition brings about an emotive overtone which does not

exist in the original sentence.

<« .. . .
2. Therefore trust the physician and drink his remedy

. c el D
in silence and tranqu1l1ty3 (86)

»
<« AT

A TIE) ISR SN I SECINNAN | Uy o
(87)

Here again the somewhat neutral wverb “trust” has been

>

. « - .
rendered by the emphatic form " 53 , the bound

({ » .,\'
morphemes Ot are being added to give an enmotive
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« »
trait to the verb G and hence to the sentence.

More examples of emotiveness added by the translator through

the use of emphatic morphemes can be seen in the following

instances:

<«
3. But should my voice fade in your ears, and my
love vanish in your memory, then I will come again,
and with a richer heart and Lips more yielding

to the spirit will I speak.” (88)

CGSL G e dasly SBT oy cis L BT
bt STomie ) wble ol cln, SSB SI1 3
(89) o

«
4. Yea, I shall return with the tide,
and though dedath may hide me, and the greater —

silence enfold me, yet again will I seek your under-

»
standing. (90)

»
gl Bl s LI Rkl J) el sty a2
&« b/ - o

91
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« »
5. And of the man in you would I now speak. (92)

N SO RPN S T
(93)

« . . »
6. You delight in laying down laws. (94)

——————

T ool oy o oyaied )

(95)

7.« And could you keep your heart in wonder at

the daily miracles of your Llife, your pain would

.
not seem less wondrous than your joy. (96)

SRV Vel PR TIERT WERN NI SR R T b
Ot a—ty, d N éL'Q] Oﬁ ;ﬂﬁJJg (2 JS o $ss
DU

(97)

«< .
8. And in the sweetness of friendship let there be

aughter, and sharing pLeasures.» (98)

«

9N
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iii. The Addition of Emotive Words

This 1is more noticeable in Antonius Bashir's version. 1In
this rendition, as we will see soon, the translator added
some words which themselves are highly emotive so that his
Arabic text would carry an emotive tone appropriate to

Arabic emotiveness.

The following examples show Antonius Bashir's tendency to
upgrade the emotiveness of the original version of The
Prophet to a higher degree of emotional intensity by adding

some emotive words which were not used by Gibran.

<« .
0. - . »
1. ...and who can depart from Jad s ool A _|: PR KR 5

his pain and his aloneness i e 85 3 ‘.Lf OF

» -

without regret. (100) (101)«, L3 g r_| 0

- s Lo o
¢ - »

2. “The deeper that sorrow carves OJ—>-” u‘~>,-;,|...=| LSS
into your being, the more joy o r—<~’|-—-?-| 153 L{L_a_dl
» - 1 . . .
you can contain. (102) G lacl T CJ&-“ e las

(103) 7 <, 15
Your soul is oftentimes (S_)_b oyii L |f-_.’59

a battlefield, upon which 9 5]}3_; NERRY L:.‘.).__u

3.9

your reason and your e U L-f. rif [\
’—L J
judgment wage war against «,ri;l’ s ri—ﬂyﬁ.l

(104)
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»
your appetite. (104)

And if you cannot but .
weep when your soul

summons you to prayer,

A0 D J] ol Iy

a1 ol jun W OT

ahs L) 't)"“'l“r"hJ u.L.:-e Z;'_.

ot Jl Et S edisy e
) T«

sl i

she should spur you

again and yet again,

though weeping, until

you shall come laughing.

(106) (107)

In example 1, the word eregret» in the original sentence

could have been translated by its Arabic equivalent

X

s 2
! » but the translator prefered to heighten the

emotive tone of the original sentence. _He, then, -rendered

the

word «regret» by the more emotive expression:
« A\

[ 34 «
MR U | B fJ| meaning a pain in the heart’

. . . . « »
which obviously is more emotive than regret-.

In

example 2, both the English and Arabic wunderlined

expressions are metaphoric but while the English one

expresses the idea of sorrow being inside one's heart by

€sorrow carving into one's being ¥ the Arabic one refers to

the

same idea but by means of a very forceful image:
»

4 . > .
rfJL..?.l s elol ol sy Ll meaning
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Literally “the monster of sorrow getting his teeth idinside
your body». Clearly, it can be said, in this example, that
what is a somewhat sober expression in English is rendered

by a Eighly emotive expression in Arabic.

In example 3, the idea of conflict between the reason and
the passion which is expressed in the English sentence by
'your reason and your judgement wage war against your

»

appetite ” is rendered by an emotive sentence in the Arabic

translation whereby the translator added the word
« » « » e »
LJ',-L meaning fierce to qualify - (war).

By doing so, he thus stresses the conflict between the

reason and the passion more than the English sentence does.

. ? . . . .
In example 4, the word « weep1ng> in the original English
% »
sentence is rendered by g—iiyJl Lo ihislx Jl gel I
&«
tears falling down on one's cheek 7 which is clearly an

emotive rendition and a dramatization of the act of weeping.

It appears from what has been shown in our analysis that the
rendering of a Lliterary text from a SL to a TL involves a
reproduction of some stylistic aspects of the original text
and the translator's stylistic creativity at the same time.
This simultaneous relevancy of faithfulness and

flexibility @as regards the style of the original text is,
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jn fact, a result of the translator's active role in the
translation process on the one hand and the very nature of a

Literary text on the other.

As has been mentioned at the beginning of this chapter, the
translator is not a passive reader but an active decoder of
the SL message. In his dynamic role of reading the SL text
which consists in establishing a relationship between the
form and the meaning, he can determine the stylistic devices
that convey the author's 1intention and which should be
rendered by their equivalents in the TL version, and those
which are «'secondary” and can be replaced by his own

creativity.

From these observations, we can say that a literary text is
not and cannot be an equivalent stylistic product_ of the
original text only. It is bound to bear some marks of the
TL stylistic norm. This, in fact, is dictated by the very
nature of a literary text. "Quality in literature", writes
Savory (1963, 153), '"appears when there 1is a sympathy
between the personality of the reader and the style of the
author". If the quality of a literary text is assessed in
terms of the harmony which exists between the author's style

and the reader's Lliterary tradition, we believe that the

quality of a literary translation could be assessed partly
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in terms of the harmony which exists between the
translator’'s style and the TL receptor's literary tradition.
In other words, an adequate Lliterary translation is that in
which the translator uses some stylistic devices that are
relevant to the TL Lliterary norm so that he can create a

Literary Link between his TL reader and himself as the

writer of the TL version.

Therefore, contrary to what is commonly believed by
translation theorists, the question of faithfulness and

flexibility as regards the style of the original text
should not be posed in terms of whether a Literary
translation should be faithful or flexible vis-a-visthe style of

—mm———

the original text but rather in terms of whether it can be
faithful or (\ex\ble . Once we take into consideration the
dynamic role of the translator in the translation process
and once we accept that an  adequate literary translation is
that which reproduces the stylistic devices that convey the
meaning of the SL message and which shows some stylistic
relevancy to the TL Lliterary norm as well, the answer is
obviously: a literary translation can neither be faithful

nor‘\erble Vi's a-Uisthe style of the original text; it is both

at the same time.
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A literary translation, we would say, demands, in addition
to a faithfulness to the meaning and the style of the
original text, the translator's ability to ‘impersonate' his
author to a certain extent and introduce him to the TL

reader who 1is accustomed to a literary tradition different

from that of the SL receptor.

In fact, the twofold character of literary translation which
stems from the existence of two different Lliterary norms
that of the SL and that of the TL is the cause of stylistic
difficulty in literary translation. This notion led to the
concept of ‘impossibility of an adequate translation'. The
following chapter will consider this pessimistic approach to

literary translation.
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Chapter Five

Loss of Stylistic effect in Literary translation

and the Extreme Notion of

‘*Impossibility of an Adequate Translation'

A. The Twofold character of Literary translation.

Speaking about the dual nature of the translation process,
Levy (see Popovic, 1970, 79) states:
"A translation is not a monistic composition but an
interpenetration and conglomerate of two structures.
On the one hand, there are the semantic content and
the formal contour of the original, on the other
hand, the entire system of aesthetic features bound
up with the language of the translation".
The dual nature of the translation process is brought to the
foreground in literary translation where the translator 1is
not expected to render the content of the original only but
to reproduce its stylistic features as well, without
distorting the target Llanguage stylistic norm. This,
however, iJs not an easy task. The cause of stylistic
difficulties in Literary translation emerge, in fact, from

the twofold character of the work as maintained by Anton

Popovic (1970, 78):
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"The basic features from which the problems of the

translation performance spring is the dual character

of the translated work".
The rendering of a Lliterary text from one Llanguage to
another involves, indeed, a confrontation of two different
stylistic norms that belong to two different Literary
traditions. Despite this confrontation, some translation
theorists assume, paradoxically enough, that a good
translation is that which preserves the stylistic features
of the original text without distorting the stylistic norm
of the language of the translation. "Quality in Literary
translation”, writes Balbir (1963, 155), '"means that
experience by a reader of the translation which transports
him to the atmosphere contained in the original through the
medium of his own language without feeling that what he is
reading is a translation and not an original work. To put
it in other words", he goes on saying, "a translation should
be a Llively expression of the flexibility and richness of

the language into which it is done without sacrificing the

flow and style of the original"”.

similarly, Fyzee (1963, 156), in Llisting three conditions
under which a good translation is achieved, maintains that

by 'quality" in translation, he understands three things:

1. Faithfulness to the spirit of the original.
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2. faithfulness to the letter of the original.
3. Gracefulness of the Llanguage employed
for the translation.
Prochazba (see Nida, 1964, 161) expresses the same necessity
in terms of the requirements made of a translator who must:
"understand the original thematically and
stylistically, overcome the differences between the

two structures and must reconstruct the stylistic
features of the original in the translation”.

It is true, however, that theoretical principles of this
kind are significant only 1in so far as they serve as
theoretical guidelines in the translation process. Indeed,
owing to the fact that it 1is very difficult, 1if not
downright impossible, to find a word or expression in the TL
that is identical in both sense and communicative value to a
word or expression in the SL, reproducing the style of the

SL text and respecting the Lliterary norms of the TL seems to

be an acrobatic achievement very unlikely to be reached.

In his article "Impossibilities of Translation", Werner
(1961, 69) deals with this problem which Lleads any
translator to despair of "achieving a completely faithful
rendering of the original"”. Like Mida, he relates the cause
to basic differences between Llanguages. "Although the
system of form and meaning in Llanguage A may be similar to

that in language B, it is never identical to it" (ibid, 69.
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Indeed, there are very rare cases where a message can be
rendered by a simple conversion of codes, that is, by mere
replacement of SL words and structures by TL words and
structures. Although there are instances where some
parallelism can be noticed between two Llanguages sharing
some similar words and structures, it would be misleading to
believe in complete sameness between them. To prove the
validity of this assumption it would be, perhaps,
interesting to show how French and English, though being two
languages sharing some identical words and structures,
remain, however, two Llanguages that are different in

essence.

French and English share some similar words which have
different meanings, hence the question of "faux amis"

- . 3 3 ‘
(*false friends%) such as “achever" (meaning “to finish )

»?
. . . &«
and “achieve" (meaning “to accomplish"); actuellement

'« . » . .
“now”) and ‘actuaLLy (meaning “in fact»), passer

(meaning
. « N [y
un examen (meaning to attend an exam ) and “to pass an

» . P
exam  {(meaning “to succeed it*), etc.

Another difference between French and English lies in the
fact that French is more ®abstract ” than English. English
is more characterized by 1its concrete aspect which it
attains through its verbs and particles that give more or

Less a precise shape to the action. Consider, for instance,
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the sentence:
""He went North to Berlin®, (1)

q'North», here, defines clearly the movement and so does the
<< » 3 »

particle wup in ‘up in your room (2). These particles

would not be Lliterally translated into French which would

rather Leave a wide scope for imagination and interpretation

as we may see in the following sentence$S:

“Il est parti 3 Berlin™ .

*va dans ta chambre®“,

One might think that particles in English contribute only to
give an idiomatic value to a sentence. Therefore, their
translation into French does not involve major difficulties
and would consist simply in omitting them. However, these
particles are not always redundant and may in some cases
have a real semantic value. To illustrate this point, I
would Llike to refer to the following sentence taken from a

book called Things Fall Apart written by an African writer:

"He breathed heavily and it was said that when he
slept his wives and children in their out - houses
could hear him" (3).

« » & >

The particle out in out - houses is semantically
important. It reveals an aspect of the African culture and

therefore cannot be omitted. A Literal translation in the
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form of "leur cases au dehors" seems odd and would fail to
reveal an important aspect suggested in the original
sentence and which is that in the Ibo society, each man has
his own hut or "obi"” while his wives and children Llive in
other huts. For this reason, the translation of the
particle "out" requires a grammatical restructuring which
consists in adding a subordinate clause. Therefore, a
rendering of the French sentence mentioned above would be:
"TL respirait bruyament et on racontait que
lorsqu'il dormait, ses femmes et ses enfants
pouvaient Ll'entendre respirer de leur cases memes
qui se trouvaient derriére La sienne".
This amplification is guided by an information from the book
where it is specified that:

"Each of his three wives had her own hut which
together formed a half-moon behind the obi" (4).

English and French differ also in the notion and expression
of tense. Generally speaking, the system of tenses in both
French and English is divided more or less in the same way:
past, present, future. However, English is characterized by
a sense of evolution by virtue of its continuous tenses.
This difference between the two Llanguages has been defined

by vinay and Darbelnet (1958, 130) in the following terms:
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"L'Anglais excelle a marquer le devenir, le frangais
découpe dans Lle continu du temps des tranches
nettement marquées et a L'intérieur desquelles Lle
temps semble s'immobiliser pour passer ensuite 3 la
phrase suivante". (5)
Here again, is another field where English and French assert
their ididentity as two ways of Llooking at reality. The

following example illustrates this difference between French

and English in the handling of tenses.

"Vous ne m'avez pas entendu, je vais repeter"

"You did not hear me, I repeat” (6).

Although the future corresponds 1in the two Llanguages, it
does not always function in the same way. In the French
version, the use of the future tense in the form of “aller +
main verb™ is obligatory if the action is to be conceived as
immediately following the previous one. English does not
present the same necessity and expresses the immediacy of

the action through ordinary future.

From these observations, it seems that one of the
fundamental problems in translation lies in the structural
differences between the SL and the TL for there are no two
languages sharing total similarity. As a solution to this
problem, Vinay and Darbelnet (1958) propose seven procedures
or “moyens équivaLents” that would compensate for the Llack

of correspondence between the two languages involved in the



153

process of translation:

There are three ways in which a translator can make up for a
lexical gap. He either borrows words from the SL, and he
might do so voluntarily, or for the sake of "lLocal colour"”
introducing as, it were, both the signifier and the
signified into the TL. He can also proceed to a transfer
(“calque”) of the signified into the TL by a Lliteral
translation of the foqn in which it 1is expressed in the
original. As a third alternative, the translator may choose
a Lliteral translation which, in some cases, results in a

grammatically correct and meaningful text.

Besides this “direct translation®, there is an *indirect
one characterized by four procedures. One of these is
«transposition? which consists in replacing an utterance by
another keeping —the sense. - Such procedure would be

illustrated by what Jakobson calls intralingual translation

(see p:135.

A Literal rendering of a message may be sometimes
grammatically correct but awkward in terms of style. The
translator could then proceed to a stylistic variation or
modulation. As a third alternative, there is equivalence
which takes into account the referential situation and
renders it in different terms as in the case of proverbs for

instance.
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e . >
Finally, there 1is adaptation to which the translator would
resort when a SL expression does not have any equivalent at

all in the TL.

Vinay and Darbelnet's "moyens équivalents", though being
efficient procedures to achieve an adequate rendering of SL
structural elements into equivalent TL structural elements
are only half a solution to the problems of Lliterary
translation. In other words, literary translation does not
consist only in the replacement of SL structural elements by
equivalent TL structural elements. It is also a translation
that is aesthetically-oriented whereby the translator should
find structural elements in the TL that correspond to those

of the SL and that have a similar aesthetic value to them.

This twofold character of Literary translation 1is well
described by -Balcerzan (1970, 5-7) in "La traduction art
d'interpréter" where he distinguishes between the
translation of a Lliterary text and that of a non Lliterary

text:

"Pour (e traducteur de textes non artistiques lLles
seuls systémes de signes qui entrent en jeu sont les
systemes de la langue L1, langue de Ll'original et le
systeme de Lla langue L2, de la traduction. Les
décisions fondamentales concernant tel ou tel
procédé transformateur ne sont prises que sur Lle
plan Llinguistique [...] En traduisant L'oeuvre
lyrique, Lle drame, ou Lle roman, il faut non
seulement franchir La frontiere des Langues
naturelles L1 et L2 mais aussi se frayer,
simultanément un passage par la frontiere des deux
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traditions Llitteraires T1 et T2. Ce double aspect
de Ll'art de traduire semble é&tre Lla différence
principale entre Ll'acte de traduire des oeuvres
artistiques et L'acte de traduire des oeuvres non
artistiques".
To use Edward Balcerzan's terms, Lliterary translation
therefore involves a confrontation of two Llinguistic
systems, the system of language 1 and that of language 2 on
the one hand, and a confrontation of two different literary
traditions, tradition 1 and tradition 2 on the other. It is
this Llast confrontation which raises further problems in
Literary translation. Indeed, if it is possible to overcome
the Llinguistic barrier between the SL and the TL, it is not
always easy to bridge the gap between the literary tradition
of the SL and that of the TL. Every Lliterature has its own
aesthetic values and peculiar forms that originate from very
complex historical, sociological, and intellectual reasons

and that are a result of stylistic usages which poets and

writers invent and bring into perceptible existence.

From these observations it seems that a translation of a
L{terary work is bound to involve some stylistic
difficulties. 1In other words, the translator of a Lliterary
text would inevitably encounter some situations whereby he
would not be able to transfer some stylistic elements of the
SL text to the TL version. This difficulty would lead, in
most cases to a Lloss of some stylistic effect of the

original version as we may see now from a comparison between
/
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the sentences which Gibran uses to describe ‘beauty' and
their Arabic renditions in both Sarwat Okasha's and Antonius

Bashir's versions.

B. An Example of Loss of Stylistic Effect in the two Arabic
Renditions of The Prophet
e ————

In speaking about ‘beauty', Gibran uses some metaphoric

constructions and some similes in which he compares ‘beauty’

to a woman:

& . ..
1. The aggrieved and the injured say, ’beauty is
A\
kind and gentle.
‘Like a young mother half- shy of her own glory

»
she walks among us’ (7).

« . .
2. And at noontide the toilers and the wayfarers
say, “we have seen her leaning over the earth

»
from the windows of the sunset' (8).

‘&
3. And in the summer heat the reapers say, 'we

have seen her dancing with the autumn leaves
»

and we saw a drift of snow in her hair' (9).



157
By personifying «beauty > and giving it feminine
characteristics, i.e, by comparing it to a "gentle" woman, a
"young mother" and a woman '"dancing with the autumn Lleaves"
with "a drift of snow in her hair", Gibran enhances the
aesthetic value of his description and therefore reinforces

the stylistic effect of his sentences.

This stylistic effect which has been conveyed by the author,

though ig has been rendered to a certain extent, has not
been 1integrally transferred in both Sarwat Okasha's and
Antonius Bashir's versions. This is due, as we may see now,
to the divergence between the English stylistic norm and the

Arabic stylistic norm.

» . . . .
“Beauty » 1in an English Lliterary text <can easily be
personified and compared to a woman as it is noticeable, for
instance, from- the following extract taken from a poem

written by W.B. Yeats:

I thought of your beauty, and this arrow,
Made out of a wild thought, is in my marrow.
There's no man may look her, no man,

As when newly grown to be a woman,

Tall and noble but with face and bosom
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Delicate in colour as apple blossom.

This beauty's kinder, yet for a reasom

>r
I could weep that the old is out of season (10).

»

Whereas (beauty can be personified and easily compared to a

»
14
woman in an English Lliterary text, the word JLJt
in an Arabic literary text is usually associated to words

»
. . « » » <« > “ .
denoting Llight such as Lo JI" ,“ __ 3] , )j_Lll o lLoadl

as we may see from the following examples:

- »
€ aadl gl e Ll W LY ey o> yendl IS e

J—‘-

12) (b o JLJﬁ)

Owing to this stylistic difference between the English
stylistic norm and the Arabic stylistic norm, the two Arabic

renditions of The Prophet failed, to a certain extent, to

render the stylistic effect of Gibran's description of

“beauty » as we may see from the following example:

( .
1.( The aggrieved and the injured say, 'beauty is
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kind and gentle.
'*like a young mother half- shy of her own glory

she walks among us‘»(13).

.
ol Lo Lt r’w s WS a8, s, LI
“ler or Ml

14)

) . '>7
u...‘«-.:_,h)éc.ifa.]; UJ JL.;J‘ G'J).;-_' (JLJ.»..“ u.._o):JL’
- & y ) L. B

A e edl Ll NE Loy

(15

As it 1is noticeable, though the two Arabic translations
render Gibran's description to a certain extent, they do
not, however, reproduce its stylistic effect completely.
The English stylistic norm allows the author to personify
“beauty” and compare it to a woman. The association of
beauty With the feminine characteristics «gentteﬂ, «young
mother” and “ shy ¥ in the original sentence fits in the
English stylistic norm and therefore reinforces the
aesthetic value of the description. In the two Arabic

s ¢ » .
renditions, the personification of HJLaueJl and its
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»
association with Lo e L]l (ﬂf/ ,
L7JJ_; Cra (in Sarwat Okasha's version) and with

. »
L o el Lt N Cin

Antonius Bashir's version) does not reproduce the stylistic

effect of the SL sentence. For, as we already stated,
>

iJL-eJ| in Arabic literature is usually not

personified but is rather associated to inanimate things

3] < ?
such as * °, RUNS | M <J*1Jl) 3 L,JJi ¢ J)—*J'

It can, therefore, be said that the aesthetic value of the
relationship which exits between beauty and woman's
characteristics and. which is a source of a stylistic
embellishment in the SL sentence has been toned down in the
two Arabic renditions because of the stylistic disparity

between the stylistic norm of the SL and that of the TL.

The Loss of stylistic effect in the two Arabic translations

of The Prophet can, in fact, be noticed in the rendition of

——————————————

all- Gibran's descriptions of ‘beauty'.

'
2. And in the summer heat the reapers say, 'we

have seen her dancing with the autumn leaves
»
and we saw a drift of snow in her hair (16).

-

Paed ! b g s leadt s ,»
Al clais Lad 5 oou, sl syl el WLoi, s
« /

(17) . L% - Lf’
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uqu._: JLHJ' !_._:iJ J.____'é\ 4._')).)‘_0_:..“ J)__j_: g__L__ﬁa___)l L.Ssﬁ
« . .
./e.__l) U_,l.; Cb-“ O L)_.{ LJJ.-AL——‘Z) gq_;.l,._‘l L;IJJI é"

(18)

Here again the stylistic effect of the original English
sentence has been lost to a certain extent in the two Arabic
renditions. In the English sentence, the comparison of
“heauty® to a woman “dancing with the autumn leaves” with¥ a
drift of snow in her hairs) fits into the English stylistic
norm whereby “beauty*» can be given human characteristics.
The two Arabic translations rendered the same comparison but
did not manage to reproduce the aesthetic value of the

original sentence. One can feel, 1indeed, that Sarwat

. »
Okasha's personification of < JI TS| B

. [ [ 3 W

S
<, S C_J_.‘JI' and Antonius Bashir's J1 :'H L-,__:TJJ_;,
* &
«hl)ul.sc.h.“g,‘ L)ngAl&)LiiJledlj)lé,w;ﬂ , are a
bit odd and do not really fit in the Arabic stylistic norm
« »
whereby a description of JlJi would usually not

consist in its personification but rather in its comparison

. »r < .
to non human things such as “_,A——':-“" :._‘_JJ'”

>
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« N
. *LsJl. as we already stated.

C. Loss of Stylistic Effect and the MNotion of Adequacy in

Translation

From these indications, it becomes clear that the stylistic
effect of a SL Lliterary cannot be integrally transferred
into the TL because of the divergence between the stylistic
norm of the SL and that of the TL. The negative aspect of
this indication lies in the fact that it often leads to the
extreme notion of the non existence of an adequate

translation.

Etienne Dolet, one of the first writers to formulate a
theory of translation, sets forth five principles for the
translator in a short outline of translation principles
entitled '"La maniére de bien_traduire d'une langue a une
autre"” (how to Translate Well from One Language to AnotheF3.
Three of these five principles (see Bassnett Mc Guire, 1980,
54) are:
1= The translator must fully wunderstand the sense and
meaning of the original author, although he is at Lliberty
to clarify obscurities.

2- The translator should avoid word-for-word renderings.

3- The translator should choose and order words
appropriately to produce the correct tone.
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By stressing on the author's competence in clarifying
obscurities, in “avoiding word-for-word renderingsi and in
“choosing and ordering words appropriately to produce the
correct tone t Dolet implicitly recognized that no work of

Literature can be translated adequately, i.e, without some

degree of change or Lloss.

What is implied by Dolet is explicitly formulated by James
Howell who compares poetry to a luxurious Turkish carpet and
compares a translation of a poem to a Lluxurious Turkish
carpet turned over (see Parsons, 1980, 15-24)). Babler
(1970, 195) also considers adequacy in translation as an
impossibility and states: "we are willing to admit that
absolute adequacy on the part of a translation is quite
impossible". Similarly, R. Jakobson maintains that poetry
is “by definition untranslatable i only “creative

P . . » .
transposition is possible (see Steiner, 1975, 261).

This extreme notion of the Qimpossibility of an adequate
translation»stems, we believe, from a narrow definition of
adequacy in translation which din turn derives from a
misunderstanding of the concept of equivalence in the

translation process.

Because of the linguistic and stylistic disparities between
languages, equivalence, as we stated in chapter one, does

not and cannot mean sameness and identity. It is rather an
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approximate rendering of the form and the content of the
original text. Adequacy in translation should not,
therefore, be assessed in terms of the sameness between the
stylistic effect of the original text and that of the
rendition. It should rather be assessed in terms of the

relative closeness between them.

This indication may be taken into consideration even more in
Literary translation. Literary translation is not and can
never be an exact science. Every Lliterature has 1its own
stylistic peculiarities and its own Llinguistic norms which,
when translated, cannot be rendered without some degree of
change and loss. Surely, the translator has to admit that
he cannot achieve an integral transfer of the SL stylistic
effect to the TL version. MNevertheless, this consideration
should not Llead to the extreme notion of the non existence
of an adequate translation. Loss of stylistic effect which
is wunavoidable 1in the process of Lliterary translation,
contrary to what is commonly believed, should not be
considered as a proof of the non existence of an adequate
translation. It should rather be viewed as a result imposed
by the very nature of the translation process. In other
words, Any translation 1is bound to involve some L(oss of
stylistic effect because of its very nature, i.e, because of
the fact that it involves a confrontation of two different

linguistic systems and two different stylistic norms. From
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these observations it can be said, ironically enough, that
one who would expect a translation to be an exact and
complete rendering of the stylistic effect of the SL version

is, in fact, denying the very essence of translation.

If translation involves some acute problems, this should not
hamper its production. Therefore, loss of stylistic effect
in Lliterary translation should not Lead to the extreme
belief of the non existence of an adequate translation.-
Such belief would indeed deny the existence of an activity
necessary to the establishment of contact between

communities speaking different languages.

By way of concluding this chapter, I would say that the
question of an “impossibility of an adequate translation»
could be significant only in so far as it suggests a notion
of untranslatability to be taken into account and solved by
an approximate rendition. Because of the disparity between
the‘styListic norm of the SL and that of the TL, what is
importapt in the rendition of the stylistic effect of the
original text is that the translator tries to make his TL
version produce an effect on the TL reader as close as
possible to the one produced by the original work on the SL
reader. In other words, what the translator should aim at

is not identity which is impossible but an approximation.



166

NOTES

1. Example from Vinay and Darbelnet (1958). Stylistigut
Comparée du Frangais et de l'Anglais, Paris Didier

2. Ibid.

3. G. Achebe, Things Fall Apart. London , Heinemann,
1958, p: 1

4. Ibid, 11

5. English tends to express the continiuty whereas French
tends to use tense forms which give a precise
delimitation of the action.

6. Example taken fgem Vinay and Darbelnet (1958)

7. Xahlil Gibran, The Prophet, published by William
Heinemann, fondon 1980. p: 87

8. ibid, p: 88
9. ibid, p: 88

10. W.B. Yeats, Selected Poetry edited with an introduction
and notes by A. Norman Jeffares, MacMillan, London,
1974, p: 38

Ab!

11. Omar IbnVRabi?a quoted by Mustapha-Al-Shakea in: Rihlat
al Shi?r mina al Umawiya il3d al ?Ab3as iya. cq}am Al
Kutub, Beirut, 1979. p: 145

12. Bish3r Ibn Burd quoted by Mustapha Al-Shakga op. cit.
p: 563

13. Kahlil Gibran, The Prophet, published by William
Heinemann, London 1980. p: 87

14. Al ,Nabi, translated by Sarwat Okasha second edition,
Dar A{ Ma?arif, Egypt, 1966, p: 139

15. AL Nabij, translated by Antonius Bashir, edited by Yusuf
AL Bustani, Dar Al ‘Arab Llil Bustani, second edition,
1985, p: 90

16. Kahlil Gibran, The Prophet, published by William
Heinemann London, 1980, p: 88




167

17. AL Nabi, Translated by Sarwat Okasha, second edition,

Dar AL Ma?arif Egypt, 1966. p: 141

18. AL Nabi, translated by Antonius Bashir and edited by

Yusuf al Bustani, Dar AL Arab Llil Bustani, second
edition, 1985, p: 92.



168

Conclusion

We conclude this study with more explicit statements on what

we consider to be the basic issues of Lliterary translation.

One of the difficulties of Lliterary translation stems from a
problem raised by the translation process itself. It is the
problem of equivalence. Because of the Llinguistic and
cultural disparities between Llanguages, a TL version can
never be identical to a SL version. Therefore,
«equ‘ivalence’7 in translation should not be defined in terms
of sameness and identity but should rather be viewed as an

approximate rendering of a text from a SL to a TL.

Contrary to what is commonly believed by translation
theorists, we cannot dissociate stylistic equivalence from
communicative equivalence or wh;t Nida refers to as® formaL»
equivalence and " dynamic® equivalence. Stylistic and
cqmmunicative equivalences are not two conflicting poles but
two interrelated phases of the same process. In other
words, 1in aiming for a stylistic equivalence or formal
equivalence, the translator should not stick blindly to the
form of the SL text. He should make his stylistic
equivalence “communicative® or «dynamic” in so far as he

should not aim for a word for word rendering of the SL text

only but should also find TL textual elements that are
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equivalent in both form and communicative value to those of

the SL text.

Similarly, when aiming for communicative equivalence, the
translator should not attempt to adapt the semantic
substance of the SL text to the TL reader's perception only.
He should also make his communicative equivalence «formaL”
in so far as he would render the communicative aspect of the
original message with TL textual elements equivalent to

those which has been used in the SL text.

Stylistic and communicative equivalences arq,thereforq,two
interrelated phases of the same process. A translator who
restricts himself to one of them only would end up with a
translation 1in which both the stylistic appeal and the

communicative value of the original text are lost.

Another problem of Lliterary translation which also stems
from the translation process itself is that of translation
units. Because of the subjective nature of the
interpretative phase in the translation process, it is not
very easy for the translator to determine his translation
units, i.e, the important textual elements that convey the
meaning of the SL text and to which he should provide

equivalent textual elements in the TL version.
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In order. to achieve an objective interpretation of the
meaning of the SL text and hence to determine translation
units adequately, we suggested that the translator should
first proceed to a careful and repeated reading of the SL
text. Then, he shouid establish a relationship between the
meaning of the SL message and the author's thought which
condition that meaning. Such approach to the text, we
stated, gives the translator the possibility to achieve an
objective interpretation of the author's intention 1in the
work and consequently helps him to determine the SL textual
elements which convey the author's intention and which he

should take as units of translation.

our belief that the determination of units of translation
should be made on the basis of a relationship between the
meaning of the text and the author's thought led us to
suggest that subjectivity can be avoided in the
interpretation of the SL message. This has been shown in
chapter three where we suggested that the meaning of the SL
message is not a “semantic substance” which exists solely
but is rather dictated by the author's thought. The
translator, we suggested, can avoid a speculative
interpretation of the author's intention if he takes into
consideration the author's thought which govern that

intention. We proved this indication by assuming the role
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of the translator as an interpreter of the SL message.

We, first, established a relationship between Gibran's
intention in The Prophet and his pantheistic creed. Then,
we demonstrated how the author's pantheistic vision of the

universe dictates and governs the meaning of The Prophet.

Finally, we showed how Sarwat Okasha failed to give an
objective interpretation of the two concepts of «Godﬁ and
“love” and how Antonius Bashir did not manage to give an

f &

objective interpretation of the concept o God” because of

their neglect of the author's pantheisn.

This study, thus, led us to conclude that contrary to what
is pessimistically believed by translation theorists,
subjectivity in the interpretation of the meaning of an SL
literary text 1is not unavoidable. The translator, we
stated, can take his author's thought and concept of Llife as
an objective foundation and a reference to which he can
turn to to reach an objective interpretation of the SL

message.

In dealing with the question of stylistic faithfulness and

flexibility as regards the SL text, we maintained that
émd .
translation theorists? tentative Jyeenflicting views , as

regard this question stem from their conception of the

translator as a passive reader of the SL text. We suggested
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that since the style of a work is a form, produced by an
author, decoded and interpreted by a reader, the translator
as a reader and an interpreter of the SL message has thus a
dynamic role in the translation process. His active role of
interpreting the SL message on the basis of establishing a
relationship between the form and the content and between
the content and the author's thought, gives him the ability
to take position. He can determine the stylistic devices
which convey the author's intention in the SL message and
which must be retained in the translation and those which
<

» . .
are ‘secondary and can be omitted or replaced by his own

stylistic creativity.

Literary translation, we suggested, is also a stylistic
achievement whereby the translator, would tend to replace
those «secondary» stylistic elements by his own creativity
in order to establish a Literary_ Link between his TL

receptor and himself as a writer of the TL version.

From these observations, we maintained, contrary to what 1is
commonly believed by translation theorists, that the
question of stylistic faithfulness and ' flexibility as
regards the form of the original text should not be posed in
terms of whether a translation should be faithful or
Q\e,x(hlevisva-m's the orfiginal but rather in terms of whether it

can be faithful or flesible | once we take into
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consideration that the translator is a dynamic reader of the
SL message and once we realize that an adequate Lliterary
translation is that which shows a stylistic relevancy to the
SL literary norm, the answer becomes obviously: a literary
translation can neither be faithful nor ﬁ\exib\e. It is

both at the same time.

Literary translation is, thus, a simultaneous relevancy of
faithfulness @ and flexibility as regards the style of the'
original. It is faithful in so far as it renders the
stylistic devices which convey the meaning of the original
text. It s e&&xikﬂen in so far as it involves the
. « . » .
translator's ability to impersonate his author, to a
certain extent, in order to introduce him to the TL reader

who 1is accustomed to a Lliterary tradition different from

that of the SL reader.

We proved this indication on the basis of a comparison

between the original English version of The Prophet and its

two Arabic translations. First, we showed Sarwat Okasha and
Antonjus Bashir faithful rendition of the stylistic devices

which convey the prophetic and pantheistic meaning of The

Prophet. Then, we referred to their stylistic creativity

which consists in their addition of some stylistic devices
that were not used by the author in order to make their TL

versions conform to the Arabic literary norm and hence to
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create a Lliterary Llink between their TL receptor and

themselves as writers of the TL versions.

Finally, in discussing the extreme notion of the
«impossibitity of an adequate translation», we first
maintained that since Lliterary translation involves two
different Llinguistic systems and two different stylistic
norms, a translator can never achieve a complete rendering
of the stylistic effect of the original version. This
indication has been proved on the basis of a comparison
between Gibran's definition of <(beauty» and its two Arabic
renditions. As we have shown, because of the difference
between the English stylistic norm and the Arabic stylistic
norm, both Sarwat Okasha and Antonius Bashir did not manage

to achieve a complete rendering of the stylistic effect of

. L. . &
the author's description of beauty». -

Nevertheless, contrary to what is commonly believed by most
translation theorists, we maintained that loss of stylistic
effect in translation should not be considered as a proof of
the non existence of an adequate translation. It should
rather be viewed as an aspect imposed by the very nature of
the translation process. Equivalence 1in the translation
process, as we maintained in chapter one does not mean

complete sameness. It is rather an approximate
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correspondence between the original text and the TL version.
This, therefore, implies that adequacy in literary
translation should not be assessed in terms of an identity
and a sameness between the stylistic effect of the SL text
and that of the TL version. It should rather be assessed in
terms of the relative correspondence between them. In other
words, what the translator should aim at in the rendering of
the stylistic effect of the original text is not exactitude

and sameness which are impossible but an approximation.

As it 1is noticeable from these concluding statements, our
study did not attempt to suggest a theory. It rather
offered an insightful analysis of some problems of literary
translation and hence, gave some answers to some issues that
are still subject to translation theorists' conflicting

debates and hesitant views. ’ -
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I. General References in Arabic
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APPENDIX

Gibran Kahlil Gibran

Gibran Kahlil Gibran was born on January 6, 1883 in the
Little village of Besharri in Lebanon. The village has
been, for many years, a stronghold of Maronite Christianity.
Gibran's mother, Kamila Rahim, came from a family of
priests. Before marrying Gibran's father, she had married
her cousin Hanna Rahim by whom she had a child called Peter.
Hanna emigrated to Brazil to seek his fortune and died
there. Few years later, Kamila met Kahlil Gibran, also a
Maronite. They got married in 1882 and had three children:
Gibran, Mariana and Sultana. Kahlil Gibran was working as a
farmer in Besharri. His addiction to drink (1) made him.
unable to satisfy his family's needs. Thus, Kamila who
wanted to raise her children in better conditions, decided
to emigrate to America. She Lleft her husband, became

responsible for her children and sailed to Boston in 1894.

She and her family settled in this city where other Lebanese
families were Lliving. Peter, her eldest son, served as the
family bread-winner. Gibran entered school on September 30,
1895. He was placed in a class reserved for dimmigrant

children who had to learn English from the beginning.
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After studying two years in Boston, he was sent back to
Lebanon to continue his studies. He entered ‘Madrasat
AL-Hikma' (the °Shool of Wisdom') in 1897. The school,
which had been established in 1875 by Yusuf Dibs, a Maronite
priest, offered a curriculum based especially on the
teaching of Church writings, history, Lliturgy as well as
modern and classical Arabic Lliterature (2). Arabic
literature was taught with a special emphasis on the writers
of Al Nahda' (The Renaissance) who opened Arabic Lliterature
to the inflow of Western Lliterature and ideologies. Such
writers used for the first time 1in Arabic Lliterature
literary genres such as the novel, the drama, the story and
the essay instead of the classical genre and the rhymed
prose which were used by classical Arabic writers.

Among the writers of Al Nahda whose works were taught in
Madrasat Al Hikma, were Abid Ishaq (1856 - 1885) and Francis
Marrash (1836 - 1873) (3). These two writers, Llike many
other writers of AL Nahda were not very much attracted by
the Arab Literary heritage. They modelled their Arabic
writings on Western lines as far as the form and the content,
were concerned (4). Studying their works gave Gibran the
opportunity to be 1in contact with English and Frenth
Literature and help him to gain knowledge of the philosophy
of Rousseau which those writers introduced into Arabic

Literature (5).
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It was during this period in Madrasat Al Hikma that Gibran
started to develop his talent as a writer. In 1899, He got
involved in the publication of a Lliterary magazine called
‘Al Manara' with the collaboration of two of his classmates:
Bishar Khuri and YUsuf Huwayik according to whom: "Gibran
was the editor, the chief contributor and the artist who
illustrated it with designs and drawings" (6). Gibran
received a great deal of encouragement from Father Joseph
Haddad, a teacher in the school who provided him with lots
of references 1in Arabic Lliterature. Among them were
selections from the Arabic Llanguage Bible especially the
Gospels whose style and cadence impressed Gibran to a great

extent (7).

In 1899, Gibran returned to Boston after having broadened
his view of Life as a hesult of his experiences in Madrasat
Al ﬂikma‘and his involvement in the literary magazine. This
time, he did not return to school (8); he thought he had
gained enough knowledge and could gradually start to develop.
his talent as a writer. In 1902, his sister Sultana died of
tuberculosis, a year later, he Llost his half-brother Peter
and his mother Kamila who both died from the same disease

which had killed Sultana.
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This series of tragedies had a powerful impact on Gibran's

thought. In 1904, he published his first book 1in Arabic

‘Damyatun wa (Ibtisama' (A Tear and a Smile) followed by

‘thré'ig AL Murdj' (Nymphs of the Valley) in 1906. In these

works, Gibran deals with death and reincarnation and
describes the world beyond as an escape from the torments of
earthly Llife.

Writing was not the only area of Gibran's creativity. In
1904, he produced a number of paintings and drawings and
exhibited them in the studio of a well-known Boston
photographer, Fred Holland Day (9). buring this exhibition,
Gibran who was twenty-one years old met Mary Haskell ten
years his senior. She was a graduate of Wellesley College
and a daughter of a bank president. Mary was not only a
close friend of Gibran but also his benefactress. 1In 1908,

she sent him to Paris to study Art and Literature (10)

In the same year, as he left for Paris, Gibran published

another book in Arabic ‘Al Arwah Al Mutamarrida' (Spirit

Rebel Lious) in which he stands against social and
traditional practices of oriental society. He also started

working on two other books ‘Falsafatu Al Dini wa Al

Tadyyuni' (The Philosophy of Religion and Religiosity) and

"Al Ajniha Al Mutakassira' (Broken Wings). While in Paris,

he met an old classmate from Madrasat Al Hikma, vYusuf
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Huwayik. They both attended the Académie Lucien and the

Ecole des Beaux Arts and studied Cubism and its development

an.

Gibran did not study plastic arts as an end in itself but
considered it as a means to illustrate his Lliterary and
philosophical ideas (12). His main concern was Lliterature
and his favourites among French writers, at that time, were

the Romantics Rousseau and Voltaire (13).

After spending two years 1in Paris, Gibran returned to
America. He settled in New York in 1912. In 1918, he
published AL Mawakib (Processions) followed by his first
book in English entitled The Madman. Between 1918 and 1920,
he worked on a series of short stories and prose poems which

[ )
he publish®@d in 1920 under the collective title AL Qawasif -

(The Tempest). In The Madman and The Tempest: Gibran

expresses his revolt against human society and man-made
rules. These two books were followed by another entitled

Twenty Drawings and his second work in English The

Forerunner in 1920.

-~

In 1923, Gibran published his third book in English: The
Prophet which is considered to be his finest work and his
masterpiece. In this book, he deals with the basic

questions of Life: love, marriage, religion, friendship,
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death, etc. Almustafa, 'the chosen and the beloved' assumes
the central role of a prophet and gives his view of Llife to
the people of the imaginary city of Orphalese who ask him:
"Now therefore disclose us to ourselves and tell us all that

has been shown you of that which is between birth and death"

(14).

The Prophet was followed by Gibran's last book The Garden of

the Prophet written in English and published in 1933. This

book was completed by his American friend Barbara Young

after his death on April 10, 1931 in New York.
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