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Abstract

Translating poetry has been subject to debates for centuries and is still causing a lot of
controversies. Many scholars point out the difficulty of translating poetry either from
English into Arabic or vice versa. Some of them claim that poetry is untranslatable and
it is needless for the translator to try because when poetry is translated, it may lose its
aesthetics. Others emphasize on the translatability of poetry by using some strategies
which swing between foreignising, i.e., sticking strongly to the rules of the source
language, and domesticating, i.e., submitting or adapting the rules of the source
language to those of the target language. In this connection, the present research work
aims to find out which strategies suit best the translation of poetry and which
modifications should be made to the source text in order to transmit poetic discourse
with all its linguistic, stylistic, semantic aspects and its aesthetics from English into
Arabic. For this purpose, a set of parallel corpora composed of English and Arabic of
Robert Frost's poetry have been selected and analyzed cross-linguistically in order to
find out the strategies used by translators to render poetry from English into Arabic.
The two versions have been analysed quantitatively and qualitatively taking all the
poetic aspects such as the words, the tone, and the images into consideration.
Moreover, some cultural gaps which may put professional translators in troubles have
been taken into account. Besides, we tried to drive out the myth of the untranslatability
of poetic discourse through a test which was administered to a group composed of
thirty fourth year translation students and four professional translators. In addition, a
questionnaire was given to thirteen translation teachers in order to back up the
hypotheses. The results revealed that the process of translation is not only a linguistic
transfer, but it is also a cultural transfer, hence poetry translation should take the

cultural aspects of both the source language and the target language into account.

Keywords : English poetry, Arabic poetry, translation, Robert Frost, strategies.



CA:

e.g.

Fig.

SL:
ST:

TC:
TL:
TT:

Contrastive Analysis
example.

figure.

Source Language.
Source Text.

Target Culture.
Target Language.
Target Text.

List of Abbreviations



List of Tables

Table 1: Types of Metrical Feet (Probyn : 1989)....ccceiieiiiuiieiieciinrcaceecnsansnnen 32
Table 2: The Sixteen Meters of Arabic Poetry Put by Al-Khalil (Scott, 2009:

) 43
Table 3: Vinay and Darbelnet’s seven methods of translation.............ccccce.e...... 96
Table 4: The Road Not Taken (the first translation).....cccceveeeiieiieeceinrinrnnnnnn. 129
Table 5: The Road Not Taken (the second translation).......cceceeeeeeeeeerenrenennn 130
Table 6: The Road Not Taken (the third translation)......cceeeeeeeieieerinrenecnnennn 132
Table 7: Stopping by Woods on a Snowy Evening (the first translation)......... 157
Table 8: Stopping by Woods on a Snowy Evening (the second

R =] F= A [o] o ) O 158

Table 9: Stopping by Woods on a Snowy Evening (the third

ErANSIATION) .t tiniieiiiiiiiiiiieniitieeieeetenteaceecnsentencescnsansansescnssnsonsessnsansassnsnnns 160
Table 10: Mending Wall.....eueiniiniieiiiiiiiiiiiiiiiiniieeiecneentenceecescnsensescescnsansens 177
Table 11: BirCheS..ccuiuiiieiiiiiiiiiiiiiiiiiiiiiiiiiiiiitattiietatttecasassesasasssnsasann. 188
Table 12: The PaStUre...cciceieiieiiiiieiuiiiieiuiiiieraiiiiesasisesasssesasssssasassssnsane 200
Table 13: A Time 10 TalKueiiiiieiiiiiieiiiiiiiiiiiiiieriieierieeseenseesesassssasnssssssns. 206
Table 14: BONd aNd Fre..cuciieieiiiiieiiiiinieiiererersesasssesnsessssnsessssassssssnsases 210
Table 15: The Birthplate..ccceieiieiiiiiiieiieiieiiiiiiinieaieesnienteeseesessnsssssssessnsonses 217
Table 16: UNNarvested...c.ceveeiieieiiiiiieiiiiiieiiiiieiiniiesieiiecnieesesasessesasessssnses 223
Table 17: RelUCTANCE. ..ivuiiriieriiiieintiiieriieietntessesnsessasnsssssnssssssnssssssnsssssnse 229
Table 18: RaNQGE FINAING.cuiiuiieiiiiiiiieiieiaeieeneenteaceecesensencescescnsensoscescnsansans 235
Table 19: Acquainted with the NIght....ciieieiiiiiiiiiiiiiiiiiiiiiiniiernecniseceecsn 241
Table 20: Prayer iN SPriNQ.cccceieeceeceeeetsetessetsesessessnsensessessnssnssssssnsssssssnsss 248
Table 21: ReVEIAtION. cuiiiiieiiieininiieietetierarntietnrseesnsnssssnsessssnsessssnsnssssnsnssse 255
Table 22: DeVOLION. . cuiuiiiieiiitiettieierteesesnsessasnssssssassssssnssssassssssnssssssnsssssss 260
Table 23: PlOWMEN..iuiiiiiiiiieiiiiiiiiiiiiietiiitetiitiasnteetasaseesssasessasasssasnsnsosns 262
Table 24: LOUQEA....iuieieieiiuiieiiuiineeteeeiuereeeeeeeencneseesassasesessasssnsensensansanssens 264
Table 25: A QUESTION. . ttireteiteiretereteenteeseeesaseenseesssesnseesssesssesnssessscnnscenssnne 267
Table 26: DUSE Of SNOW.uiiuiieiiiiiiniierierniiariernisateessesntsassssssnssnsssssssnssnsssss 269
Table 27: Strategies Used in Translating the First Verse....cccceeeeeeeiinreeceeennen 280
Table 28: Strategies Used in Translating the Second Verse......cceceeeeereeceeennen 284



Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table
Table

29:
30:
31:
32:
33:
34:
35:
36:
37:
38:
39:
40:
41:
42:
43:
44:
45:
46:
47:
48:
49:
50:
51:
52:
53:
54:
55:
56:

Strategies Used in Translating the Third Verse...cccceceeeeeiieiiecneenienee 288
Strategies Used in Translating the Fourth Verse......ccceeveeeeiniininnnnee 292
Strategies Used in Translating the Fifth Verse....cccceevveiieiieiieininnnne. 296
Strategies Used in Translating the Sixth Verse.....cceevevveiieiiiiniinnnnnn 298
Strategies Used in Translating the Seventh Verse......ccceceevveieecnvnnnn. 301
Strategies Used in Translating the Eighth Verse.....ccoevviieiiiininnnnenn. 303
Strategies Used in Translating the Ninth Verse.....ccccecveiieiieeiecninnnes 306
Translation One of the First Professional......cceceevevuiuiuiiiiiiiiiiiieiaiiiieninnn. 308
Translation Two of the First Professional......cc.cceeveveruiiiiiiiiiiieiererecncnienen 309
Translation Three of the First Professional....ccccceveeeiiiieieieieieiiiininenenenenn. 310
Translation Four of the First Professional......ccceceevieiniiinenenerecnrrnnennnnnn. 311
Translation of the Second Professional.......ccceeeveieiuiiiiiiiiiiieneieiurecrneninens 312
Translation of the Third Professional.....cceceiviiiieiiiiiiiiiiiiiiiiiiiiieieienacnnnn, 314
Translation of the Fourth Professional......cccceeveieieieiiiiiiniiiiineiernenracnnnnes 315
Experience of teaching translation.....ccceeeeeieiieiiiiiiiniieiieenienieeenecnnnns 320
The frequency of practicing translation by teacherS.....c.cceceeeeeeniennnnn. 322
Difficulty or easiness in translation.....ccecveeeeeeriiiareeceeerenceecnsensnnnn, 323
The impact of translated texts on target language readers................ 326
Translatability and untranslatability of literary discourse................... 329
The difficulty of translating POEtIy...ccceeiieiieieiiiiniiereirieeceecnssncnnnnn. 331
Easy poems in translation.....ccceeveeeeeeiiiiniieceecniiecsecescnssnsescescnsonsen. 334
Features taken into consideration when dealing with poetry.............. 336
The most important thing which should be rendered in poetry......... 338
Translating poetry iNt0 POELIY OF PrOSE...ccceeeeteeceecesensensessnsonsonsssonns 339
Giving more importance to the translation of poetry........ccceeeevennnnn. 341
Efficiency of methods used in translating poetry....c.cceceeeeeeieenineennnnnn. 343
Poets - translators vs. translators — POEtS...ceeeieeeeeerentenceeceecnrencencnnnn 345
Strategies used by translators of POEtry...c.ceiieiieiiiiniiniieiierercnrnncnnnn 347

W



Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.
Fig.

N NN N NN RN NN R B B B P B B Rp R
0 ~N O OB WOWN BFP O © 0N O 00~ W N B O

List of Figures

Poet’s Creativity....oveeiiieiiiniiiiiiiiniiiiiiiieiiiniiieeioinrciscosascsssssssosnsssnns 39
The Five Different Circles (Scott, 2009: 11)..iceiieiiiniieecececrcncencencenn. 44
Writing-Translating Representation (Shiyab, 2006: 88) ....cccceveeeininnnne 79
A Model of Translation Competence (Cao, 2007: 41)..ccuieeeeeeenrnncnnnnn 83
Cultural Transposition (Hervey & Higgins, 2002: 33)..c.ccuieeeeccnrencennnne. 105
Strategies Used in Translating the First Verse...ccecveeeeeieeereienneecnnnnn. 281
Strategies Used in Translating the Second Verse.....cccceeeeereerencencnnnnn. 285
Strategies Used in Translating the Third Verse...ccceeveeeerereceennrennennn. 289
Strategies Used in Translating the Fourth Verse......cccceveeeiiniiarennnnen. 293
. Strategies Used in Translating the Fifth Verse...cccceeeeeiiiiniieiieinennnn. 297
. Strategies Used in Translating the Sixth Verse....cccceeeeeiieiiecnecnnnnnnn. 299
. Strategies Used in Translating the Seventh Verse......cccceeveeeiininnnnne. 301
. Strategies Used in Translating the Eighth Verse....ccccevvveiieiiecninnnnn.. 304
Strategies Used in Translating the Ninth Verse.....cccceceveeeeiiiininaennnns 306
: Experience of teaching translation.......cccceevveeiiiiiiiieiiecniieneccecnnnnnn. 321
: The frequency of practicing translation by teachers.........ccccceeuenen.e.. 322
. Difficulty or easiness in translation.....cccceeeveeeeeieiniiniieceecniseceecenenn. 324
: The impact of translated texts on target language readers.............. 326
: Translatability and untranslatability of literary discourse................ 329
: The difficulty of translating POetry..cccceeeeeeiieiieiieiiiiniieenecnienceecnnn. 331

: Easy poems in translation....ccceeeeeieeiieieiieiieieeenieniieceecssnssnsscnsonn 334
. Features taken into consideration when dealing with poetry..............336
: The most important thing which should be rendered in poetry....... 338
: Translating poetry int0 POELrY OF PrOSE...cceceeeeeiiiciiiiiciieeieerieeiesieeneas 340

: Giving more importance to the translation of poetry......cceceeeevuinene 341

. Efficiency of methods used in translating poetry....ccceceeieeieecneennnnn 343

. Poets - translators vs. translators — POEtS...ceeeeeiirereeinreeeeereneeencannn 345

. Strategies used by translators of POEtrY...ccceeeieeiiieiiniiieiiniieeincnnn 347

Vi



Transliteration of Arabic Writing System

In this study, the following transliteration system is used to represent the Arabic
script. The system is labelled ALA-LC (American Library Association Library
Congress). It was first created in 1997, then reviewed by Thomas T.Pedersen on 10"

June, 2004 (see  http://transliteration.eki.ee/pdf/Arabic_2.2.pdf).  The  following

transliteration table enables access to the Arabic language corpus and examples.

Consonants ALA-LC Transliteration
J _
X )

- b
< t
& th
d J
c h
& kh
2 d
3 dh
B r
B y
o S
U sh

Vil



http://transliteration.eki.ee/pdf/Arabic_2.2.pdf

o= d
b ¢
L V4
3 ‘
C gh
s f
S q
4 k
J I
a m
O n
> h

o
>

s w
< y
S y
Y la
J) al-

Note: The phoneme /h/ stands for both sounds /3 /and /e /. /8] is pronounced /h/ when

Arabic words are put in isolation, or are put in the last position in a sentence like /Aliky/ .

IX




Vowels and diphtongs ALA-LC Transliteration
[ a
a
u
[
‘ a
S a
¢ < 1
[N an
un
in
§5 aw
¢ ay
3 f:i?i:z aw
S 1y, 1

Note: we have just used the consonants and vowels mentioned earlier in the previous tables
containing Arabic Romanization (transliteration) of Arabic writing system . We have not added
any additional symbols or numbers because we are not in need of them.

The circle indicates the position of the consonant in the word while what is on or under it

indicates the duration of the sound if it is short or long.
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Introduction

1. Rationale

Translating literary discourse from the source language, here English, to the
target one, here Arabic, is not easy as many translators may assume, because it is
not simply finding ready-made equivalents. However, this type of discourse needs
more attention, because there are some aspects that may be found in the source
culture but not necessarily in the target culture, and especially between two distant
languages like “English” and “Arabic” which descend from two different families
which are “Anglo-Saxon” and “Semitic” respectively. Jackson (2003) says that literary
translation is a translational species in itself, but it differs in many important respects
from the kind of translation practised in a language class. He adds that, on the one
hand, literary translation involves a good deal of interpretation about intent and effect.
On the other hand, the literary translator is not as much interested in literal
“transliteration” as in finding a corollary mood, tone, voice, response and so forth ...
This means that literary discourse can be translated, but it is difficult to reach exactly
what the author of the original text wanted to transmit through his piece of writing.
Consequently, the translator should focus on the effect and the intention. Moreover,
the translator should not be interested in the literal translation yet he should pay
attention to transmitting the image as it was drawn in the source text since literature

is the art of any language.

Newmark (1988:162) states that literary translation is “...the most testing type
of translation...” This means that translating literature and especially poetry is
difficult. So, translators face many difficulties when trying to translate poetry in order
to render the message from one language to another. Further, translators may seek

ready made equivalents which is a rather deceiving strategy with poetry which should
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be translated according to the context and the message that depends upon the

situation.

Translating poetry is part of translating literature. Its main objective is to speak
about people’s feelings and emotions. Brooks (1947), de Beaugrande and Dressler
(1981) expressed that almost everybody agrees that poetry is what gets lost in
translation. Poetry is said to be inseparable from the language in which it was
originally written. Different languages not only have different prosodic systems, but
they also have different sound systems whose subtle effect is often difficult to
estimate in the source language, let alone transferring that effect to the target
language. A prose version of a poem in the same language does not have the same
meaning. Although poetry seems rather untranslatable, translators have to use some
strategies in order to transmit the message as it was said in the source language.
These strategies may be as Asfour (2000) claimed, elaboration, omission, change of
tenses, change of image and/or metaphor, cultural difficulties, avoidance of specificity,
and avoiding errors in understanding and others. Further development of new
strategies may be discovered in this piece of research because these are not the only
ones. Consequently; this area of investigation has always constituted our object of
interest and particularly poetry in both English and Arabic. We therefore attempt to
examine the translation of some language aspects like metaphor and culture-specific
aspects such as idioms and collocations which provide poetry with an artistic touch
that is specific to a given culture but not necessarily to the other. And, poetry is full
of these images which require an artistic sensation both in writing and translating

because poetry is the essence of any language. We have chosen the translation from

English into Arabic and not the opposite, first, because we believe in what Dickins

et. al. (2002, 2) said “translator training normally focuses on translation into the
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mother tongue. Higher quality is achieved in that direction than in translating into a
foreign language”. Second, We wish to investigate this direction in order to discover
the various strategies used to render poetry in Arabic and the extent to which these
strategies are influenced by the source language knowledge here English. Moreover,
we are particularly interested in American poetry and especially that of Robert Frost
because we think that his poetry is very exciting in the sense that it seems easy and
full of the use of images and it is likely to transmit the feeling of the author to the
reader. It also reflects common speech of American people and this is the reason

behind its easiness although it is loaded with meaning.
2. Research Objectives

This piece of research aims at finding if poetic discourse is translatable or not
and which strategies should be used to translate this very complex type of writing
which includes almost all the different language sciences starting from linguistics,
stylistics, and phonetics, passing by rhetoric, pragmatics and semantics, and ending by
figures of the language, aesthetics and emotiveness. Because poetry is a kind of
language in its compact form, we attempt to emphasize on the importance of being
faithful to the ST and when this faithfulness disappears. Furthermore, this research
tries to seek a new way of looking at the translation of poetry which some have

labelled the art of the impossible.
3. Research Questions

Based on the issue of translatability or untranslatability of poetry, the following

questions are stated in order to tackle such an issue:

- Is literary discourse and especially poetry translatable or not?



- Should translators stick to the source language text in order to be faithful to the
original version or should they translate the source text in a way that suits the target

text audience?

- What are the strategies that are used by translators in order to transmit the message,

here, this particular poetic discourse, to the target language audience?

-Should the translator be a poet in order to render poetry effectively or should he be

a proof translator?
4. Research Hypotheses

In order to answer these questions, the following hypotheses have been put

forward:

- Translators should translate the source language text in a way that suits the target

language audience in order to transmit the poetic message.

- In order to overcome the problem of untranslatability of poetry, translators use
strategies such as the ones mentioned in earlier sections in order to avoid distorting

the meaning of the original text.

It is the objective of this research to try to find the strategies that translators

use when trying to translate poetry which seems rather untranslatable.

5. Research Design and Methodology
In this research, first a set of parallel corpora of both English and Arabic
versions of the poems of the American poet Robert Frost (1874-1963) are chosen
from Untermeyer (2002), then compared and contrasted in order to examine the
various strategies mentioned on page 2. The corpora are chosen in accordance with

the main concern of our research. They consist of a number of different English



poetic texts along with their translated versions into Arabic. Second, a test is given to
fourth year translation students at the Translation Department of Mentouri Brothers
University Constantine. The test is composed of a poem given to fourth year
translation students after the researcher has taught them some poetic features in the
subject matter called ESP (English for Specific Purposes). They have also been taught
the way of translating poetry and rendering it from one language to another by other
teachers. The same poem has been given to four professional translators. The
intention behind conducting this test is to take the translations of novice and
professional translators as examples from real life. Third, a questionnaire is given to
the translation teachers at both the English and the Translation Departments to know
their assumption towards the translation of poetry and if they have ever translated

poetry before. This is done in order to back up the hypotheses.
5.1. Parallel Language Corpora

The parallel language corpora, which are the main or primary data for analysis,
are composed of nineteen poems of the American poet Robert Frost (1874-1963) and
their translated versions in the Arabic language found in different certified websites
by different translators and poets. The corpora are analyzed by giving the general
meaning of the poem, the textual analysis, and the music. The analysis of the
translated version, i.e., Arabic is based on the sound, the words, the image, the tone,
and the content. These are the data and the tools on the basis of which the analysis

has been undertaken in order to find the strategies used and compare them.

The whole data are analyzed quantitatively and qualitatively in order to come

out with fruitful results that may help researchers in the future.



5.2. Novice and Professionals’ Test

The students’ test is a poem entitled “Fire and Ice.” It is characterized by its
very simple and ordinary words. It is not highly compact because in this poem
Robert Frost (1874-1963) used very simple and aiming words. Yet, he has transmitted
the meaning he felt inside him to his reader clearly and thoroughly. This test is used
as an illustration of the strategies students, as novice translators, have used in order
to render the different verses of the poem mentioned before. The same poem is given
to four professional translators just to examine what are the strategies that they may

use in order to transmit both the form and the meaning from English into Arabic.
5.3. Teacher Questionnaire

The teacher questionnaire is an additive tool in order to support the hypotheses
since it deals with the domain of translation and with the most difficult type of
writing. It was given to thirteen teachers at both the English and translation
departments. The opinion of the translation teachers is, therefore, of a great

importance since their answers will reflect their expertise.
6. Structure of the Thesis

This study is divided into two parts one is theoretical and the other is practical.
The first part is divided into three chapters; the first chapter is devoted to literary
discourse especially poetry in English and Arabic, the difference between poetic and
prosaic languages, the effect and importance of poetry, the creativity of poets in
writing poetry, and the characteristics of poetic language. The second theoretical
chapter deals with the importance of translation, its approaches especially literary
translation, translatability and untranslatability of poetic discourse, the difficulty of
translating poetry, the assumption of some scholars towards the translation of poetry
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and the features taken into consideration when translating poetry. The third chapter
covers the models of strategies that were suggested by some translators and
professors, and their importance in translating poetry. These strqtegies swing between
foreinisation and domestication. The second part, which is practical, is composed of
three chapters which deal with the data analysis. The first practical chapter consists
of the parallel language corpora composed of the poems of Robert Frost and their
equivalents in the Arabic language and which are analysed for the purpose of finding
the strategies presented in the third theoretical chapter. The second practical chapter
deals with the test which is a poem given to fourth year translation students and to
four professional translators as examples of the ability of both novice and professional
translators in translating poetry. The sixth and last chapter covers the analysis of a
questionnaire which is given to English and translation teachers in order to know

their assumption concerning the strategies used in translating poetry.



Chapter One
The Characteristics of English and Arabic Poetry

Introduction to Poetry —Billy Collins-
| ask them to take a poem

And hold it up to the light

Like a colour slide.

Or press an ear against its hive.

| say drop a mouse into a poem
And watch him probe his way out,
Or wall inside the poem’s room

And feel the walls for a light switch
I want them to waterski

Across the surface of apoem
Waving at the author’s name on the shore
But all they want to do

Is tie a poem to a chair with rope
And torture a confession out of it
They begin beating it with a hose

To find out what it really means

(From The Apple That Astonished Paris, U of Arkansas 1988)
(Cited in Seon: 1993, 1)

Introduction
Poetry consciously registers on our souls which are the essence of our being.

It makes our feelings articulate and shapes time and space. Since poetry is like
something mysterious that enlightens our lives, it is worth saying that it is like a
butterfly or something which seeds itself inside of us. Moreover, it is of a great

importance, because it goes deeper in our emotions and feelings. Thus, this meaning

is summarized in the poem that appears previously.

First of all, we will start this chapter by trying to define the mystery of
poetry, a poem, and the creativity of the poet. Second, we shall move to the
difference between poetic and prosaic languages and the importance of prose for
poetry and vice versa, because poetry says something in a magic way and prose

explains it in a simple and direct way. Third, we move to both the importance and



effect of poetry which may be summarized in enabling the reader to combine
between the world of imagination and the world of reality. Fourth, we give a brief
definition of the principal figures of speech or simply features of poetry which vary
from meanings of words such as metaphor and simile, images of words or painted
images that the poem leaves in the mind of the reader such as tone and mood, and
sounds of words especially rhyme and rhythm to the way of arranging words in a
poem including the forms of writing poems. Besides, we shall point out Arabic

poetry, the characteristics of Arabic poetry, and its types.

1.1. Definition of Poetry
Many scholars have defined poetry, poem and a poet according to their own
point of view. Each of which has seen the definition of these interrelated terms from

a different angle. These are some definitions of specialists and poets and rhetoricians:

According to Bertens (1995: 21), “poetry is a means of resisting modification
and superficiality because harmony is the result of contradiction and tension in a
poem.” Bertens intends to say that poetry is what is behind the explicit meaning, i.e.,
the tacit meaning or what is implied, because if we try to explain poetry it will lose
its beauty and power. Moreover, poetry is what is meant, not what is written. In
other words, it is the feeling that reaches the reader or that is found in the reader’s

mind or heart when the poet is telling his poem or reading it.

Cudden (1976) considers a poem as a work of art, a composition, a work of
verse, which may be in rhyme or may be blank verse or a combination of the two,
or it may depend on having a fixed number of syllables. The above definition is a
specialized one because it deals with some poetic terms which are related to the
types of writing poems. Since a poem is a work of art, it should have some features

which portray its beauty, it is not just a piece of writing that is thrown to readers.
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Yet, it is something that transmits true feelings which the poet has lived at a given
period of time. The type of writing depends upon the poet himself because he is the
one who chooses if the poem should be rhymed or not and this also depends upon

the type of the message that he wants to transfer to the listeners or readers.

Random House Unabridged dictionary (2006) defines poetry as “The art of
rhythmical composition, written or spoken, for exciting pleasure by beautiful
imagination or elevated thoughts.” This definition is not too far from the one of
Cudden (ibid.) as it emphasizes on the artistic value of poetry, and its crucial
specificity which is rhythm. In addition, it may be written, i.e., directed to readers or
read in the absence of the poet himself, or spoken, i.e., oral or directed to listeners
by the voice of the poet or other readers. Moreover, the purpose of writing poetry is
to have pleasure through imagination and elevated thought and this cannot be

achieved unless through figures of speech.

Frost (1969: 93) says that “Poetry is memorable speech which is lost in

translation. Poetry is the expression of feelings experienced by a poet.”

This definition is a double edged sword, i.e., it carries both the meaning of poetry
for him (Frost) and his opinion about the translation of poetry. By saying, poetry is
memorable speech which is lost in translation, this shows the importance of poetry
because it is easy to memorize more than prose and for Frost the translation of
poetry is impossible because it loses its beauty and intended meaning. And, by saying
poetry is the expression of feelings experienced by a poet; he means that the feeling
of a poet while dealing with poetry is different from a listener while listening to
poems. Further, the experience of a poet starts by feeling something inside, i.e., a

real feeling which is called inspiration then it is translated to something full of
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images written on a piece of paper, and no one else can feel the experience that the

poet experiences.

In another definition Frost (ibid.) claims that: “poetry is the kind of things
poets write.” This quote completes the one just mentioned previously since it
summarizes the meaning of poetry in a few words which add slight information to

the former definition.

Nair (1991) believes that poetry is the rendering of the feelings, emotions,
and experiences of a poet and this is done imaginatively. This is almost the same as

the second part of Frost’s definition.

On the contrary, T.S. Eliot (Cited in Huang, 2010: 3) claims that “poetry is not
a turning loose of emotions, but an escape from emotion; it is not the expression of
personality, but an escape from personality”. Here, T.S. Eliot wants to say that poetry
is neither a kind of feelings and emotions that flow here and there nor a kind of
experience that a person examines in his life. Rather, it is an escape and a flee from
his emotions and his personality, because when the poet writes he escapes from the
world of reality to his own world, the world of imagination, and sometimes gets rid

of some negative feelings through writing poems.

According to Angelou (2010, edited in Krisber, 2010: 17), poetry is not only
essential for students but for everyone because when poetry is read, it is felt and by
feeling it we have the desire to read it aloud in order to feel that we are not the
only one who passed through a given experience or situation. Poetry is the human
heart speaking its own melody. It is meant here that poetry or poems are the result
of the feelings found inside the human heart whether these feelings are real or

imaginative.

-11 -



According to Leggo (2010, edited in Krisber, 2010: 67), poetry is a discursive
or practice that makes the poet do all his best to be creative about his life through
understanding life experience with a critical wisdom. In fact, this means that poetry is
a continuing act which is based upon reasons that help in inviting creative ways of
writing a life which results in interrogating and inferring the meaning of lived
experiences with not only a critical mind but also a critical wisdom which is not
having the ability to say things learnt from this life but saying which is suitable for

each attitude and trying to avoid previous mistakes.

Stewart (2010, edited in Krisber, 2010: 87), on the other hand, thinks that
poetry is a traditional art which has appeared from oral language and songs. The
sentence above means that poetry is as ancient as the existence of the human being
since it emerged from songs and oral speech. Moreover, it is less constrained or
irreverent with time in other words chronological order in poetry is not obligatory.
So, poetry contains a kind of freedom and it is less confined and prescribed than

other forms of writing.

Dobson (2010, edited in Krisber, 2010: 131) adds that poetry is the voice of
the heart in any form because it touches the core of everything especially humans in
any generation, any culture, and any language and so, it encloses our humanity all
over the world. In reality, poetry teaches us different and more interesting ways to
live in and understand the world. In addition to that and according to what precedes,
Walders (2000: 52) proposes that, poetry can turn the light on and deepen the
meaning as nothing else can do because a poem’s imagery and figures of speech are

able to clarify the meaning and intensify it.

Watson (2006: 2) says: “poetry is an art and art is to delight.” This short
sentence implies that poetry should be written and read in order to let the soul, and
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heart experience it and not to read it as a mental activity because good poetry is the
one which challenges our souls not just our intellects. In other words, poetry is
beauty and beauty is meant to enjoy. Moreover, poetry is merely about experience
thus it is not a good idea to read in the words of the poet something that is

probably not there.

In his book Reading and Writing Poetry, Halperin (2005) has gathered the
recommendations of noted poets from different lands on the teaching of poetry in
secondary schools, and they have given a number of definitions which approximate
each other. They may be summarized as follows: Poetry reflects the diversity of
literary genres because it is the essence of literature and it provides us with the
basis for understanding the core of culture. Because of the difficulty of writing
poetry, the poet may be a novelist, playwright, storywriter and songwriter, etc. In

addition, poetry can lead to philosophy and science.

Poetry is represented in the beauty of the word, i.e., the words which are
used are alive, they speak for themselves. Moreover, the manipulation of words and

the meanings they convey reflect the synthesis, truth, and beauty of poetry.

Poetry is a matter of sensitivity and feelings; it is the voice not recitation and
because of that, there is a close relationship between poetry and popular music and
visual arts (painting and films). Poetry is finding the likeness between unlike things
which is the key towards creativity and imagination; it is the art without a purpose
which results in the inspiration rather than writing. So, poetry is a means by which
we can live in the past, present, and future using intensive expressions because they

are the essence of language.
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Poetry is a world of images and reality which results from a world of feelings
and thoughts. As a result, poetry is something essential to human emotional life since
it makes sense to the world through enriching daily life. For example; when it is
said in poetry that dead things are alive it can explain that in a pleasing way, in this
case the wood that is alive may be explained as if it is praising the greatness of the
Lord. For that, we can say that poetry is not an instrument or an intermediate means

used to reach something else; it is an end in itself.

Poetry does not explain life. It uses words in order to find the equivalent to a
specific situation experienced or just imagined and sometimes describes nature in a

new yet concrete way.

In short, poetry is a form of writing or a type of language from which a
moral is drawn because it enables the ideas and the feelings it carries to be
internalized and learnt by heart. Poetry is an unusual way of saying something.

Poetry is a mystery.

1.2. The Difference between Poetic and Prosaic Languages

According to Tizhoosh et. al. (2008: 26), among the elements of poetry that
make people able to differentiate poetry from other types of writing, there are rhythm
and meter, sounds, imagery, and form. In fact, what is meant by this is that poetry
is special in everything and there are peculiar elements which differentiate poetry
from other forms of writing. In other words, poems have sounds which make them
rhythmic like music since they have words that are rhyming and others which sound
like their meanings which make them different from other types of writing. Moreover,
poems have patterns of letters, syllables, and words which help the reader feel the
rhythm through both the repetition of words and syllables through out the poem. In

addition, poems have images, i.e., they create pictures in our minds which are related
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to our five senses in order to enable us to describe things as they are or to compare
one thing to another as if they exist in reality. Further, the form of poems is
different from other types of writing since it has lines that may be long or short.
They may be complete sentences or just fragments. These latter may be arranged in a
specific shape or a picture that illustrates the topic. Last but not least, meaning is the
most important characteristic that makes poetry peculiar and very different from other
types of writing because words should not be put like that; they should be organized
in a special way that is enticing and which reflects the thumb of the poet and his

idiosyncrasy.

On the one hand, Probyn (1989) proposes that the language is at the poets
disposal but he needs to give it the appropriate context and significant form in order
to transform it to poetry because poetry is a type of discourse which is based upon
form or what is called the shape and upon both connotative and denotative meanings.
In addition, line-length is the most significant characteristic of poetry but not prose
since in poetry the writer is responsible for organizing the lines but in prose the

printer is responsible for that.

On the other hand, Probyn (ibid.) proposes that there are three main
components in poetry which differentiate between poetry and prose. These are time,
space, and sound. By space, it is meant linking the utterance to its physical shape.
Time has a great importance in poetry since poetry or rhythm in poetry is
meaningless without its verbal meaning. Sound and rhythmic elaboration have a
crucial role in poetry which does not exist in prose. Likewise, poetry is so special as

it denies the arbitrariness of language and provides us with an illusion of uniqueness.

On the other hand, Halperin (2005) states that we can differentiate poetic

language from prosaic language by structure, imagery symbols, musicality, rhythm,
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meter, and rhyme in addition to its language which is inspired and lucid. In spite of
that, some poets said that there is no clear division between poetic and prosaic
language. Yet, at a given moment there was a distinction between the two types of
writing; while the former speaks the feelings the latter focuses on the intellect.
However, nowadays most of the genres of literature have overlapped to a great extent
until we find the prose poem where poetry is found out of poems. We also find
poetry in novels, stories, plays, and films. So, we can no longer differentiate between

poetry and prose.

Despite that, the languages of poetry and prose are different; while poetic
language goes to the heart of everything and gets the essence of living creatures and
inanimate objects that covers the existence of other interpretations, prosaic language is
direct, concise and defines the situations or some of their aspects directly. In addition,
poetry can be distinguished from prose by its deliberate rhythm or what is called
cadence, and by metaphors and images. Poetic language is somewhat unusual. It can
be identified according to the degree of deviation from the usual which is prose in
this case. It is worth saying that prose would be the lie and poetry the truth. On the
contrary, both are of the same importance in expression. Yet, artistic prose is of a
greater importance in communication than poetry although both are imaginative and

inventive.

The language of prose is colloquial and daily life whereas the language of
poetry requires a great control of figures and images. Prose is more descriptive and
narrative while poetry is suggestive because prose borrows from poetry and poetry

borrows from everywhere.

Despite what has come first, we should not neglect the crucial role of prose
which is to provide instruments needed for analysis such as the understanding of
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reasons and motivation, cause and effect, the why and how of beings. Poetry is based
upon the content; it deals with the reality as it is without giving the how and the
why of the things for instance the rose has no why. It brings tender feeling; it

expresses ideas in a brief and powerful way.

A good analogy between poetic language and the onion has been brought by
Probyn (op.cit.: 2) who proposes: “The good analytical critic is not one who stripes
the layers of the onion one after another until there is nothing left inside; poetic
language has the quality, paradoxical in non-poetic language, that when one layer of
it is stripped off, the onion looks bigger and better than it did before.” Thus, we
may say that this is the specificity of poetic language whenever you get deeper inside

you will discover its mysterious nature that embeds both reality and imagination.

1.3. The Effect of Poetry and Its Importance

1.3.1. The Effect of Poetry

Halperin (op.cit.) proposes that the effect of poetry depends upon changing
how we look at the world; it shapes the feelings of the readers and affects their way
of looking at the world. In addition, it makes us understand ourselves perfectly
through understanding others’ cultures. Likewise, we may consider poetry as all
artistic products as it offers a special feeling which is relaxation and entertainment
from sources of tension. Poetry offers us some information and makes us understand
the inner and outer world of others. Through poetry, few words are used in order to

express great meaning and expansive ideas.

Poetry needs to be comprehensible by perceiving it as feelings flying from
words reaching the soul of the listener not by the intellect but by emotions because

poetry is not only a question of using the right language, it is a combination of
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words and ideas that transcend into beauty and the content that goes beyond
language. So, language should be kneaded until it results in the exact poetic feeling.
In other words, it is better to avoid confusing and unclear language that live behind
its incomprehensive language. Moreover, the simplest way to transcribe the beauty
that poetry should enfold is the use of simple expressions and that is the appropriate
language. The aim of poetry is to convey a specific message to a specific person in

particular. So poetic language has symbolism, imagery and rhythm and it is economic.

According to Zse (2010, edited in Krisber, 2010: 230) the effect of poetry is
like snow; sometimes the word is meditative and soft and comes slowly and other

times it is raw and hits with the ferocity of its constituents.

Wallace (Edited in Serio, 2009: xiii) says that “Poetry is a response to the
daily necessity of getting the world right.” Indeed, this is the reality because without
creative work and especially poetic one, we cannot see the beautiful and improved
image of the world. In short, we turn to a poet for insight as it is claimed in this

poem:

Go, said the bird, for the leaves were full of children,
Hidden excitedly, containing laughter.
Go, go, go, said the bird: human kind

Cannot bear very much reality.

From: T.S. Eliot (1963), Burnt Norton, Four Quartets (edited in Krisber 2010: 26).

In the end, and as Probyn (ibid.: 7) stated: “ There remains a mystery in the
effect of poetry even for the better equipped reader who deliberately sets out to
encounter it in his own language.” The meaning that was intended to be transmitted
here is that the effect of poetry is something mysterious or magic which may not be
understood or solved even by the reader who is used to the figures of speech which
characterize the nature of poetry.
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1.3.2. The Importance of Poetry

Halperin (2005) said that the importance of poetry is intended to signify the
objectives and goals that poets seek to attain through writing their poems. It seeks to
celebrate beauty through musicality of sounds. For some poets, there is no purpose in
poetry because it is a total freedom; it is an essential language unity of inspiration.
In addition to that, it establishes the notion and practises the culture of different
kinds. Without poetry, many noble things would be lacking. Poetry tries to
metamorphose the readers into different beings from what they were when they began

reading.

Sometimes poetry is used to understand thematically or emotionally difficult
subjects. Poetry cannot have a general purpose beyond the self-expression of
individual poets since there are some subjects which inspired poets such as love and
death. The best and most beautiful type of poetry is self expression; it is the

sovereign because it expresses what is inside the poet, i.e., true and sincere feelings.

Poetry enables us to the instants of reality in its nature and in its imaginary

and spiritual continuation which helps stamp ideas in the minds of people.

Glesne (2010, edited by Krisber (2010: 36) proposes that the importance of
poetry lies behind knowing when to enter into an intuitive imagination and when to
disappear into others’ words. The meaning that may be inferred is that poetry has the
magic to inform both the writer and the reader that they may share a common
knowledge background which is in this case the sense of intuitive imagination and

when to benefit from others’ words by making them yours using a poetic style.

Walders (2000: 51) claims that poetry can touch us deeply to the extent of

feeling what cannot be articulated. Moreover, what cannot be understood by didactic
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methods of teaching may be understood by a poem. Hence, poetry clarifies the what
is difficult in easy ways, and the unusual in usual ways because it contains vice and

values, time and place, past and present. Thus, it summarises experiences of people.

In spite of that, Serio (2009: 1) proposes that poetry makes us aware of shared
cultural history and goes deeper in the human soul. In addition to that, poetry
provides linguists with the rules that govern the language since it is one instance for

understanding the language.

1.4. Features of Poetry in the English Language (Figures of Speech)
Chesterton (1874-1936, cited in Lederer, 2009: 24) said: “all slang is metaphor,

and all metaphor is poetry.” Indeed, the native language is full of idiomatic

expressions. In other words, it is based upon figurative meaning and imagery which

is used to paint a picture in the readers’ mind to help them imagine the person,

place or situation that is described. In addition to sounds of words and poetic forms

which collaborate to find out a good poem, there are plenty of features which
characterize poetry, or what is called by some poetic devices. But here, we are just

going to focus on the most important or the ones which are relevant to our research.
1.4.1. The Meaning of Words (Figurative Language)

Words have several meanings and the poet is the responsible for choosing the
words which will carry the intended meaning when used with other words. Most
significant words may carry several depths of meaning at once. The ways in which
the figurative language terms, prosodic features and words which result in a special
effect, are used have been identified by many writers, authors and poets. The ones
that enclose most of the figurative terms that are relevant to our research are those

provided by Klein (2010) and Chesterton (2008) as described in the following:
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- Metaphor

It is a direct comparison between two unlike things, saying that one is the

other or does the action of the other. for example:
‘Her fingers danced across the keyboard.’
‘He is a zero.’
- Simile
It is a direct comparison of two unlike things that have something in common
using ‘as’ or ‘like’. For instance; “Her eyes are like comets” (Klein, 2010).

“lam as hungry as a bear” (Watson, 2006 : 18).

- A Simile or a Metaphor

Chesterton (2008: 526) claims that a simile is to compare two things. This is
indicated by some connectives; ‘like’, ‘as’, ‘than” or a verb like ‘resembles’. In order
to find the simile, it is better to compare two things which are dissimilar in kind.
For, it is not worth saying “your fingers are like mine.” because this is not a simile.
It is better to say “your fingers are like sausages.” And if we omit the connective
‘like’ the result will be a metaphor which means to say that a given thing is

something else which in reality is not.

The following examples (Kennedy, 2009: 85) illustrate the simile, the implied

metaphor and the metaphor;
“My love has red petals and sharp thorns” Implied metaphor.
“My love is like a red, red rose” Simile.

“My love is redder than red rose” Superlative.
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“My love is a red, red rose” Metaphor.

There is a great difference in eloquence between the three examples mentioned

previously.

On the other hand, we can differentiate a metaphor from a simile not only in
using connectives but also from the meanings of each one. While the simile refers to
a specific characteristic that is shared between two things, a metaphor encloses all the
specificities and it is not limited to the number of similarities. For instance, if we
say: “He eats like a pig” this is a simile because here we compare a man and an
animal using one characteristic which is their eating habits. In contrast, if we say
“He is a pig” this is a metaphor which embraces all the physical and moral
characteristics. We generally use similes and metaphors in everyday speech without
being conscious of them. As an example; by saying “she is a doll” we mean that she
is so beautiful to the extent of not differentiating between her and the doll, and this
is a metaphor. Another example is “the tickets are selling like hot cakes” which is a
simile and it is used in everyday speech. In addition, if we say “water the spark of
knowledge and it will bear fruit”, it is a mixed metaphor.

(http://whsfilmfestival.com/Walpole High School Film Festival/Creative Writing files/me

taphor%3Asimile.pdf). In fact, a poem may be one comparison from the beginning

till the end or it may include a series of similes and metaphors.
- The Importance of Poetic Metaphor

Not all people know the discreet use of metaphor unless it has been properly
educated in poetry because the use of metaphors is more than a pure decoration.
"Poetry begins in trivial metaphors, pretty metaphors, ‘grace’ metaphors, and goes on

to the profoundest thinking that we have" (Frost, 1996: 36). In fact, metaphor helps us
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envision unfamiliar things by comparing them to familiar things, and by connecting
two items metaphor can reveal interesting aspects of the two items. This permits us
to say something and mean another thing. In addition, this makes almost all our
thinking metaphorical if we neglect mathematical and scientific ways of thinking. The
use of metaphor or being figurative is the most fascinating area in poetry, yet it is
worth mentioning that we cannot control it easily, it is like a horse that you are not

able to expect when to ride it and when it may break down with you (Klein, 2010).
- Personification

Personification is a figure of speech which is used in order to make animals,
things, or inanimate objects (abstract terms) human or to attribute them the
characteristic of human beings. Personification is generally used mechanically and
automatically in poems. For instance, “The days crept by slowly” (Chesterton, 2008:

530).

- Apostrophe

Apostrophe is a way of addressing something or someone invisible or not
ordinarily addressed to such as an inanimate object, an absent or a dead person by
using name. It is the best way of making the inanimate alive. It is a way of
speaking to the intangible person to person. As in saying “O captain! My captain! Our

fearful trip is done” (Ibid.).

- Overstatement (hyperbole)

Chesterton (ibid.) suggests that poets use outrageous exaggerations for effect
and because of that, they emphasize and overexaggerate to sound humorous. For

example, “He weighs a ton.” The opposite of overstatement is understatement.
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- Understatement

Understatement is one of the principal sources in poetry. It means to describe
a person less than he deserves (Klein, 2010). For example, “We have had a little rain

this morning.” while the area is flooded.

- Metonymy

According to Chesterton (op.cit.) metonymy is to substitute the name of
something for another thing closely related to it. For example, to say “the white
house decided” instead of saying the president decided. There are different kinds of

metonymy:

- Synecdoche

It means to use a part of something to stand for the whole of a thing as in
saying, “she lent a hand” and meaning that she lent her entire presence (Chesterton,

2008: 530).

- Transferred Epithet

It means to make something wear the characteristics of another thing closely
associated to it, or to shift a modifier from the animate to the inanimate. It is used

as a device of emphasis. For instance, “A sleepless night” (ibid.).
- Paradox

It is a statement that seems at first a contradiction but in reality it is not
which reveals unexpected result. It goes from the simplest by using simple words to
the most complex by using difficult ones. For instance, “the hurrier 1 go behinder |

get” (ibid.: 531).
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- Paronomasia ( Pun or Play on Words)

Two words or more which are identical or similar in sound but are different
in meaning or denotation (ibid.). For example, the two words ‘boar’ which is the

male swain and ‘bore’ which means a hole or a cavity.

In addition to the figurative terms stated before, Klein (2010) added others

such as the followings:

- Allegory

It is a representation of abstract or spiritual narrative story that carries an

abstract meaning which may be understood after reading the whole poem.
- Allusion

It is a brief reference to some persons or historical events, a character, a

work of art, a mythological or biblical situation.

- Ambiguity

A word or a phrase that can have more than one meaning even in its context.
Generally poets use such ambiguous words in order to seek deeper and darker

meaning to await those who contemplate the poem.
- Analogy

It is to compare something unfamiliar with something familiar.
- Cliché

It is any figure of speech that was once original but through overuse it has
become outdated. In fact, it is a stock of sayings which are used regularly in

everyday speech. For instance; ‘busy as a bee.’
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- Connotation

It is the emotional, psychological, or social overtones of a word; its

implications and associations apart from its literal meaning.
- Contrast

It deals with closely related things with strikingly different characteristics. For

example; He was dark sinister, and cruel; ‘she was radiant, pleasant, and kind.’
- Denotation

It is the dictionary definition of any word or its literal meaning apart from

any connotation, i.e., the meaning of a word out of context.
- Euphemism

It is a kind of understatement that is used in order to lessen the effect of a
statement substituting something innocuous by something offensive. As an example; if

we say ‘She is at rest’ this means ‘she is dead.’
- Irony

It is a contradictory statement or situation which reveals a reality that is
different from what appears to be true. It is generally humorous. We may say that
the meaning in irony disguises. To illustrate this we may say: "Wow, thanks for
experience gift... let’s see did it come with Fun Meal or the Burger King equivalent

?" (http://www.chaparralpoets.org/devices.pdf).

- Oxymoron

It is when we combine two words that seem to be contradictory. As an

example, ‘a pointless point of view’, ‘bittersweet.’
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- Symbol

An ordinary object, event, animal, or person to which we have attached
extraordinary or deeper sense than the literal meaning and significance; a flag to
represent a country, an owl to represent wisdom, a lion to represent courage, and a

wall to symbolize separation. (http://www.chaparralpoets.org/devices.pdf).

In a nutshell, poets often make puns on images combining the sensory force
of imagery with the verbal pleasure of word play. Figures of speech should not be
taken literally since they transform our imaginative world to a tangible one. As an
example; if we personify an eagle this reminds us of the characteristics that are
common between a bird and a human being. Through metonymy, a poet may focus
our attention to a particular detail in a larger object. In addition, both hyperbole and
understatement, make us see the physical actuality or simply the reality in back of
words because they are two sides of the same coin that use distortion to make a
point. Puns and paradox envisage the real actuality and impress us enjoyably.
Through apostrophe, the poet asks the inanimate to listen to him by animating it, or
just through calling God or the revivified dead immediately. For that, we may say

that figures of speech are more than playing with words, they have power.
1.4.2. The Images of Words

Poetry uses vivid language to generate ideas and evokes the images not only
of the visual sense but also of sensation and emotional as well. Imagery carries depth
of meaning which enables the poet to describe the impressions of sight, sound, smell,
taste and touch which may be transferred to the thoughtful reader through imaginative

use and combinations of diction. Imagery is the reflection of what is sensuous

-27-


http://www.chaparralpoets.org/devices.pdf

because the usual language is not sensuous. It is poetry which makes it full of sense.

Related images are scattered throughout a work to create a particular mood or tone.

According to Probyn (1989) and as agreed by Klein (2010), these two are the
ways through which a poet reveals his attitudes and feelings, in the style of language
or expression of thought used to develop the subject. Certain tones do not only
include irony and satire, but may also be loving, condescending, bitter, pitying,
fanciful solemn, and a host of other emotions and attitudes. Tone does not stop here,
it extends or refers to the overall mood of the poem itself, and pervades the
atmosphere which influences the reader’s emotional response. Another crucial use of
tone is the reference to pitch or to the demeanor or behaviour of the speaker as
interpreted through inflection of the voice. In fact, in poetry this is conveyed through
the use of connotation, diction, figures of speech, rhythm and other elements of

poetic construction.

1.4.3. The Sounds of Words

Words are arranged to achieve specific kinds of effects. In fact, this way of
organizing words is called sound devices or prosodic features. The different deliberate
arrangements of words according to their sound pattern have been identified by Klein

(2010) and others by Probyn (1989) :
- Alliteration

It is the repeated consonant sounds at the beginning of words, on the same or

adjacent line. For instance; ‘fast’ and ‘furious.’
- Assonance

It is a repeated vowel sound in the words that are placed near each other,

usually on the same or adjacent line. It should be in words that are accented and
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stressed rather than those which are not stressed. As an example, ‘Men sell the

wedding bells.’
- Consonance

It is a repeated consonant sound at the end of words placed near each other
usually on the same or adjacent line which produces a pleasant sound of near-rhyme.

For example, ‘cool’ and ‘soul.’

- Cacophony

It is a discordant unpleasant, harsh sound which carries disorder and results in

the difficulty of pronunciation. For example, ‘My stick finger click with a snicker.’
- Euphony

It is a series of musically pleasant sound which conveys a sense of harmony
and beauty to the language. For instance, ‘a bird came down the walk.’

- Onomatopoeia

It is related to the words that resemble the noise they make. For instance; if
we say: ‘hear the steady tick of the hall clock.” The word ‘tick’ sounds like the

action of the clock.
- Repetition

It is the intended reuse of words and phrases for effect. Parallelism, which is
by definition the longer phrases that have different key words, is also used. This is a

central part in poetry. For example, ‘I was glad; so very, very glad.’
- Rhyme

This is the device most associated with poetry by the general public. It means
words which have different beginning sounds but whose ending sounds are alike,
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including the final vowel sound and the sounds of the consonants following it and
which are said to rhyme. As an illustration, ‘time’, ‘slime’, ‘mime.” There are many

types of rhyme:
- Double Rhyme

Double rhyme includes the last two syllables. For example, ‘revival’, ‘arrival’,

‘survival.’
- Triple Rhyme

Triple rhyme includes the final three syllables. For instance; ‘greenery’,
‘machinery’, and ‘scenery’. If the final consonants are the only sounds of words
which are the same, but the initial consonants and the vowel sounds are different, the
rhyme is called slant rhyme or half rhyme as in ‘soul’, ‘oil’, ‘foul.” When this

appears in the middle of a line, it is called consonance as mentioned earlier.
- Near Rhyme
It is when the final vowel sounds are the same, but the final consonant sounds
are slightly different. The following words illustrate that: ‘fine’, ‘poem’, ‘rhyme.’
- Sight Rhymes

Also called eye rhymes, it means words which are spelled the same but

pronounced differently such as, ‘enough’, ‘cough’, ‘tough’, and ‘bough’.
- Rhythm

In spite of the unawareness of the definition of rhythm, nearly everyone
responds that it is the organization of verbal stresses or speech rhythm into a regular
pattern of accented syllables separated by unaccented syllables. Rhythm is of a great

importance in poetry since it distinguishes it from prose. The best example that
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illustrates rhythm is, ‘i THOUGHT i1 SAW a PUSsy CAT’ while the stressed
syllables are the ones written in capital letters. This is sometimes referred to as

meter.
- Meter

It is the organization of voice patterns by focusing on stresses and the
frequency of repetition per line of verse. Poetry is organized according to the division

of each line into feet (Klein, 2010).

T.S. Eliot (Cited in Probyn 1989 : 19) says: ‘There is no escape from meter,
there is only mastery.” Poetry and songs are famous for their metrical rhythm which
is the recurrence of regular rhythmic unit in a line of poetry. Because of the
importance of metrical rhythm, the poet needs to master it very well as mentioned
above in the quote of T.S. Eliot. There are different types of meter in Anglo- Saxon
poetry. Probyn (1989) proposes three basic types of meter in Anglo-Saxon poetry

which are:
- Accentual Meter

It is found in the kind of poetry where the number of syllables but not
accents per line is variable. In each half-line of Anglo-Saxon poetry there are always

two stressed syllables. For that, in each verse four syllables are stressed.

- Syllabic Meter

In this type of meter, there is a fixed number of syllables per line yet the

number of accents is variable.
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- Accentual-Syllabic Meter

It is the third type of meter which is a combination of the two first types. It
has dominated English poetry for the last four hundred years. It is characterized by a

regular pattern of the number of both syllables and stresses in each line.
- Feet

Probyn (ibid.) proposes that the foot is a metric unit which embraces a
specific arrangement of strong and weak stresses. The most common metric unit is
the iambic which consists of an unstressed syllable followed by a stressed one as in
the word “reverse”. It is worth mentioning that stressed syllables are labeled with an
accent mark and unstressed ones are labeled with a dash. Moreover, metrical feet
may be as long as three syllables and are divided by slashes. The following table

shows the types of metrical feet:

Pattern Name Example
- lamb/ lambic Invite
/- Trochee/ Trochaic Deadline
- - Anapest/Anapestic To the beach
/- - Dactyl/Dactylic Frequently
[ Spondee/ Spondaic True blue

Table 1: Types of Metrical Feet (Probyn, 1989: 19)

Meter is measured by the number of feet in a line. A line with five feet is
called in Greek language parameter. Thus, a line which is composed of five feet is
known as ‘“iambic parameter”. This latter is the most common metrical foot from
English poetry, and the one favoured by Shakespeare. The most common line length

are:
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Monometer: one foot, Diameter: two feet, Trimeter: three feet, Tetrameter: four feet,
Pentameter: five feet, Hexameter: six feet, Heptameter: seven feet, Octameter: eight

feet.
1.4.4. Arranging the Words (A List of Poem-types)

The sequence of arranging the words in poetry is determined by the poet. It
may sometimes be arbitrary and other times mechanical. Among them, and as Klein

(2010) claimed, we have:
- Point of view

The point of view of the author or the poet is the point of view of the
speaker or the storyteller. The point of view of the poet is called in poetry voice.
The division is drawn between the first person; who uses “I” while telling the story
or the poem from his own point of view, third person; who is limited and not a part
of the story but describes others from his perspective, third person (omniscient); he is
the person who is not part of the story but he is able to know and describe what all

characters are thinking.
- Line

The line is very crucial to the perspective of poetry which is responsible for
distinguishing it from prose. It is one of the units that correspond to a series of
metrical feet into which poetry is arranged. A pause at the end of each line is very

important and the reader should follow punctuation to know the placement of pause.
- Verse

It is a simple line of a poem which has a specific way of arrangement in a

metrical pattern such as free verse, blank verse etc.
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- Stanza

It is a division that is created out of the arrangement of lines into units. It is
generally repeated in the same pattern of meter and rhyme through out the poem. In
other words, it is a paragraph within a poem. Stanzas are often separated by blank
lines. Stanza forms are the number of lines in a stanzaic unit: couplet (2), tercet (3),
quatrain (4), quintet (5), sestet (6), septet (7), and octave (8). Some stanzas have
specific characteristics such as rhyme scheme, meter, and number of lines. These
latter are described by specific names such as; ballad meter, octava rima, rhyme

royal, terza rima, and Spenserian stanza.
- Rhetorical Question

A question that is asked for effect. In other words, it does not need an answer
because its answer is obvious. Its aim is to achieve a great emphasis that is stronger

than the statement itself. For instance, ‘could I but gess the reason for that look?’
- Rhyme Scheme

It is the pattern established by arranging rhymes in a stanza or a poem. It is
generally described by using letters of the alphabet to denote the reoccurrence of
rhyming lines, such as the ababbcc which is the rhyme of royal stanza form.
Unrhymed lines are represented by the letters ‘x’ and ‘y’. the quatrain is a common

rhyme scheme which is represented by the letters abb a.
- Enjambment

It is the continuation of the grammatical construction and the logical sense
beyond the end of the line of poetry. This is generally done with the title which in

effect becomes the first line of the poem.
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1.4.5. Form of Writing Poetry

This is the arrangement or method used to convey the content like; free verse,
ballad, haiku, etc. There are some forms which are specific to English and others to

other languages:
- Open

A poetic free form which is not regular in some elements as rhyme, line

strength and metrical form.
- Closed
A poetic form subject which has a fixed structure and pattern.
- Blank Verse
Unrhymed iambic pentameter. Shakespearian plays are written in this form.
- Free Verse

The lines which do not have a rule or a given pattern or structure. It is up

to the poet to determine the variables as what fits each poem.

- Couplet
A pair of lines which is generally rhymed; it is the shortest stanza.
- Quatrain
A four line stanza, or a grouping of four line verse.
- Fixed Form
It is a poem following a given pattern of meter, rhyme, scheme, stanza form,

and refrain form.
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- Ballad

It is a narrative poem written in a series of quatrains where iambic tetrameter
alternates with iambic trimeter. It deals with popular legends, and it is suitable for

singing. There are two types of Ballad:
- Folk Ballads

They are of unknown origin and they generally lack an artistic finish. They

are taken from popular legends and human experience.
- Literary Ballad
It is a way of combining the nature of epic and lyric poetry.
- Ballade

It is a French form of poetry which consists of three, seven, or eight line
stanzas and no more than three recurrent rhymes are used with an identical refrain

after each stanza.
- Concrete Poetry

It concerns the poems that are printed on the page forming a recognizable
outline that is related to the subject which intends to convey or extend the meaning
of the words. The essence of concrete poetry lies behind its appearance on the page
rather than the meaning of words.

- Epigram

It is a satirical couplet or quatrain that carries an aphoristic humorous thought

or event.
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- Epitaph

It is a brief statement and especially a poem that is found in the memory of
someone deceased used as a tombstone inscription. But, nowadays it has lost its

intention of funeral as it is often humorous and witty.
- Limerick

It is a humorous form of five verses of which lines one, two, and five have

three feet and lines three and four are of two feet.
- Lyric

Its name is derived from the Greek word for lyre. It is originally designed to
be sung. It is the most frequently modern form which is used where an emotional
element predominates. In fact, lyric poems evoke the recall of similar emotional

experiences in the reader’s mind.
- Ode

According to Hirshfiel (2010) (Cited in Krisber, 2010: 47), the ode is a
stanzaic form of poetry that is more complex than the lyric with intricate rhyme
scheme and irregular number of lines. Its style is marked to be of intense expression

of an elevated thought praising a person or a subject.
- Sonnet

It is a fourteen line poem in iambic pentameter with a prescribed rhyme
scheme. Its subject was traditionally love and it is generally found in English. The

well known and famous variations of the sonnet are:
- Shakespearian Sonnet
A style of sonnet used by Shakespeare with a rhyme of abab cdcd efef gg.
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- Italian (Petrarchan) Sonnet

A form of sonnet made popular by Petrarch with a rhyme scheme of abba

cde cde or cd cd cd.
- Sonnet Sequence

It is a series of sonnets in which there is a noticeable unifying theme, while
each retains its structural independence. All Shakespeare’s sonnets were part of a

sequence (Klein, 2010).

Thus, from what preceded we may say that these are not all the types of
poems that exist in the English language for we have only confined with those that

are related to our research.
1.5. The Poet’s Creativity and the Meaning of Poetry

According to Leggo (2010) (Cited in Krisber, 2010: 68):
The poet seeks to live attentively in the moment, and to know the
momentousness of each moment. He seeks to enter lived experiences
with a creative openness to people and experiences and understandings.

Above all, He seeks to write and tell stories in an ongoing process of
dialogue with himself and with others.

What Leggo wants to say here is that the poet invents or produces new instances of
knowledge that have not existed before. Leggo (2010) added that life writing is made
with tensions, bought with tears and laughter, full of dangers, and caught up with

mystery beyond all telling.

Bringhurst (1995, edited in Krisber, 2010: 113) proposes that poets make
things, but they don’t make poetry; poetry is present to begin with; it is there, and

poets answer it if they can. The poem is the trace of the poet’s joining in knowing.
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According to Zse (2010, edited in Krisber, 2010: 230), reading, writing, or
even thinking about writing a poem is an artistic art which needs the poet to think

or what has been called by Robert Frost: “ A momentary stay against confusion.”

Watson (2006) proposes that most of the times poetry or a specific poem
seems to be occult and difficult to understand and this is what portrays the creativity
of the poet. However, some poems do mean just what the poet intends to say
through the words as such and without including the figurative meaning. Hence, the
poet should be understood plainly for he uses words in order to share his experience

and especially parts from his life with others otherwise he will fail.

The poet’s creativity or what does a poet do with language may be summarised in

the following chart :

The poet uses word
pictures to create image
and build sensory
impressions by
stimulating the brain.

The poet plays with
the sounds of words

Intends to read the poem Poets use less space
aloud. in writing poetry
than writers in
writing prose.

and the rhythm of
phrases.

/Poets use lyric poetry The majority of poets Poets narrate in
which intends to tell about ordinary narrative poetry.
reveal the poets events.

unique feelings and
\ reactions.
|
s _ Poets use the sound
feelings in the readers deliberate and special
through their poems. manner.
S

Fig.1: Poet’s Creativity
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1.6. Arabic Poetry

Since we dealt so far with what concerns English poetry, in what follows we
deal with Arabic poetry in order to see the differences between these two languages
especially at the level of writing poetry and the components or the elements that are

specific to the Arabic language.
1.6.1. The Essence of Arabic Poetry

According to Halperin (2005) the Arabic equivalent for poetry, or as called in
Arabic (shi’r), descends from the word shu’ur which refers to either feeling or
awareness. In other words, it is the subjective perception of what is heard through
rendering it to feelings or the impact of what is heard, i.e., poems upon the human

heart and mind.

Ghanem (1996: 305) claims that Arabic poetry has occupied and still occupies
the first position in Arabic art in spite of the number of arts such as calligraphy,

architecture, and music, that Arabs have known since pe-islamic era.

According to Hameen (1997: 1), poetry is called in Arabic nazm which means
arranging and organizing; however, prose is called nathr which means scattering and
squandering. In fact, the verses in a poem should be of equal importance and beauty
exactly as the pearls are arranged in a necklace. In spite of that, the Arabic language
has a higher rate of variation in the order of verses much more than any other

literary tradition that may exist in any language.
1.6.2. The Characteristics of Classical Arabic Poetry

Indeed, the features that characterize Arabic poetry throughout a poem may be

summarized in the followings as Hameen (1997: 1-2-3) claims:

=40 -



- Monorhyme

Arabic poetry retains its rhyme from the beginning of a poem till the end
except in a few cases. Thus, the only organizing principle is the logical order of
ideas. Furthermore, rhyme has been considered as the main element in classical

Arabic because none of other peoples’ poetries sanctify rhyme as classical Arabic did.
- Non varying Meter

The second feature of Arabic poetry is keeping the same meter of the poem,
i.e.,, all the verses are identical in meter and this is what resembles the epic poetry

of Homer in which each verse is equivalent to all other lines in terms of meters.
- Lack of Enjambment

Arabic poetry is considered to be oral since its emergence. Thus, it is general
and it tries to prohibit or avoid enjambment in order to make it easier for the
listener to memorize. Because of avoiding enjambment, Arabic poetry tends to be free
and to use independent short syntactical units giving freedom to each verse. This
feature is shared by Arabic poetry with other languages such as Homeric epics and

Yugoslavian epic poetry.

Arabic poetry is different from European languages; it is neither narrative nor
epic; instead it is lyric but not in the sense of being romantic. In other words; it is
based upon imagery and allusions rather than stories which may occur every now and

then.

According to Jones (1992), Arabic poetry was tribal at that time and poetry
was used as a distinguishing feature that makes it different from other tribes. On the
other hand, it represented the life of the tribe; its unity, solidarity, aspiration, fear,

and sorrow etc. In fact, tribe’s poetry is the memory which survives although the
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members of the tribe die. These poems were lyric because they describe the daily life

of the tribe rather than being epic or narrative.

1.6.3. Meter in Arabic Poetry

1.6.3.1. Meter in Classical Arabic Poetry

Ghanem (1996: 305) says that since the pre-Islamic era until the middle of the
twentieth century, Arabic poetry followed the sixteen meters that have been put by Al
Khalil bin Ahmed (the sixteenth meter has been added by his student Al Akhfash).
In addition, some modified forms have been added in the form of Muwashahat in the

Islamic civilization in Andalusia in Spain.

According to Scott (2009: 2), Classical Arabic poetry is famous for the use of
one of the sixteen meters that were put by the grammarian Al Khalil in the eighth
century. These latter were based upon a quantitative system just as in old Greek and
Latin poetry which is in turn based upon syllable weight. In fact, it is a system that
uses patterns such as the foot which comprises the syllables based on their length,
tone, and stress. The classical Arabic poetry system of poetry resembles the iambic
pentameter in English poetry, where a pair of syllables comprising a weak- strong
sequence are found within each foot. The meter in Arabic poetry is composed of
two basic units which are named watid (‘peg’) and sabab (‘cord’) which compose
two syllables each and the combination of watid and sabab makes the different feet
(tafa’il) of a line that characterizes each meter and distinguishes it from other meters.
The number of feet varies from two to four in order to compose the hemistich ‘half
line of a verse’. The line of verse in Arabic is called bayt (house) and consists of
two hemistiches. Indeed, sabab and watid represent movement and silent letters

respectively. A movement letter is a consonant or a semi-vowel and a short vowel. A
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silent vowel is represented by sukun which creates a long vowel or an isolated
consonant. In fact, a sabab is composed of one movement letter then a silent letter
or two movement letters. For example, fii (‘in’) is a sabab composed of the
movement letter f followed by the silent long vowel i. However, watid is composed
of two movement letters and a silent letter in between or two movement letters
preceded by a silent letter. For example, ‘alaa (‘on’) is a watid with ‘ and | as the
movement letters and the final a is the silent letter. These letters may be understood
in terms of vowels (v) and consonants (c). Movement letters are always CV which is

a short syllable. Thus, a movement letter followed by silent letters results in CVV,

CVC, or CVVC.

Circle | Meter

l. tawiil PK PKK PK PKK fa uulun mafaa’iilun fa 'uulun mafaa iilun
basiit KKP KP KKP (KP) | mustaf'ilun faa ilun mustaf'ilun faa ilun
madiid KPK KP KPK (KP) | faa'ilaatun faa’ilun faa’ilaatun

Il. waafir PLK PLK PLK mufaa'alatun mufaa’alatun fa uulun
kaamil LKP LKP (LKP) mutafaa’ilun mutafaa’ilun mutafaa’ilun

Ii. hazaj PKK PKK PKK mufaa'iilun mufaa'iilun mufaa'iilun
rajaz KKP KKP (KKP) mustaf'ilun mustaf'ilun mustaf'ilun
ramal KPK KPK (KPK) faa'ilaatun faa'ilaatun faa’ilun

V. munsarih KKP KKQ KKP mustaf’ilun maf uulaatu mustaf’ilun
khafiif KPK KQK (KPK) faa'ilaatun mustaf’ilun faa'ilaatun
muqtadab KKQ KKP mafuulaatu mustaf’ilun
mujtaoo KQK KPK mustaf'ilun faa'ilaatun
mudaari' PKK QKK mufaa iilun faa’ilaatun
sarii’ KKP KKP KKQ mustaf’ilun mustaf’ilun maf uulaatu

V. mutagaarib | PK PK PK PK fa'uulun fa'uulun fa'uulun fa‘'uulun
mutadaarik | KP KP KP (KP) faa'ilun faa’ilun faa’ilun faa’ilun

Table 2: The Sixteen Meters of Arabic Poetry Put by Al-Khalil (Scott, 2009: 10)
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The previous table represents the sixteen meters put by Al-Khalil. It also
portrays both the watid and sabab where P stands for watid and K for sabab and L
when a sabab can be two short syllables, and Q is the inversion of watid. In
addition, each of the other columns show the pattern for one hemistich. Further, Al-
Khalil has related meters into five circles where the first meter of a circle can result
in the other meters of that circle by changing the starting points. For example, in
Circle | the three meters have feet of two and three components which are PK PKK.
Figure. 2 below shows the three meters of Circle |, with each starting at a different
point. If we start clockwise from the left we get tawiil, madiid, and basiit

respectively.

¥ 4 ?

Fig.2 : The Five Different Circles (Scott, 2009: 11)

1.6.3.2. Meter in Modern Arabic poetry

Arabic meter has changed and took another road that led to the imitation of
Western poetry especially British and American. In fact, it has been free from the
sixteen meters that were put by Al-Khalil and it has looked for new patterns
especially after the need for rendering Western poetry and the mixture of cultures.
So, Arabic meter changed radically and followed the new trends. And, even nowadays

the people who listen to the poet get impressed by free verse, blank verse, strophic
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and other types that our ear feels at ease when listening to them because they give
more freedom to the poet to choose the meter, the rhyme, the theme in order to

bring new subjects and new ways of looking at the same thing.

1.6.4. Arabic Poetry Themes

1.6.4.1. Themes of Classical Arabic Poetry

According to Ghanem (1996: 305), the subjects that Arabic poetry takes into
consideration or in which Arabic poetry is written are: ghazal, panegyric, satire, self-
praise, elegy; which is called amatory or love poem, and descriptive or gnomic verse.
In addition to that, Jones (1994: 2) claims that there is one purpose from four that a
poem should have and there are seven major themes. The purposes were madih
(‘panegyric’), hija" (‘lampoon’), ghazal (‘love’), and ritha (‘lament’), and the themes
were: madih (‘panegyric’), hija' (‘lampoon’), ghazal (‘love’), ritha’ (‘lament’), wasf,
(‘description’), fakhr (‘self-glorification’), and hikma (‘wise sayings’). So, poetry was

addressed to a wide range of subjects that characterized Arabic society.
- Ghazal

According to Shackle (2001: 104) The ghazal or love poetry is a lyric poetry
which originated from South Asia. It is one of the major poetic and musical forms
of Arabic poetry. It is sometimes written about the love of home, land, and country,

etc...
- Madih

Madih or panegyric poetry is a type of Arabic poetry in which the poet writes
or describes the good characteristics of a person, especially the king, or praises him.

In addition, there is the use of overstatement.
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- Hij&’
It is a type of Arabic poetry in which the bad things in a person are

described. In fact, it is called in English lampoon or insult poetry and the use of

understatement is unquestionable.
- Ritha’

It is called in English elegy and in this type of poetry the poet laments the
death disregarding his relation with them.
- Wasf

A type of Arabic poetry in which a person, a place, or an inanimate object is
described just as it is used in prose.

- Fakhr

In this type, the poet praises himself showing that he is proud of himself and

his great deeds.
- Hikma

In this type: the poet tries to transmit his experience and expertise in his life

to the reader in the form of poetry.

Other scholars added three other themes which are Khamriyyah (wine poetry)

Hamasa (war poetry) Tardiyyah (hunt poetry).
1.6.4.2. Themes of Modern Arabic Poetry

There has been a revolt against the classical pattern of Arabic meter that was
related to Al- Khalil or what was called (gasida) since the contact between Arabs and
Western poetry in order to render it to Arabic which resulted in the creation of new

forms and the imitation of Western poetry taking the adaptation of Arabic rhyme
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scheme into consideration. According to Moreh (1976), the agreed upon form of
Arabic poetry from monorhyme and monometer to the use of two hemistiches and
the existence of rhyme in the two halves of the opening verse with the main themes
which were ghazal, panegyric, satire, self-praise, elegy remained the dominant features
of Arabic poetry till the 1940s. However, during the second half of the nineteenth
century the features that controlled Arabic poetry have started to change because
poets tried to use a new style and liberal forms with new themes. In fact, modern
types of Arabic poetry have become almost free from rhyme. They may be

summarized in:
- Strophic Verse

It indicates in English the poems that are based upon stanza and in Arabic

what is called muwashshah, and zajal.

- Shi‘r Mursal

It is in Arabic the rhymeless verse which tends to copy the dramatic works of
English blank verse. This type is composed in any meter and the line is divided into

two hemistiches and using one meter throughout the whole poem.

- Shi‘r Manthur

This Arabic term is the equivalent of both English-American blank verse and

English poetry in prose.
- Shi’r Hurr

Indeed, this term was first used by Egyptians and Iragi poets in order to
indicate the use of a method that mixes Arabic meters including the use of two types

of foot within the same poem. This method was used to copy English —~American free
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verse and went from 1926 to 1947. After that, this term was used to indicate the
versification based upon Arabic meter which uses only one foot or where the last
foot is different or irregular in length and rhyme scheme. Thus, this method follows
the English irregular verse (vers irrégulier) in which some English odes where

written.
- Monostrophic Ode

It is a kind of ode of only one stanzaic form where the poet is free to choose
the line length and rhyme scheme, but the same pattern is repeated with the

following stanzas.
- Couplet

This term has been mentioned at the beginning of this chapter. Hence, it
means lines of two hemistiches rhyming together. This term is not specific to a given
meter in Arabic yet its equivalent in the Arabic language is muzdawaj. The term

couplet is used in Arabic just like saying urjuza muzdawija.
- Taf¢ila

This term sometimes stands for the English foot. In fact, it is the unit of
Arabic meter.

- End-Stopped Line

It is the point at which the sense line and grammatical structure end in a line

(Moreh, 1976).
1.6.5. The Oral Tradition of Classical Arabic Poetry

Scott (2009: 4-5) proposes that Arabic poetry has another crucial component

which is orality since Arabic poetry has not been recorded until the second half of

-48 -



the eighth century. In addition, this is what makes poets today still say (I said the
poem) ‘qilt al-qasida’ instead of saying (I wrote a poem) | wrote the poem. At that
time Arabs used the recite poems, and tribes gathered to hear the recite (rawi). Poets
who recite their work were compared to birds and their poems to birdsongs.
Moreover, the poet used a bow or a stick in recitation in order to emphasize on

rhythm. This is considered as one of the important components of orality.
1.6.6. The Form of Arabic Poetry

According to Scott (2009: 6) Arabic poetry had two forms; one is called gita’
and the number of its lines gets from seven to ten whereas the other is called gasida
or what is called in English ‘ode’ which gets to one hundred and twenty verses. The
common and peculiar thing in these forms is meter and rhyme. Each line in Arabic
classical poetry should be divided into two half lines or hemistiches. A large space
separates the two hemistiches in the poem. In fact, this space is not noticed in
recitation but its presence may be noticed by the repetition of meter and lack of

enjambment.
Conclusion

At the end of this chapter, we may conclude that English and Arabic poetries
are extremely different since they belong to two different languages which descend
from two different families and each of them has its own culture, its own way of
expressing ideas either in prose which has specific characteristics or poetry which is
the focal point of ancient and recent literary and linguistic studies. In addition, at the
beginning of writing Arabic poetry, i.e., pre-Islamic period, this genre followed a
peculiar pattern in writing which has no relation with Western or Anglo-Saxon metre,

rhyme and rhythm but after that it adopted a pattern that resembles the way of
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writing poetry in Western countries which has given Arabic poetry new ways of
transmitting the feelings of the poet until reaching total freedom through writing

poetry in prose.
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Chapter Two

The Art of Translating Poetry

Dillon Wentworth, Earl of Roscommon, 1633-1685. English translator and thinker on translation.
Extracts from his Essay on Translated Verse, published in 1685.

"Tis true, Composing is the Nobler Part,

But good Translation is no easy Art

For tho Materials have long since been found

Yet both your Fancy and your Hands are bound

And by Improving what was writ before,

Invention Labors less, but Judgment more.
(Cited in Basnet & Lefevere, 1992 : 43- 44- 45)

Introduction

Translation has always been considered as an inferior substitute for the real
thing because it needs much energy and efforts which are related to the ability of the
translator as it is said in the above poem “a good translation is not an easy task.”
This was the first claim which considers the translator as a traitor. This opinion has
not disappeared totally because there are those who still consider that translation in
general and the translation of poetry in particular as the art of the impossible which
is due to the high -cultural prestige of poetry which requires time, effort, and
ingenuity to translate traditional rhyme, rhythm structures or music and the figurative
language involved. In order to see the different perspectives which tackled this
controversy, this second chapter deals with the importance of translation, literary
translation, its impact on translation studies, and translation of poetry. It tries to
represent two interrelated concepts; translatability and untranslatability and to relate
them to poetry. In addition, it emphasizes on the perspective of those who said that
translating poetry is impossible namely Frost who considers the language of poetry

peculiar since it has specific characteristics as proposed by Verdonk (2010: 11):

The language of poetry has the following characteristics: its meaning is
often ambiguous and elusive; it may flout the conventional rules of
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grammar; it has a peculiar sound structure; it is spatially arranged in
metrical lines and stanzas; it often reveals fore grounded patterns in
its sounds, vocabulary, grammar, or syntax and last but not least, it
frequently contains indirect references to other texts.

Then, the attention is drawn to the features which make the translation of poetry
difficult, and how they should be translated. After that, we attempt to shed light on
the task of the translator and whether the translator of poetry should be a poet or
not, and whether he should be considered as a secret agent, i.e., not leaving his
thumb print which makes the reader able to notice that the original and the translated

texts are different especially in meaning.
2.1. Translation and Its Importance

Translation is broadening the horizon of one’s language. It is an art or a kind
of passion, i.e., having the desire to expand the knowledge of one’s language. It is
always possible to say the same thing in another way, i.e., in another way in a
different language. It is the activity of carrying across, i.e., the transportation and
relocation of texts from one language to another. Gerding-Salas (2000: para.l)
underlines that “the main aim of translation is to serve as a cross-cultural bilingual
communication vehicle among peoples.” So, translation establishes bridges of
appreciation and understanding between different languages, cultures, and societies.
According to Lambert (2006: 55), “ translation itself was assumed to be a cultural
phenomenon.” This implies that translation is the most demanding profession that
many are capable of envisioning as it is a demanding task whose aim is to travel
through cultures. Moreover, as House (2013: 03) puts it “translation mediates between
cultures, and literatures, and it is through translations that linguistic and cultural
barriers may be overcome.” In this respect, translation is considered as a secondary

means of communication since through translation the message communicated in one
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language may be doubled in another language. This message can also be transmitted

to a great number of people all over the world.

Translation is of a great importance, either it is considered as an art or as a
science. Basnett & Lefevere (1992) claim that translations do not always add
advantages to arts or sciences but they add the sense of life to them as long as they
are faithful. Sometimes, translators are unfaithful because they either do not know the
language or the topic they are dealing with. Moreover, translation is the simplest way
of imitation, i.e., to do as another does. Indeed, the translator adopts the imagination,
words, and the used materials and their order. For that, translation means labour

more than praise.

Beedy, Ensinger, & Persas (2000) protest that translators will provide the
target text with some solutions for problems of linguistic nature which are
encountered during the translation process. Thus, the crucial role of translation is
enriching languages by transmitting one text with its meaning from one language to
various others. This is what Ordudari (2007: para. 1) writes when he said: “In general,
the purpose of translation is to reproduce various kinds of texts including religious,
literary, scientific, and philosophical texts in another language and thus making them
available to wider readers.” In short, translation plays a crucial role in nowadays
studies because without it the world would have become unthinkable. Robinson (2003:
35) eloquently elaborates on the fundamental assumptions underlying his approach to

translation by saying:

1. Translation is more about people not words.

2. Translation is more about the jobs people do and the way they see
the world.

3. Translation is more about the creative imagination than about rule-
governed text-analysis.

4. The translator is more like an actor or a musician (a performer) than
a tape recorder.
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5. The translator, even of highly technical texts, is more like a poet or a
novelist than a machine translating system.

2.2. Approaches to Translation

According to Aziz & Lataiwish (2000), theories of translation may have two
main patterns: literary theories of translation and linguistic theories of literary criticism.
For them, translation is a kind of arts, i.e, it is an activity that is important for
comparing literary studies. These theories are considered as highly subjective. On the
contrary, linguistic theories of translation are characterized to have more objective
basis for studies of translation because they use different linguistic theories. As a
result, scholars consider the theory of translation to be part of a general linguistic
theory. Nowadays, approaches towards translation studies may be classified into:

philosophical, linguistic, interpretative, and literary.
2.2.1. Philosophical Approach

This approach emphasizes on the relation between understanding, interpreting
and philosophy with which the activity of translation is carried out. In this respect,
Steiner (1975) focuses on the relation between understanding the meaning and
translating it. For him, the reading of any text is a kind of translation. George
Steiner was the first to use the notion of hermeneutic motion in his trial to show the

trend he follows while translating. This motion is carried out through four stages:

- Trust: the translator capitulates to the source text and constrains that it carries

meaning.

- Aggression: Here the translator enters the source text and tries to get something

from it.

- Incorporation: the translator has the intention of recovering something.
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- Restitution: the translator must create a balance between what he has taken and
what he intends to give by trying to be as much faithful as he can (Steiner, 1975).
So, the relation between translation and philosophy is based on hermeneutics which is
the science and methodology of interpreting texts. Thus, the translator must understand
the original text more than the writer himself and try to lift all the barriers that

prevent him from translating.
2.2.2. Linguistic Approach

Traditionally speaking, translation was considered as a sub-branch of applied
linguistics. This approach focuses on the first beginnings which were related to the
theory of Chomsky based upon language universals. This view was used by some
translators but was criticized by the pioneers of the interpretative approach since it is

related only to translating numbers and proper nouns.
2.2.3. Interpretative Approach

This approach emphasizes on considering the text as the main unit of
translation rather than taking words in isolation. Here the meaning is the main thing

which embraces the text.
2.2.4. Literary Approach

This approach focuses on the artistic value of the original text. In this case,
translation becomes an artistic activity. Thus, the translation of a literary text or a
poem is very different from the translation of a scientific text because the creative
element is an essential thing in the translation of a poem but it is not in the
scientific text. Wilss (1996) proposes that the most creative translator is the one who

possesses a creative mind which is part of the translator’s intelligence. Thus,
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translation creativity is more prominent in literary translation than any other text type
especially poetry which is considered as being a treasure of figurative, rhetorical, and
aesthetic language which is highly and intricately sensitive, effective and rich with all
kinds of implications, associations, connotations and emotions. So, the translator of
literary texts is freer, more creative, and less direct when he tends to translate
literature in general and poetry in particular. As a result, the literary approach
emphasizes on the talent of enriching a text when translating it which needs the
mastering of different skills starting by the reading skill passing by the understanding

of the text and ending with the linguistic talent.
2.3. Literary Translation and Its Impact on Translation Studies

According to Cao (2007), Translation may be divided into three types general,
specialist, and literary translation. This implies that literary translation and especially
poetic translation shares some characteristics with other types of translation and at the
same time has things which are peculiar to it. According to Newmark (1988: 189),
“Translation is partly a science and partly an art.” This means that translation is in
one sense a matter of searching for the truth, it is about things, reality, facts, objects
and it is impersonal. In addition and from the aesthetic perspective, literary translation
is related to imagination and bringing nearer beauty. In fact, this is the essence of
human beings, as literature is. Newmark (ibid.) adds that scientific truth is found both
in non-literary as well as literary translation. However, imagination is the core of
literary translation. Thus, literary translation is the most testing type of translation. In
this respect, Shiyab (2006) claims that translating literature is the most difficult type
of translation since it comprises metaphorical or figurative language which plays an

important role in the literary text as it is its essence.
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In translation studies, there is a valid text and a deficient text. Newmark
(ibid.) writes that the valid text is the text that may be translated immediately and
somehow easily. On the other hand, the deficient text is the one that needs a specific
treatment and especially if it is a historical or a famous text like Shakespeare’s
writings. In spite of that, Newmark (ibid.) points out that the degree of paying
attention to the readership of the target text may be very little because of the
subjectivity and self-expression that exists in poetry where the translator has to pay
no attention to any reader. Here, Newmark wants to say that translating poetry has
some distinguishing features which make the writer unable to pay attention to the
reader since it is subjective in one way and very personal for some in another.
Bassnett (1997) proposes that translation shapes literary system. This implies that the
mere role of translation is to mediate between cultures. Thus, “Translation is not a
matter of words only: it is a matter of making intelligible a whole culture.” (Burgess;

1984: 4, cited in Anderman & Rogers, 1999: 124).

According to Baker (2001), literary translation is the work of literary
translators which is a subjective activity surrounded by cultural and social practices. In
fact, the literary translator has to compete with the ranks that constitute literature
which are poetry, drama, and prose respectively from the highly related to culture to
the less related to it. However, there are a lot of problems that a translator may face
when dealing with the hierarchies of literature. Generally, the work of the literary
translator defies the authority of canon, the nationalism of culture, and the death of
the author because the literary translator works at the borders of languages and
cultures. This implies that literary translation differs from one translator to another
and it is influenced by the work to be translated. But, there are some problems

which confront literary translation. Literary translation involves rereading the source
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text for several times, and knowing about the culture of authors through travelling to
it. The literary translator should also know about the history of the language he
wants to translate to, and do a literary research about it. Instead, if the author is
alive this may help the literary translator to do a collaborative work with the writer
himself until reaching the end point of the translation and getting a fruitful work.
Adding to that, the literary translator should take the context into consideration
disregarding the adopted strategy. In reality, there is a need for different strategies in
translating literature and especially a lyric poem or a long work of prose fiction since
the translator of fiction should pay attention to the rhythms, symbols and images that
occur in the whole story. All in all, literary translation is culturally bound; it is
social and it needs attention and this is the focal point that needs the intervention of
the literary translator who plays a key role in finding the solution for complex series
of interactions and he is the one who gives the new born text its life. Hence,
translating literary works has become more difficult nowadays since when the translator
fails and falls in word--for —word translation, loss of meaning will occur. Asi (2012: 01)
says that: “A good translation of poetry provides the reader with a similar effect to
that gained by reading the original text.” This quote reflects the importance of
translating literary genres and especially poetry which is the most difficult kind in
translation because it is too demanding. As a result, literary translations have a great
impact on translation studies since they give translation the artistic sense rather than
the wusual one, i.e., the scientific and as Yevgeny Yevtushenko (http://spanish-

translation-blog.spanishtranslation.us/tags/translation-is-like-a-woman) said:* Translation iS

like a woman. If it is beautiful, it is not faithful. If it is faithful, it is most certainly
not beautiful.” This quote is related to the translation of poetry where both form and

meaning are of equal importance.
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2.4. Translation of Poetry

Gentzler (edited in Baker, 2001) proposes that the poetics of translation refers
to the great role that is played by the literary system and the literary devices which
are used to capture and transmit the sense that the source language elements comprise
in a form that is rather analogous than identical, in a way that functions in the target
language as it does in the source language. This implies that in translation we
receive culture within the language and since each language has its culture which
should be carried with the language itself, so it should as much as possible transmit
the same message in the target language. In this sense, Etienne Dolet (Cited in
Basnett & Lefevere, 1992: 28) advises the translator to “link and arrange words with
such sweetness that the soul is satisfied and the ears are pleased.” Accordingly, the
translator may use some elements that specify his culture in the translated text in
order to make it pleasant for the new audience, and this makes it enjoyable in

reality. These elements may be called poetics of culture.

Poetic translation is considered as writing which captures the spirit or the
energy of the original poem. One way of making this abstract notion more concrete
is to equate it with style, because style can be seen as the result of the poetic
choices. This focus on style as central to poetic translation is found especially in the
writings of (i) translators who are themselves poets and can be assumed to have an
inherent knowledge of how this works and (ii) critics who take the view that a
theoretical understanding of poetry is essential not only to the reading of translated

poetry but also to the act of translation.
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2.5. Untranslatability and Translatability of poetry

When dealing with poetry translation, Najib (2001, 197) states that Arabic
poetry is a specific genre of literature which is distinguished by its music which
stems from both its meter and rhyme. Recent poetry is the basis for feelings since it
calls for emotions rather than thought. In addition, Arabic poetry is only one kind
which stands for the English lyric poems. This latter is divided by Arabs according
to the purpose into eulogy, satire, and enthusiasm etc. However, in English there are
various types of poetry like; epic, ballad, dramatic, didactic, satirical, and lyric which
is divided into elegy pastoral and song which are very near to Arabic poetry. In
translation, authors use different words or concepts which imply several meanings
near or far from the concepts themselves which the translator understands from the
context of the poem and sometimes he needs annotations and cash margins or critical

studies in order to understand the exact meanings.
2.5.1. Untranslatability

Untranslatability means the area at which intercultural equivalence does not
exist. For Catford (1969) intercultural non - equivalence can cause untranslatability
because there are cultural features which are relevant to the ST yet they are absent
in the TT. This may occur especially when there is a great tension between form and
meaning where making full equivalents is very hard if not impossible. In relation to

this point, Winter (1969: 478) writes:

The system of form and meaning in language A may be similar to that
in language B, but it is never identical with it. This statement has a
very simple, yet very important corollary: There is no completely exact
translation. If an interpretation of reality as formulated in language A
does not exist in isolation, but as part of the system total of this
language, then its correlative in language B cannot be isolated from the
overall system of B, which must be different from that of A.
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The previous quote focuses on the differences between languages’ systems as
languages may be similar but not identical which makes exact translation impossible
because there may be a kind of tension between form and meaning. Ricoeur (2006)
states that the resistance to the work of translation is because the translator is
confronted with a lot of difficulties in different stages even before he starts dealing
with the text which leads to untranslatability. In fact, this implies that the translator
will be surrounded by lot of obstacles that are scattered all over the text he will
translate. However, it should be noticed here that the translator should avoid the
duplication of the source language in the target language since this leads to a bad
translation. In spite of that, we may say that the most difficult type of translation and
the one which has exercised the human mind the most is literary translation and
especially poetic translation; it is the one in which the translator faces most of the
difficulties. Thus, poetry represents the difficulty of separating sense and sonority on
the one hand and of the signifier and the signified on the other. In addition, the
source language and the target language have neither the same cultural legacies nor

the connotative meanings.

The resistance the translator may face is found at two main levels; at the text
that is going to be translated and the reception of the language used in translation.
This may put the translator between two main controversies; faithfulness and betrayal
and in order to get rid of this dilemma, it is better to consider a good translation as
the one which only aims at equivalence. Whether to translate the word or the
meaning, the thought or the language, the spirit or the word are the problems which
make some scholars confused and especially Steiner (1998:5) who says: “To

understand is to translate.”
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Succinctly, the unanimity now seems to be that absolute untranslatability does
not exist disregarding idiosyncratic elements of each language. The debate on
translatability versus untranslatability loses part of its validity, since the different
strategies which translators have recourse to when faced by a cultural gap or what
some may call translation loss are recognized as sound translation mechanisms aside
from translation practice which portrays that it is possible to translate. Maybe,
translation is an impossible task when the form of the source text is preserved rather
than the content since translation can never be a replica of the source text in the

target language.
2.5.2. Translatability

Pym (1992) and Turk (1991) claim that untranslatability is the ability to
transfer meaning from one language to another without resulting with a radical
change. However, the issue that rises here is which type of meaning? or are all kinds
of meaning translatable? Just few theories emphasize on the translatability of all the
kinds of meaning. The main problem in both the theories that stand with or against
translatability is in the expressions of the source text and the meanings that exist in

the source language which are a subject of translation.
Pym (1992) and Turk (1991) add that translatability works in three ways :

-The rationalists emphasize on the universality of meaning, i.e., they believe that
thinking and speaking are said to be loose. This implies that meanings and their

representations are always translatable.

- The relativists emphasize, on the other hand, on the bound relation between thinking
and speaking and each language embraces the way of thinking. And, translators have

the choice to become closer to either the source language or the target language.
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- The third approach stands between the first and the second. It emphasizes on the
possibility to translate since each language has its individuality and its own way of
expressing things. These three standpoints have been summarized in the perspective of

Brislin (1976: 63) when he states:

The question of untranslatability has too often been discussed in terms
of absolute rather than relative equivalence. If one is to insist that
translation must involve no loss of information whatsoever, then
obviously not only translating but all communication is impossible. No
communication, whether intralingual, Interlingual or intersemiotic, can
occur without some loss of information.

From the two claims we may infer that there are three theories concerning the

possibility or the impossibility of translating anything. The possibility to translate, the

impossibility to translate, and the translatability of meaning and words in any case.

Snell-Hornby (1988) relates between translatability and culture and the extent to
which the text is embraced in its culture and the distance which exists between the

source text and the target audience. Snell-Hornby (1988: 44) says:

The extent to which a text is translatable varies with the degree to
which it is embedded in its own specific culture, also with the distance
that separates the cultural background of source text and target audience
in time and place.

The concept of untranslatability is to be discussed in poetic texts which are likely to

talk about signification in terms of reference or vice-versa. These two concepts may

rise being against translatability.
2.6. Poetry and Translation: The Art of the Impossible

Slutsky in Friedberg (1997: 118) writes:

While translating verse
You crash through a wall
And with a bloody face
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You are suddenly on the stage
Lit up by thousands of watts
Facing thousands of eyes

After having made your way
Through the brick, like a stream

Under this heading we want to gather the opinions of those who consider
translating poetry an impossible art which may distort the essence and beauty of
poetry by emphasizing on the reason behind their standpoint. According to Robert
Frost (cited in Cutter, 2005: 32): “Poetry is what gets lost in translation.” This
famous formulation implies that poetry and any literary form perishes and loses its
meaning when translated. In fact, according to the followers of this trend, translation
is an impossible necessity for which all the translators are confronted with
irresolvable translation dilemmas. In order to move from the untranslatability of poetry
to its translatability, it is advised for translators to move from the literal translation
of poetry to the metaphorical understanding of the translation as a process. Osers
(2011) explains the famous saying of Robert Frost by proclaiming that tending to
translate poetry is a kind of wisecracks; an opinion which was granulated by Oser
who argued that if the translator opts for the different alternatives related to the poem
he may gain in translation. In addition, Barnstone (cited in Cutter, 2005) differentiates
between a writerly translation and a readerly translation since the first is creative,
cautious, imaginative; it is not passive, rigid and literal. Likewise, there is a famous
saying ‘proverb’ attributed to Romans and it implies that “translators are traitors”
because the translator should remain faithful and accurate in dealing with the source
text. Concerning Arab theorists, translation of poetry is impossible. With due reference

to that Aljahiz (cited in Saigh & AKI, 1993) says:
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"dallade e W 280" /wa shi‘ru la yajuzu ‘alayhi al-naglu/. This means that poetry can
never be translated as it has some textual features like meter, rhythm and rhyme
which make it more difficult to be translated than prose without forgetting its
imagination, rhetorics, and succinctness. Moreover, translating poetry requires
judgment, taste, skill, rapidity of thought, and the most intense concentration of the
attention. In reality, the scholars who emphasize on the impossibility of translating
poetry depend on the difficulty of rendering connotative meanings which are the heart
of poetry and a crucial part of the cultural meaning of the source language.
Moreover, the meaning of a sentence is more than the words which compose it.
Also, words have a special organization in poetry which results in a given pleasing
and informative pattern. Besides, poetry consists of a kind of ambiguity which is the
heart of complexity. This ambiguity results from its nature represented in carrying out
a variety of meanings which prevents the translator from getting deep into the text.
In this respect, Baker (2001: 171) claims “Poetry represents writing in its most
compact, condensed and heightened form, in which the language is predominantly
connotational rather than denotational and in which content and form are inseparably
linked.” Here, Baker wants to emphasize on the difficulty or peculiarity of poetry
which does not express thought only but emotions either. In addition, the major point
to emphasize on is what poetry means, not what it says. In relation to the importance
of connotative meanings which are part of culture and the impossibility of translating

poetry, Connolly (1998: 174) declares:

Translating poetry is impossible because it is difficult to convey the
culture and tradition of the source language in the target language, or
vice versa. The poem might have different implicit, explicit, denotative
and connotative meanings, the translator is a reader, and therefore he
will give his reading to the poem.
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Along the same line, translating emotiveness or the words which have an
emotive effect on the reader or listener is of a great difficulty because it arouses
sentiments and produces emotional effect. At its deepest level, poetry communicates
hidden aspects of human experience including emotions, feelings, and thoughts through
the sophisticated traditions of an antique and passionate art. This may be summarized

by Stevenson (1963: 21-22):

The emotive meaning of a word or phrase is a strong and persistent
tendency, built up in the course of linguistic history, to give direct
expression to certain of the speaker's feelings or emotions or attitudes;
and it is also a tendency to evoke corresponding feelings, emotions or
attitudes in those to whom the speaker's remarks are addressed.

This quote implies that the most resisting feature in translation is emotiveness or
emotive expressions. On the other hand, Bennett (cited in Ashbery, 2001: 71) says:
“When a bowl of water is moved from sink to table, some water may spill and be
lost. When a poem is translated, some poetry may leak out and be lost.” This quote
sheds light on the ability to preserve the meaning. It uses an analogy between taking
a text from one language to another with taking a bowl full of water from sink to

table. Thus, as water may pour poetry may be lost.

In a nutshell, the question which raises here is as claimed by Ricoeur (2004)
the possibility or impossibility of translation. He claims that translation is in itself a
challenge yet this does not prevent from saying that poetry is translatable since great

works have formed the subject of different translations.
2.7. Translating the Untranslatable

Derrida (1992: 258) says: “What must be translated of that which is translatable can

only be the untranslatable.”
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According to Anderman (2007), as a full-time literary translator of Spanish and
Portuguese, it is her objective to translate everything. Even though there is some loss,
there is some gain. In fact, she believes that the cultural concept is like a stick that
is used to beat the translator which is not true. In addition to that, she gave some
examples from what she has translated such as; naming the physical world; puns,
idioms, proverbs; and historical, geographical, and cultural references. She has given
lots of examples in which she used some clarifications about the words which exist
in the culture of one language and not necessarily in the other, here both Spanish
and English. In order to clarify more, it is worth including the saying of Patterson
(2006: 111) when interviewed by the Spanish novelist Javier Marias who has himself
worked as a translator ‘“the translator is a privileged reader...and a privileged writer.”
This quote implies that the translator must have a close reading of the text in the
context of the story or the book. And, as a writer he should adapt the text to what

suits the context of the target language in order not to distort the meaning.
2.8. The Difficulty of Translating Poetry

Poetry translation has incomparably stirred mind. It is said to be the most
difficult, most demanding, and fruitful in translation. It is ambiguous and exhibits a
special relationship between form and meaning and signifier and signified. Translation
of poetry involves both special critical abilities and special writing abilities. Khalussi
(1982) proposes that poetry is the most difficult type of literature in translation. It is
advised to the translator to read the poem and taste it to feel it then to translate it
using rhythmic prose. However, translating poetry to poetry needs a special talent.
Sometimes the translated poem is better in terms of beauty than the original text.
Some translators have used blank verse in order to translate poetry from Arabic to
English. He adds that didactic poetry is the easiest type which may be rendered from
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the source language to the target language. Moreover, in lyric the translation is more
difficult since the ideas are less organized and the degree of using fiction is too vast.
As a result, poetry cannot be translated by the use of prose and no one can translate
poetry unless he is himself a poet. When comparing between two versions of the
same poem Aziz et. al. (1972) claim that the first is an explanatory text which is
faithful to the source text but it is far from poetry. While the second is a good
translation of the original poem and in some instances it is better than it is

aesthetically speaking.

If we consider translating literary works as the most difficult in translation
studies, translating poetry remains the most challenging, difficult, and demanding of
all the types of literature. Connolly (1998) points out that more importance in the
field of literary translation has been given to poetry more than prose and drama
because of its difficulty and the hot debates it caused. Poetry has been generally
dealt with from the practical point of view since 2000 years. Yet, there are many
problems that portray clearly the difficulty of the task because the number of
strategies used in dealing with poetry translation are very few and it is difficult to
preserve the distinctive features from one language to another especially idiomatic
expressions. Moreover, no language is rich enough to preserve the stylistic traits and
figures of speech of another even if they are simple and primitive ones. Likewise,
poetry is one of the most challenging genres among literary genres to translate
because of its distinguishing nature of both form and sound. Ba-Jubair (2011: 39)

states that:

Since languages are divergent in their poetic styles, the translators of
poetic discourse may encounter many problems, such as: (1) preserving
sound effect and tension between form and content, (2) maintaining
figurative language, (3) transferring culture-bound expressions and (4)
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compensating for the incongruence in emotiveness between the SL and
the TL expressions.

These four problems may rise in the process of translating poetry and especially

between two very distant languages such as Arabic and English.

Jones (1989) claims that when dealing with poetry, there are three important

stages that poetry translation passes by:
- The Understanding Stage :

In this stage the source text is being closely analyzed.
- The Interpretation Stage :

In this stage the translator should work with due reference to the source text
and by giving a great importance to the target text. He researches necessary words

and phrases.
- The Creation Stage :

In this stage the translator focuses on the target text and tries to adapt it with

the target culture.

These three stages summarize what the translator should do when he translates poems
from the beginning till the end. This implies that the translator should read the
source text attentively and know about the writer, his culture, his country and his
traditions. Moreover, he should find equivalents for the items that compose the source
text item by item in the target text and this is done by knowing the different
customs and traditions that are part of the culture of the target language and this can
be done by travelling to the target language’s country or by reading too much about

the source culture. In addition, and as an ending point in the translation of a poem,
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the translator should put the last touch to the target text as an inventive, sparkling

reality.
2.9. Things to Pay attention to in Translation

Lefevere (1992) claims that, when translating, the translator should first pay
attention to the subject matter, and the meaning of the author he is translating for
because this makes his translation accepted by the target text audience. Second, he
should be excellent in both the language he translates and the language he translates
into in order not to violate the beauty of any language. Because of the difference
between the characteristics of each language, the translator should pay attention to the
diction, patterns, subtleties, and power of each language. All these characteristics
should be translated. In fact, the shortage in one of the characteristics of both SL
and TL will alter the message and hurt the author the translator is supposed to
translate for. Third, the translator should not be totally related to the rendering of the
source text word-for-word because it is difficult not to fall in slips when a foreign
text is translated word-for-word. The translator should translate it sense by sense
unless he is dealing with the translation of scriptures where the word order is a kind
of mystery. Thus, a good translator is the one who takes the meanings of a sentence
as a whole not line by line or verse by verse. Fourth, the translator should get rid of
words which have become out of common usage unless there is a big necessity for
that. Fifth, a good translator is asked to observe the figures of speech in order to
form a remarkable composition that pleases the ear and satisfies the soul. In a
nutshell, the translator may change some parts of the source text in order to suit the
target language’s stuff and in such a way the translator will be a translator in some
parts and a creator in the others. He may invent new things in order to please the
target audience. As an example of a good translator is Antoine Houdar de la Motte,
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(1672-1731), French writer, critic, and translator. He who translated the epic poem of
llyad in a book that was published in 1714 by shortening it from twenty four
volumes to only twelve through ignoring and omitting unnecessary detail or by
correcting defects of the poem and including gleam elements that make the poem
acceptable and attractive in terms of aesthetics because each translator has to write
for its own time not for the past. In addition, the translator gets into debt; if he
wants to repay it ‘his debt’, he should pay the equivalent of the same sum but not in
the same currency, i.e., if an image is absent it should be replaced by a thought in
order to avoid falling into gaps. In fact, these are called spirited translators as they

have the ability to replace the spirit of an ancient text by another which is modern.

2.9.1. Things to Pay Attention to when Translating poetry
Voltaire (1964-1978, cited in Harold, 2008: 90) claims: “Woe to the makers of
literal translations, who by rendering every word weaken the meaning! It is indeed by

so doing that we can say the letter Kills and the spirit gives life.”

The difficulty of translating poetry rises from its specificity because it
comprises in its verses all instances of difficulty that exist in a language whether
aesthetic, grammatical, or linguistic and cultural. According to Connolly (1998: 173)
“The message of a poem is often implicit and connotative rather than explicit and
denotative giving rise to different readings and multiple interpretations.” This implies
that the problems which raise at the semantic level result from whether to translate
the source text according to what the translator understands or to what the poet
means. The second possibility can be only realized when the poet is alive and in
this case the translation work will be a cooperative one. In fact, the translator should
focus on the style since it is a distinguishing feature of poetry translation from other

features. Further, readers expect to find the characteristics of the source poetic text
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translated to the target and scholars consider it a successful work if the translator
renders both style and content. In reality, this means that the translator should not
prefer one aspect than the other because all aspects are of equal importance in

translation and doing the opposite makes the translator fail to a great degree.

The most important question to ask about poetic translation is whether to
translate poetry into poetry or into prose. For this, Burnshaw in the poem himself
(cited in Bonnefoy, 1979) claims that it is better to hear the original text then render
it literally in a prosaic form and providing it with a lexical and contextual
commentary. However, a lot of perspectives are still holding the second side which
aims at keeping the features of a poem and especially rhymes and meters. Brodsky
(cited in Bonnefoy, ibid.: 374) proposes that “meter in verse are kinds of spiritual
magnitude for which nothing can be substituted ... they cannot be replaced by each
other and especially by free verse.” This quote implies the opposite of the first claim
that limited the translation of poetry into prose only. Instead, it points on the
preservation of both meter and rhyme when translating poems. The form of a poem
is also of a great importance since it goes together with the words just as the
signifier and signified which change through the passage of time. For instance, if
Arabic classical poetry is translated literally, it will not have the same impact in the
target language as it had in the source language because it will lose much of its
beauty and gleam. In spite of that, there are poems which are made for the sake of
producing emotional effects. In this case, the pragmatic dimension is the most
difficult since if the translator cannot capture the semantic meaning in semantic
equivalence; he will not be able to define dynamic equivalence. What matters here is
the effect or the impact of the target text upon the audience which should be the

same as the effect of the source language text. In poetry, the concept of equivalence
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is difficult to achieve because of the peculiarity of this genre. Hence, if equivalence
is achieved at sound pattern it will be somehow lost at the semantic or syntactic
level. De Beaugrande (1987: 101) and Lefevere (1975: 96) prefer the communicative
equivalence as it is the one which enables us to know if the translation is successful
or not. On the other hand, no poetic translation work is complete since there is
always loss of meaning compared with the source text and the translator is always in
front of several choices. Jones (1989: 197) proposes that: “poetry translation has been
named the art of compromises.” Thus, the best solution for translating poetry is
multiple translations of the same poem as this may highlight different aspects of the

same poem.
2.9.2. The Features Taken into Consideration When Translating Poetry

Chongyue (2010: 66) states that: “The essence of poetry translation is the
transference of spirit instead of form”. This implies that in order to transfer the spirit
of the ST to the target language, much attention should be taken to render the
meaning. Thus, when it comes to meaning, translation is believed to involve
conveying what is implied and not what is said (Meyer 1974, Cited in Shiyab, 2006:
80). For that, the elements which should be taken into consideration when rendering a

poetic text are summarized in the following sections.
2.9.2.1. Denotation and Connotation

Denotation and connotation are interrelated and at the same time opposites
because when one occurs the other is absent. According to Armstrong (2005) the
denotative meaning is the conceptual, cognitive, or propositional meaning. This implies
that denotation is the meaning that a word expresses literally. Despite that, the

connotative meaning is the secondary meaning of a word that is not attached to its
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denotative meaning, i.e.,, it is secondary to the core meaning of denotation.
Sometimes, it is specific to a given language. In fact, considering connotation as
secondary does not lessen from its importance for the fact that this layer of meaning
is the one which is intended in poetry and that the translator should pay attention to
when translating. According to Hervey and Higgins (2002) any text has different
layers of meaning such as: referential content, emotional colouring, cultural, social,
and social associations etc. All these levels of meaning are found in poetry. Thus,
and as mentioned previously any word has different overtones which are called
connotative meanings, i.e., the meaning which stands above the literal meaning of
words and expressions and which forms the whole meaning of a word. Leech (1974:

24) provides us with six different types of connotative meaning as follows:
- Allusive Meaning

Allusion means when an expression or a word recalls a quotation or a saying

which in turn becomes a part of the whole expression or word.
- Attitudinal Meaning

It is part of the whole meaning of an expression which comprises some
prevalent attitude to the referent. For instance, the words ‘the police’ ‘the filth’ and
‘the Old Bill’ may have the same referential content, i.e., they may be used in the

same context as synonyms, but they have different whole meanings.
- Associative Meaning

It is part of the whole meaning of an expression which embraces some wrong
or right expectations which are related to the referent of the expression. A universal

associative meaning is that of nurse as people associate the word ‘nurse’ with a
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woman rather than a man because saying ‘he is a nurse’ sounds weird. ‘Nurse’ also

has a common attitudinal meaning of trust, gratitude, and affection.
- Collocative Meaning

It is the name related to any expression standing above its literal meaning by
the meaning of some other expression it occurs with to form a useful phrase or

expression.
- Reflected Meaning

It is the meaning of an expression over its literal meaning taking into account
that its form which makes the mind recall the completely different meaning of an

expression that sounds, or is spelled, the same, or nearly the same.
- Affective Meaning

It is related to the choice of an expression which has an emotive effect
worked on the reader or the addressee. It forms part of the whole meaning. The best
example of that is the difference between saying ‘Stop talking, please’ and ‘Shut
up!”. The two examples have the same literal meaning, yet they have different
attitude from the speaker to the listener which is politeness in the first and rudeness
or anger in the second. Expressions of rudeness, politeness, compliment, lubricity, and

insult carry this affective meaning.
2.9.2.2. Style and Register

Armstrong (2005) says that by relating register to style we may speak about
the term ‘register variation’ which means linguistic variation that is one condition of
situational context. Indeed, there is some confusion in using both terms because of

that it is worth giving the meaning of both and for that the register is the specific
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vocabulary that is used in a given domain for example; medicine, law etc...
However, style is related to the degree of formality. Style is very important and
especially in meaning because the change of style means a change of meaning. In
addition, style makes a good text a poor one and vice-versa. Ghazala (1995: 201)
claims that style is the different, several choices made in a text from language stock
in regard to layout (or shape), grammar words and phonology. This implies that there
are several shapes and many grammatical structures and a great number of words and
various phonological features that a writer may choose from in order to write
efficiently and adequately. Here, it is worth noting that the translator should pay
attention to the scale of style and the variation of register when translating since he

is dealing with poetic discourse.

Some other elements that have been put forward as distinctive of poetic style

are:

_Its physical shape including use of lines and spaces on a page.

_Its use of inventive language and in particular, patterns of sound and structure.
_Its openness to different interpretations.

_Its demand to be read non-pragmatically.
2.10. Cultural Diversities between English and Arabic

Jackobson (1985: 107) placed language between culture and nature; he says:
“Language is situated between nature and culture and it serves as a foundation of
culture. We may go even further and state that language is THE [his emphasis]
necessary and substantial foundation of human culture.” The greatest barrier for
translation is culture. In fact, culture is a two edged word. It may be classical, high,

or anthropological. It is the sum of attitudes, practices, and values that characterize a
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society. Translation does not deal with two languages in isolation, it is the
transmission of one culture from one language to another. Thus, cultural differences
are bigger obstacles for the successful translation than linguistic ones. According to
Taylor (1958: 1), “Culture is the complex whole, which includes knowledge, belief,
art, morals, law, customs, and any other capabilities or habits acquired by man as a
member of society.” This implies that almost everything in the life of human beings
is related to culture and especially vocabulary which derives its meaning from culture.
In this respect, Arabic is related to some cultural and social norms different from
those associated with other languages especially English. For that, the differences
between Arabic and English often causes greater problems for translators than
linguistic differences. Thus, the diversities that occur between Arabic and English
cultures may be political, social, or religious (Al Ghussain, 2003). Each of which
plays a great role in shaping the thought, the meaning, and the understanding of the
language items. British political culture is different from Arab political culture since
British institutions follow a given framework and Arab ones follow another way
which is different from the British one. Likewise, social culture is different because
British customs and traditions are related to Christendom with all its doctrines and
this is very distant from Arab traditions and customs which are related to Islam or
the Islamic culture. For that, the translator of poetry should pay attention to all these
specificities which differentiate one culture from the other because poetry encloses
almost all cultural aspects. So, language is like the heart and culture is the body and
translation is the surgeon who is responsible for operating the heart by paying
attention to the body. He should not treat the heart in isolation to the body. Along

the same line, Shiyab (2006: 26) asserts:

One cannot really understand a foreign language without taking into
account the culture of which it is a part. This is why translating any
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text from one language into another vyields a particular kind of
ambiguity which cannot be clarified unless the intentions of the text-
producer within his/her own social, cultural, denotative, connotative, and
rhetorical contexts have been accounted for.

Here, the attention is drawn to the understanding of the foreign language which is
the result of knowing its culture. As a result, not knowing the culture of either the
source language or the target language results in ambiguity or losing the meaning of
the original text. In order to lift that ambiguity, it is advisable to account for the
intention of the author taking into consideration his social, cultural, denotative,

connotative, and rhetorical contexts.

2.11. Poet Translators and Translators Poets (The Translator as a

Creator)

Wilss (1996) proposes that since translation is a kind of derivation, i.e., the
purpose of translation is not to create a new text but it is turning a primary text into
a secondary one, the translator’s task is to produce the source text in the target
language for the target audience taking into consideration semantic, functional,
pragmatic, and stylistic dimensions. This means that there should always be a total
reference to the source language. Thus, as Shiyab (2006: 88) claims “Writing,
particularly in literature, is a matter of creation whereas translating is a matter of
text-comprehension, as the idea of the text to be translated has already been
determined by the writer.” He represented the following chart in order to differentiate
between the act of writing and the act of translating which shows clearly the
transference of the text from being written to being translated. He emphasizes that the
translator should neither be too creative nor too literal since being too literal leads to
ambiguity and being too creative may result in losing the beauty and intricacy or the

original text.
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Writing Translating

A A

Text-Transference

v v

Creation Text-Comprehension
Fig.3: Writing-Translating Representation (Shiyab, 2006: 88)
In addition to that, Shiyab (2006) emphasizes that the literary translator is different
from the translator of any other text since he has a degree of freedom which the
other translator does not have. Moreover, he should not be too faithful and too bound
to the original text because he leaves his traces in the translated text just as an artist
leaves his impression in a given painting. Thus, the literary and especially poetry
translator, is free in the interpretation of a text as long as his translation does not

distort the general meaning of the text.

Basnett & Lefevere (1992: 34) emphasize on the difference between translating

and creating by saying :

We are faced with a totally different matter when a creative poet takes
up an ancient work and transforms it recreatively in his own spirit.
This is quite legitimate, even great, but it is not a translation. For
translation only wants to let the ancient poet speak to us clearly and in
a manner as immediately intelligible as he did in his own time.

The quote above implies that recreating an old text into a new one may change a lot
of things in the source text which is supposed to be transmitted as it is. In fact, this

will be considered a kind of distortion and lack of fidelity which involves from the
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translator to make his decision at the ideological level, poetics, and universe of

discourse.

Despite that, there has always been a close relation between the act of writing
poetry and its translation. Major poets are both writers and translators and they are
interested in the theoretical issues that a translator is confronted with. Many poets
and writers have claimed that the translator should be a poet in order to translate a
poem. Yet, if the translator is not a poet he will become in the process of
translation. Thus, if writing a poem is an artistic work that needs a lot of energy and
some inspiration; the translation of this work will need less energy. However, not all
poets are good translators since the poet may give the translated version his own
style that is imposed on it and this is a kind of subjectivity and lack of faithfulness.
Because of trying as much as possible to be faithful, translator-poet is considered as
the needed person for translating poetry. In fact, poetry translator is a highly gifted
translator because the translator whose source language is not the mother language
will end up with an intuitively accurate and aesthetically pleasing text. Indeed, the
judgment of a translated text should be based upon the aim to achieve, i.e., wether
the target text transmits the same aim to the audience who reads it. So, in order to
translate effectively, the translator should love the poet’s work with a degree of
inspiration which is sometimes absent in the models of poetry translation. Succinctly,
the profound emotional involvement of poetry translators in this type of translation
makes them love this difficult task and get passionate and motivated to achieve good

results from the task that some have called the ‘art of the impossible’.

Meschonic (1973: 354) claims that there is no difference between a translator
and a creator, as the best translators are writers: “un traducteur qui n’est que

traducteur n’est pas un traducteur, il est un introducteur; seul un écrivain est
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traducteur.” This quote implies that there is no difference between a translator and a
creator because being a translator means being a creator. Thus, the translator, if he is
able to create something new in the target language in order to avoid untranslatability
and to enrich the target language by preserving the aesthetic aspect of the poem he
is translating, it is advisable to do it. In fact, this was summarized by Bemmett
(cited in Ashbery, 2001: 77) when he says: “The translator’s task is harder than the
poet’s; the poet creates, the translator recreates.” The reason behind the difficulty of
the translator’s work is because he should respect the cultural distance and render the

text as it is without turning it to a comment or a kind of criticism.
2.11.1. Translational Competence and Translational Proficiency

According to Ricoeur (2006), There are two partners which are related to the
act of translating; the first is the foreign which embraces three elements the author,
the text, and its language and the second is the reader or the recipient of the
translated work. And, between the former and the latter stands the translator who
must do both the task of transmitting the author’s message to the reader and the
reader’s message to the author or as said by Franz Rosenzweig “bringing the reader
to the author”, and “bringing the author to the reader.” In fact, this implies that the
task of the translator is to be the mediator and to serve both the author with his
foreign language and his written work and the reader with his desire and to try to
appropriate between the two which is a kind of paradox and more than that it is a
difficult task. In reality, the problem that stands behind the difficulty of the
translating task and especially translating poetry is trying to create a new text which
mediates both the source and the target text or which claims to say the same thing

in two different ways. This may result in a text of equivalence without adequacy.
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In reality, the translator of poetic texts should possess some linguistic skills
in addition to the poetic sense, i.e., he should be aware of the knowledge of both the
source and the target languages’ cultures and poetic patterns of writing, and must be
familiar with literary terminology, and must be competent in the target language
specific writing style; this is what is called experience or expertise. In other words,
the poetic translator should know all the shades of meaning of the source language
text in order to be able to transfer it as faithfully as possible to the target language.
Cao (2007) believes that the proficient translator in any field should be a competent
translator which means that a competent poetry translator should be first a competent
translator. Cao (2007: 39) adds that translation competence is the knowledge that is
essential to the translation act whereas proficiency is the ability to direct translational
competence to practice translation tasks in context for intercultural and interlingual
communication purposes. This, in our case, implies that to be competent the
translator should possess the necessary knowledge for translation that concerns poetic
discourse. However, in order to be proficient he should be able to mobilize and use
this poetic knowledge to suit the literary context in order to meet intercultural and
interlingual purposes. So, translation proficiency may be defined as a global skill
which includes both the competence and ability that mix together during the
translation process and result in the translation product. It is this overall ability that
makes translators sure of themselves and makes translation a touchable reality. The
schema below portrays translation as a dynamic process that is used to achieve given
purposes such as communicative and cross-cultural goals. Here, translational language
competence, i.e., grammatical, textual, illocutionary and sociolinguistic competences,

and translational strategic competence are the crucial constituents of communicative
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language ability, and they co work with knowledge structures which means knowing

the subject matter that will be tackled in order to be used in translation.

Translational Language Translational Knowledge

Competence Structures

Translational Strategic Competence

Context of
Situation

Fig. 4: A Model of Translation Competence (Cao, 2007: 41)
The diagram above clearly shows how translational language competence and
translational knowledge structure co-work to become concrete in the translational
strategic competence that is adapted to the context of situation. Thus Dryden (1992)

emphasizes on the role of the translator’s competence by saying:

The qualification of a translator worth reading must be a mastery of the
language he translates out of, and that he translates into; but if a
deficiency be to be allowed in either, it is in the original, since if he
be but master enough of the tongue of his author as to be master of his
sense, it is possible for him to express that sense with eloquence in his
own, if he have a thorough command of that. But without the latter he
can never arrive at the useful and the delightful, without which reading
is a penance and fatigue.

What has been said by Dryden here may be clarified in the quote of Shiyab (2006:

60): “In order to produce some publishable work, the translator has to assess the text
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textually and structurally, and then find the best strategy and style that would vyield

adequate translation.”

In short, the translator should possess a number of competences which are: the
linguistic competence of various languages, the cultural and civilizational competence,
the argumentative competence, the competence of adaptation, the competence of
reconstruction, the competence of reformulation, the competence of reproduction, and

the competence of creation in order to attain translation competence.
2.11.2. The Translator as a Secret Agent

Armstrong (2005) claims that in the majority of cases of translation the
translator should be invisible and his work should be undetectable. In deed, an
excellent translation should be felt as if it were written in the target language in
terms of sentence structure, linkage, and discourse which should be appropriate to the
target language. However, literary translation may render some characteristics of the
source text which is known in translating literature as foreignising translation.
Moreover, the translator does so in order to keep some stylistic effects from the ST
in the TL. This implies that the translator should have no visible touch in the target
language’s text unless the intent of the translator is to provide the readers of the
target text with some specificities of the ST. The transparency has been clearly

identified in what was said by Shapiro (cited in Venuti, 1995: 1),

| see translation as an attempt to produce a text so transparent that it
does not seem to be translated. A good translation is like a piece of
glass. You only notice that it’s there when there are little imperfections—
scratches, bubbles. Ideally, there shouldn’t be any. It should never call
attention to itself.

The above quote means that translation is trying to be implicit, transparent, and

invisible as much as possible. Furthermore, a good translation should not include
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weaknesses and it should not be noticed to be a translation. This puts the translator
between two difficult choices which are the desire to be faithful to the ST and the

doubt of treachery.
2.11.3. Source Text Oriented or Target Text Oriented

Anderman (2007) states that translation swings between two camps which are
the foreigniser and the domesticator. The first means that we should feel that the text
is translated by leaving some traces from the original text and the second is related
to those who believe that the translated text should be considered as a new text or a
text that has originally been written in the target language. In reality, these two
camps may be used in order to translate linguistic and cultural concepts which may
not be submitted to the simple rules of the language and that may or may not have

equivalents in the target language.

On the other hand and according to Robinson (2010), the crucial thing that
marked translation is the debates which aim at being faithful as much as possible. In
fact, translation has been compared to the act of putting new clothes or painting or
copying or even writing and creating. This implies that the translator should create
something new which is related to the target language’s culture especially when there
are no exact equivalents even if he is considered as a betrayer to the source text’s or

the source language’s culture. Gentzler (2001: 70) says that:

The two most important shifts in theoretical developments in translation
theory over the past two decades have been (1) the shift from source—
oriented theories to target—text-oriented theories and (2) the shift to
include cultural factors as well as linguistic elements in the translation
training models. Those advocating functionalist approaches have been
pioneers in both areas.
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The previous quote indicates the two important shifts which occur in the process of
translation. Thus, if the translator is rendering a text from SL to TL, this requires the
passage from the source culture to the target culture since translation is not a simple
transfer of words from one language to another. Despite, domestication and
foreinization carry the force of the culture they represent. On the other hand, the
translator should choose one of the perspectives; either to be faithful to the source
text and translate everything as it is and this is called foreignization or to stick to
the target culture and render the text in a way that suits the target audience and this
is called domestication. Schleirmacher (cited in Rainer & Biguenet, 1992: 42) claims

that:

Either the translator leaves the writer alone as much as possible and
moves the reader toward the writer, or he leaves the reader alone as
much as possible and moves the writer toward the reader.

This quote means that the translator should stand in a medium position between the
reader and the writer. So, his role is either to bring the writer to the reader or to do
the reverse; i.e.,, bring the reader towards the writer. The fact of choosing the
position of the translator is summarized in the following poem said by George
Chapman ¢.1559-1634. English poet, dramatist, and translator whose translation of
Homer remained the standard English translation for two centuries. It is an extract
from the prefatory texts to his translation of the Iliad, first published in 1598,
republished in 1611. Extract from “The Preface to the Reader” (cited in Basnet &

Lefevere, 1992 :62)

Custom hath made even th’ablest agents err
In these translations; all so much apply
Their poems and cunnings word for word to render
Their patient authors, when they may as well

Make fish with fowl, camels with whales, engender,
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Or their tongues’ speech in other mouths compell.

Conclusion

In conclusion, the translation of poetry is an art which should be carefully
studied in order to render it carefully and without distorting the message it caries
because it is specified by its multiplicity of meaning. In this respect Paz (1971:153)
proposes: “A plurality of languages and societies: each language is a view of the
world, each civilization is a world”. This quote means that the translator should take
the different meanings of a word in a text into consideration. In addition, there
should be some specialists who will be concerned in revising the translated texts after
translating them. Instead, there are some perfect translations and some bad ones and
sometimes the translations have some weaknesses. Thus, the process of translation
should be carefully conducted in order to achieve good results and to come out with

a good product which pays attention to both the form and the content.
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Chapter Three

Strategies Used in Translating Poetry from Arabic into English

From Ars poetica, Il. 128-44 (19-17 bc?), translated by Ben Jonson (1573-1637), pub. 1640
For, being a Poet, thou maist feigne, create,
Not care, as thou wouldst faithfully translate,
To render word for word: nor with thy sleight
Of imitation, leape into a streight,
From whence thy Modestie, or Poems law
Forbids thee forth againe thy foot to draw.

From Horace, Satires, Epistles and Ars Poetica, with an English translation by H. Rushton Fairclough
(1926; the Loeb Classical Library, Cambridge, Mass. and London: Harvard University Press, 1999)

Introduction

The poem above is part of the song of Troy which mentioned some strategies
used in translating poetry by neglecting the word for word translation and considering
the translator who sticks to it a slave who can never be creative because he sticks
strongly to the words rather than the meaning. In fact, there is some disagreement
about translation strategies amongst translation scholars not only in the terminology
but also in the concept since different labels are used such as technique, procedure,
method, and strategy. These terms can generally overlap since one can stand for the
other as there are very slight differences between them. In this respect, this chapter
will focus on translation strategies which are used when the translator is not able to
find exact equivalents for the elements of the source text. These strategies swing
between domesticating the source text to the norms that govern the target text and
foreignizing the target textto the rules that manage the source text. According to
Beeby, Engiser, & Persas (2000), distinguishing between main and secondary ideas,
establishing conceptual relationships, searching for information, paraphrasing, back
translating, translating out loud, establishing an order for documentation, etc. imply

that the translator should find a solution to mediate between the source text and the
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target text. This solution is called a strategy. In this respect, Goethe (cited in

Thriveni, 2001) notes:

There are two principles in translation. The translator can bring to his
fellow countrymen a true and clear picture of the foreign author and
foreign circumstances, keep strictly to the original; but he can also treat
the foreign work as a writer treats his material, altering it after his own
tastes and customs, so that it is brought closer his fellow countrymen,
who can then accept it as if it were an original work.

Goethe’s option consists of two preferences: either to stand in a position which is
strictly near to the ST by leaving the taste of the source text in the target language
and as a result opting for foreignising translation strategies, or fostering domesticating
translation strategies by adapting the source text to the target culture by searching for
closest equivalent items. These strategies were called by Chongyue (2010: 66) “formal
resemblance” and “spiritual resemblance” respectively. Thus, we shall try to find the
different strategies, what some call procedures, used in translation as translation

scholars suggested.
3.1. Equivalence

Full equivalence of meaning is rare. According to Hervey and Higgins (1992),
the difficulty in equivalence is in achieving the same effect in the target language by
reproducing the source text. This is very difficult because the effect cannot be
assured upon individuals or even with the individual himself at different times. In
fact, true equivalence is what seems acceptable for all translators. And, the problem

is not in equivalence itself, it is rather in finding an equivalent in the TL for the ST.

According to Kenny (1998: 77), equivalence is a crucial concept in translation
theory, but it creates hot debates and controversies. In fact, approaches to the concept

of equivalent differs from one scholar to another. Thus, some theorists such as
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(Catford 1965; Nida and Taber 1969; Toury 1989; Pym 1992, 1995; Koller 1995) prefer to
define equivalence through relating it to translation. Others see that it is better to get
rid of the theoretical notion of equivalence saying that it is irrelevant (Snell-Hornby
1988) or damaging (Gentzler 1993). However, some scholars stand in between such as
Baker (1992) who uses the term of equivalence for convenience not because it is
theoretical but because it is the essence of translation and all translators are used to
it. So, equivalence is regarded as an important thing in translation without which
translation cannot work, an obstacle for the progression of translation studies, or an

important and useful part in translations description.

Kenny (1998) points out that theorists of translation usually define equivalence
as the relation of the ST with the TT which permits us to consider the TT as the
translation of the ST where equivalent relationships are said to embrace parts of the
ST and the TT at the same time. Pym (1992) emphasizes that both translation and
equivalence define each other and he believes in its circularity. Other theorists like
Baker (1992) define equivalence in relation to its types and focus on the scale of
word, sentence, or text level; or the type of meaning notably denotation, connotation,

pragmatic, etc.
3.2. Theories of Translational Equivalence

According to Leonardi (2000), the theory of equivalence is the essential issue
in translation because it resulted in various theories and heated controversies which
were a result of researches carried out by theorists and scholars such as Vinay and
Darblnet (1995), Jackobson (1959), Nida and Taber (1969 / 1982), Catford (1965),
House (1977), and finally Baker (1992). These theories yielded fruitful ideas for further

discussions and studies. They are divided into three main groups. The first group
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favours the linguistic approach to translation and forgets about dealing with both the
SL and TL cultures such as Catford’s (1965) approach which was based on the
linguistic approach of Firth and Halliday (1966). His main concern is the introduction
of the concepts of types and shifts of translation. The second group consists of the
theories of Vinay and Darblnet, Jackobson, Nida and Taber and House theories which
recognize that linguistic theories of translation are limited. They assume that whenever
translation is not possible the translator can change the method and use another way
in order to solve the problem. As a result, translation is never possible because there
are various methods that a translator can use. They emphasize on the possibility of
translating a message from the SL towards the TL disregarding cultural or
grammatical differences. The third group for example, Baker (1992) gives a detailed

list through which the concept of equivalence can be defined below:

Baker (1992) distinguishes four types of equivalence: First, equivalence at word
level and above word level. She clarifies that when considering a single word, the
translator should be aware of a number of factors like: number, gender, and tense.
Second, Baker focuses on the diversity between languages in grammatical categories
because grammatical rules may vary which causes problems to finding direct
equivalents in the TL because of lack in grammatical devices such as number,
gender, tense and aspect, voice, and person. Third, textual equivalence refers to
equivalence between a source language text and a target language text considering
information and cohesion. Fourth, pragmatic equivalence means the focus on the
implicit meaning in translation in order to achieve the ST message. So, the role of
the translator is to attract the reader’s attention through recreating the author’s

intention in the TC.
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As a result, we can conclude that the notion of equivalence has caused many
hot debates which resulted in these theories, and still continues to cause a lot of

discussions but the most exhaustive theory that translators adopt is Baker’s (Leonardi,

2000).

Durisin (Cited in Bassnet, 2002) emphasizes that the role of the translator of a
literary text is not summarized in finding equivalence of simple language, but of
artistic procedures which preserve the beauty of such literary texts. Moreover, those
procedures are not taken solely, yet they should be put within the specific cultural-

temporal context where they are used.
3.3. Method, Technique, Strategy, and Procedure

Scholars of the language, or translators agree upon two important concepts in
translation which are “literal” and “Free” translations respectively. Thus, Hervey and
Higgins (2002) and Ghazala (1995) have classified translation types through the terms
“literal” and “free”. On the other hand, Newmark (1988) distinguishes between
Semantic (literal) and communicative (free) translation. However, Vinay and Darbelnet
(op.cit) have seven methods of translation which range from “borrowing” to
“adaptation.” Taking these distinctions into consideration, we may say that there is a
difference between four concepts which may be used to mean either different things
or the same thing, i.e., they overlap and may have slight differences. These concepts

are; procedures, strategies, methods, and techniques.
3.3.1. Method

According to Molina & Albir (2002: 507), “Translation method refers to the
way a particular translation process 1s carried out in terms of the translator’s

objective, i.e., a global option that affects the whole text.”

-92-



Molina & Albir claim that there are many translation methods which may be
used depending on the objective behind the translation. This objective might be
interpretive  or communicative (translation of the sense), literal (linguistic
transmodification), free (modification of semiotic and communicative categories) and

philosophical (academic or critical translation).
3.3.2. Translation Techniques

Molina & Albir (ibid.: 509) define translation techniques as ‘“procedures to
analyze and classify how translation equivalence works.” They provided five basic

characteristics:

-They affect the result of the translation.

-They are classified by comparison with the original.
-They affect micro-units of texts.

-They are by nature discursive and contextual.

-They are functional.
3.3.3. Translation Method and Translation Technique

Hurtado (1996) (Cited in Molina & Albir, 2002: 507) proposes that “translation
method, strategies, and techniques are essentially different.” . This quote implies that
the distinction between a method and a technique and between these two and a
strategy should be made. Thus, the translator chooses a global option which affects
the whole text which is called a method. This method affects the way used to
translate micro-items (the technique). For instance; if the method chosen by the
translator is literal or adaptation, which affects the whole text, the translation

technique is also literal or adaptation but it affects micro-units of the text.
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3.3.4. Procedure

Newmark (1988: 81) mentions the difference between translation methods and
translation procedures. He notes that, “while translation methods relate to whole texts,
translation procedures are used for sentences and the smaller units of language.” From
the quote above, we may say that translation procedures are a set of rules followed
in order to reach a specific goal. They are methods which are used to find
equivalents for smaller units and sentences within a given text for the purpose of

transferring elements of meaning from the source language to the target language.
3.3.5. Strategy

Whatever method is used in translation, the translator may encounter difficulties
in the translation process either because of a gap in the knowledge or the skills of
the translator or because of the difficulty of the unit. Here, translation strategies are
activated. Thus, Krings (1986) (cited in House & Blum-Kulka, 1986: 268) defines
translation strategies as: “potentially conscious plans for solving a translation
problem.” Generally, translation strategies are used when translation cannot be carried
out automatically. From the above definition, we may infer that the strategy is a

specific set of procedures to achieve an overall goal or target.

On the other hand, strategies are defined by Molina & Albir (2002: 508) as:
“The procedures (conscious or unconscious, verbal or non-verbal) used by the
translator to solve the problems that emerge when carrying out the translation process
with a particular objective in mind.” Some examples of translation strategies are
suggested by Molina & Albir (2002: 508): strategies for comprehension (distinguish

main and secondary ideas, establish conceptual relationships, search for information)
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and for reformulation (paraphrase, retranslate, say out loud, avoid words that are close

to the original).
3.3.6. The Difference Between a Strategy and a Procedure

If strategies are compared to procedures, we might say that one strategy
encloses different procedures. Likewise, procedures are static or unchanging whereas
strategies are always dynamic depending on the problem which occurs when the
translator is rendering a given text from one language to another. Thus, the term
which is used all over this chapter will swing between strategies and procedures since
the word strategy can stand for a whole method and the word procedure can stand

for the word technique.
3.3.7. Translation Strategy and Translation Technique

Strategies play an essential role in solving translation problems since they are
part of translation competence. They lead us to find suitable solutions for translation
units. In fact, strategies may be used by using a particular technique. As a result,
strategies and techniques co-work in order to solve translation problems by the
different places they occupy since strategies affect the process and techniques affect

the result. According to Molina & Albir (2002: 508),

Paraphrasing can be used to solve problems in the process (this can be
reformulation strategy) and it can be an amplification technique used in
a translated text (a cultural item paraphrased to make it intelligible to
target readers).

This quote means that paraphrasing may be considered as a reformulation strategy in
a given language. However, it becomes an amplification technique in a translated text
especially when a cultural item is not clear for target readers. So, it should be

paraphrased to make it understandable by target readers.
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3.4. The Model Provided by Vinay and Darbelnet

In fact, the seven procedures of Vinay and Darbelnet (1995: 30-42) have been

adopted and used by other translation scholars. They are summarized in the table

below:

Method Example

] C’est un must > ‘It’s de rigueur’;
Borrowing

commune, parlement left untranslated

Calque Conseil d’Etat> ‘Council of State’
Literal translation Quelle heure est-il? > ‘What time is it?’
Transposition Traverser en sautant > ‘Jump across’
Modulation Complet > ‘No vacancies’
Equivalence Quelle heure avez-vous? > ‘What does your watch say?’
Adaptation En un clin d’oeuil > ‘Before you can say Jack Robinson’

Table 3: Vinay and Darbelnet’s seven methods of translation (1995: 30-42)

Vinay and Darbelnet have focused on English-French translation as exemplified
in the table above. But, what interests us here are the procedures used in translation.
So, we shall be concentrating on the methods themselves without mentioning the
examples. In addition, the model of Vinay and Darbelnet comprises seven methods
but there are others which have been provided by other scholars of translation. The
first three ones are more or less literal because they focus on the lexical, structural,
or even metaphorical equivalence of two languages. This may happen only when

these two languages are closely related to each other especially when they descend
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from the same language families. However, the four others are embedded under the

name of oblique translation which occurs when literal translation is impossible.

3.4.1. Borrowing

The process of borrowing is one of the ways through which a language
revives its lexicon. When this method is used in translation, it should be explained or
followed by foot notes or a glossary. Borrowing sometimes undergoes a shift in
meaning since bilinguals feel that there is a semantic gap between the foreign
language and their mother tongue. Loan-words do not cause a problem in translation
unless they have been recently borrowed. Moreover, borrowing creates socio-cultural
and political problems because the use of a cultural concept that is not suitable to

another one will lead to confusion.
3.4.2. Calque

It is one of the procedures used in translation. It is also called semantic
translation. It focuses on finding equivalents of the source language words in the

target language. Likewise, a gloss will be necessary for the first occurrence.
3.4.3. Literal Translation

It is the translation of the source language words by finding equivalents in the
target language. It is also called word-for-word translation. In fact, Vinay and
Darbelnet insist that translation problems started when literal translation is ruled out.
For that, strict literal translations may be used in order to have a special effect such
as being humorous or having an exotic effect. In literal translation both the text and

the content are of equal importance.
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3.4.4. Transposition

Linguistic transposition is related to the grammars of both the source and
target languages. It is interested in replacing the ST word or structure with a TL
word or structure from a different category, i.e., replacing a noun with another part
of speech. Transposition is common in translation and it is obligatory in some

instance of translating idiomatic expressions.
3.4.5. Modulation

Modulation is a common procedure which focuses most on the semantic level
without neglecting the syntactic level. It is a shift in word class or in cognitive
categories. Thus, translators should have a good intuition in order to avoid literal

translation.
3.4.6. Equivalence

Equivalence or pragmatic translation is a common procedure of translation. It
is a type of modulation that concerns the translation of idioms and the pragmatic use

of language.
3.4.7. Adaptation

Also called cultural transposition. It is the most free or the least literal type of
translation because it focuses on the things that are absent in the target culture rather
than linguistic components. Vinay and Darbelnet (1995: 338) define adaptation as “The
translation method of creating an equivalence of the same value applicable to a
different situation than that of the source language”. Hence, adaptation and

equivalence seem to shade into each other. However, deciding whether a translation
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requires a search for equivalence or adaptation depends upon the linguistic or

conceptual distance between the SL and TL sequences.

According to Bastin (1993), adaptation is a method of representing the source
text using a set of operations. In fact, this term may imply a lot of things such as;
imitation, rewriting etc. In addition, he focuses on giving synonyms to the word
adaptation. Adaptation can be classified under some themes such as; translation
technique, genre, metalanguage and faithfulness. As a translation technique, adaptation
is the procedure that was mentioned previously and which was listed by Vinay and
Darbelnet (1995) as their seventh procedure: adaptation is a procedure which may be
used when the context of the source text does not exist in the target text’s culture.
In fact, this results in a form of recreation in order to achieve equivalence in such
situations when cultural gaps are encountered. If we regard adaptation as a form of
translation, which is the characteristic of a particular genre, it will be related to
literary translation and especially drama translation. Brisset (1989: 10) views adaptation
as ‘reterritorialization’ of the original work and an ‘annexation’ in the name of the
audience of the new version. Santoyo (1989: 104) defines adaptation as a form of
‘naturalizing’ the play for a new milieu in order to achieve the same effect that the
work originally had, but with an audience from a different cultural background. In
addition, adaptation is related to the genre of advertising. The aim, here, is to
preserve both the function and the character of the original text rather than preserving
the form and semantic meaning. The most important features of this type of
adaptation are the use of summarizing techniques, paraphrasing, and omission. If the
original text is metalinguistic, adaptation is likely to be justified because the subject
matter is language itself. In fact, this type of adaptation should be left to the

translator himself since he can judge his readers’ knowledge, yet he should produce
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the same effect of the original text. The definitions of adaptation vary from one
scholar to another but the essential issue is whether to remain faithful to the original
text or not. Some claim that adaptation is the best solution for letting the text intact
and enter a world of foreignness. Others, do not prefer the use of adaptation because
for them it is a kind of betrayal of the original author and a destruction of the
original text. Whether remaining faithful or not, adaptation remains a kind of

translation. However; it sometimes ceases to be translation at all (Baker, 2001).
3.4.7.1. Modes, Conditions and Restrictions of Adaptation

Bastin (1993) proposes that it is possible to create a list for the modes,
conditions, for the decision to adapt, and restrictions on the work that will be
adapted. Concerning the modes of adaptation, the procedures that may be used by the

adapter are listed as follows:
-Transcription of the original

It is to reproduce the original text word-for-word in the target text. This

procedure is generally related to literal translation.
-Omission

It is to reduce the text by eliminating some parts of it.
-Expansion

It is to make the implicit information explicit through explaining some words

or providing the text with a glossary or footnotes.
-Exoticism

It is the replacement of dialectal or none sense words in the original text by

rough equivalents in the target text.

- 100 -



-Updating
It is to replace ancient or outdated words by new equivalents.
-Situational Equivalent

It is to insert a context which suits better the target text rather than the

original.
-Creation

It is a global replacement of all the features of the original text except the

message, ideas, and functions.

The most common conditions that make the translator move from translation to

adaptation are as follows:
-Cross-code breakdown
It is the act of not having lexical equivalents in the target language.
-Situational Inadequacy
Here, the context mentioned in the target text is absent in the target culture.
-Genre Switching

It is a global recreation of the original text. For example; when dealing with
children the literary text is changed from adults’ to children’s literature. So, the

discourse is being changed.

-Disruption of the Communication process

This is related to the emergence of new epoch which requires changing style,
content, and presentation in a way that is suitable for the audience that are going to

read the new text. These factors lead to two types of adaptation which are local and
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global adaptations respectively. While the former is limited to some parts of the
original text and caused by problems which exist at the level of the text itself, the

latter is more general and determined by some causes which exist outside the text.
As translation, adaptation has some restrictions which are as follows:
-The Language and Expectation of the Target reader

Here the adapter should evaluate the original text in terms of new information

and things which do not exist in the target culture.
-The target Language

The adapter should find equivalent match in the target language for the

discourse style of the original text.
-The Meaning and Purposes

The meaning and purpose of the source and target texts should be near as

much as possible.
3.4.7.2. Theoretical Boundaries between Adaptation and Translation

Some scholars consider adaptation as a part of translation because the activity
is almost the same. Others, have coined a word which relates both activities
(tradaptation). Some others are taking the concept of adaptation more seriously. They,
in fact, insist that adaptation encourages theorists to look beyond linguistic problems

and emphasize on the role of the translator as a mediator or a creator (Baker, 2001).
3.5. The Model Provided by Lefevere

Lefevere (1975), on the other hand, provides us with seven different strategies

which are as follows:
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- Phonemic Translation

Its objective is to preserve the sense by making an acceptable paraphrase
altogether with the reproduction of the same SL sound in the TL. From this,
Lefevere concluded that this strategy works well with onomatopoeia, but it generally
distorts the meaning. Moreover, this type of translation is the most literal and faithful
type of translation since each phoneme is transmitted to a phoneme in the target
language. This strategy is applied in languages which have similar phonemic systems

such as English and French, and this is very rare.
- Literal Translation

Here, the focus is on word-for-word translation which deviates the meaning

and distorts it. In addition, it neglects the syntax of the original.
- Metrical Translation

In this strategy, the dominant aspect is to use some ways in order to
reproduce the SL meter by imitating the source language meter and translating the
source language content by using the literal translation of each verse. Lefevere comes
to the conclusion that this strategy is like literal translation since it focuses on one

aspect of the source text at the expense of other aspects.
- Poetry into Prose Translation

In this strategy, Lefevere finds that the sense of the ST will be lost, the
syntax and the communicative value will be distorted but not to the extent of literal

translation and metrical translation.
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- Rhymed Translation

Here, the translator enters into a double slavery to both meter and rhyme
because he imitates the rhyming pattern of the original and produces a verse
translation. Lefevere finds that the end product is hard since it resembles a

‘caricature’.
- Blank Verse Translation

In this strategy, there are some constraints which are imposed on the translator
which result in a greater accuracy and literalness as here the translator is submitted

to giving the literal translation of the content of the original poem in blank verse.
- Interpretation

Here, Lefevere points out versions which means to retain the source language
text and to change the form, and to use imitation where the translator preserves the
title of the source text and produces a poem of his own. It isthe freest type of
translation strategy for translating poetry. Applying this strategy, the translator extracts
the main concepts of the original poem and recreates it based on his own style

(Bassnet, 2002).

The last strategy, emphasizes on the translation of poetry by understanding it
and trying to reserve the title and the content yet changing the form and this is the
role of the translator who invents a new text in the target language on the basis of

the poem he has in the source language.
3.6. Compensation Procedures Hervey and Higgins’ Model

Hervey and Higgins (2002) propose some strategies which are typically used in

translating cultural texts and especially the ones which comprise culture specific items.
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The term cultural transposition is used for the main degrees of starting from literal
translation till reaching the transfer of one text from one culture to another. The

degrees of cultural transposition can be represented in the following scale:

Source-culture bias < » Target-culture bias
° ° ° ° 3
Exoticism Calque Cultural Communicative Cultural
borrowing translation transplantation

Fig.5: Cultural Transposition ( Hervey & Higgins, 2002: 33)

First, exoticism is the category in which cultural foreignness falls. In fact, this
term means to take the grammatical and cultural features from the source text and to
try to adapt them minimally with those features of the target language. The best
example which has been given by Hervey and Higgins is the one of Arabic Makamat

in the following passage:

I went from Irak to Damascus with its green water-courses, in the day
when | had troops of fine-bred horses and was the owner of coveted
wealth and resources, free to divert myself, as | chose, and flown with
the pride of him whose fullness overflows. When | reached the city
after toil and teen on a camel travel-lean, |1 found it to be all that
tongues recite and to contain soul’s desire and eye’s delight (Nicholson
1987: 119) (Cited in Hervey & Higgins, 2002: 34).

This text has some features of the target culture which are different from the source
culture features and as a result the impact of this text on the target audience will be

different from that of the source text.

Second, cultural transplantation is the cultural transposition which is found at
the other end of the scale above. It is known to be a total adaptation, i.e., to take

the source text and to cloth it the settings of the target culture.
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Third, calque is not like exoticism since it is based upon modeling and
imitating the source language structure and other target cultural features. But there
will be a lack of idiomaticity in the target expressions. Sometimes, what was calqued
once becomes a standard target cultural item which can be used as an equivalent for

the source language constituents.

The fourth alternative is cultural borrowing which introduces foreignness but
not adaptation. When it is almost impossible to find exact suitable equivalents in the
target language it is better to move a step forward and to borrow from other
cultures. For instance, borrowing some words from French, the English language
becomes richer in having many equivalents and this is the point to which the

translator should pay attention since he will be put in front of different choices.

The fifth and last alternative is communicative translation which is merely used
with clichés, proverbs and idioms. In fact, the purpose behind communicative
translation is to get the same impact on the target audience within the same intent as

these examples illustrate:

Chien méchant. Beware of the dog.

Sens interdit. No entry.

Légitime defense. Self-defence.

Une hirondelle ne fait pas le One swallow doesn’t make a
printemps. summer.

Maigre comme un clou. As thin as a rake.

(Hervey & Higgins, 2002: 36)
In reality, communicative translation is the best way of translating poetry since it
takes the figurative meaning into account. In addition, it emphasizes on the features
that surround a poem especially such as the use of proverbs and idiomatic

expressions, and focuses on the impact and the effect of the target translated poem
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on the target audience. This is summarized in the famous saying of Synge (2008:
91): “A translation is no translation, he said, unless it will give you the music of a
poem along with the words of it.” This implies that in order to achieve a good
translation of a poem, it is advisable to have the same effect of meanings, figures of
speech, and sounds in the target language even if their placement is different. Hervey
and Higgins (2002: 47) illustrate this point by the following sentence in both French

and English:

Voila ce que veulent dire les viriles acclamations de nos villes et de
nos villages, purgés enfin de I’ennemi.

This is what the cheering means, resounding through our towns and
villages cleansed at last of the enemy.

The placement of assonance and alliteration in these two examples is different and
they are shown in bold character in both French and English. In spite of that, if the
poem is heavily rhymed and if translated by a rhymed poem, this will lead to the
loss of meaning. So, the translator should compensate this loss by rhythm, assonance,
or expressive breaks between lines. In addition, the translator needs to look for a new
rearrangement of the target text elements in order to suit the grammatical rules and

not to distort the structure and the meaning transmitted to the readers.
3.7. The Strategies Suggested by Holmes

Holmes (1988: 25 & 1968: 91-105) maintains four strategies for translating verse

forms (poetry). These latter are as follows :

- Mimetic, where the original form is retained. This means reserving only the form or

the meter of the original.

- Analogical, where a culturally corresponding form is used. Analogical form s

function-dependent, i.e., to depend on the source text by referring to it as a model
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for translation by choosing the meter which has the same function or the same

frequency in the literary tradition of the target language.

- Organic, where the semantic material is allowed to take on its own unique poetic

shape as the translation develops.

- Deviant or Extraneous, where the form adopted is in no way implicit in either the
form or content of the original. Content-derivative form is not concerned with
retaining the content because the most convenient meter is chosen in order to
translate the meaning as faithfully as possible. On the other hand, extraneous form
implies foreignizing, i.e., to get deliberately very far from the original meter in order

to create a new metrical version in a rhythm chosen by the translator.

In fact the choice of one strategy rather than the other is based upon the
preference of a given culture at a given point of time and the norms of the target

language.

3.8. Complementary Strategies

3.8.1. Free Translation

Robinson (2010) suggests that there are two types of translation which are
faithful and free translation respectively. In faithful translation, or the one called
literal translation, there are two major types which are word for word translation and
sense for sense translation. Word for word translation wusually neglects many
characteristics of the target language and sticks to the source language’s rules. Sense
for sense translation gives more freedom to the translator to deal with the source text
without distorting the information. These two first types are considered as being
faithful. In spite, free translation is considered to be unfaithful as it neglects and
decontextualizes the source text.
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3.8.2. Literal translation

According to Robinson (ibid.), literal translation, also called word for word
translation or metaphrase, means to segment the source language text into words then
to translate those words one at a time. This is not always acceptable because word
for word translation is based upon the source language rules which is a kind of
neglecting the target text’s rules. Indeed, the best solution is to find equivalents in
the target language that correspond to the source language words and to organize
them according to the target language’s structure and this is called sense for sense

translation.
3.8.3. Exegetic Translation

Armstrong (2005) claims that the term ‘exegesis’ was applied to the biblical
translation which focuses on cultural difference. Exegetic translation is a specialized

type of translation which is not used in everyday context.
3.8.4. Gist Translation

Armstrong (2005) states that gist translation is practised everyday not only in

professional translations. It focuses on the general idea of the ST.
3.8.5. Imitation

Robinson (2010) claims that in the normal course of events, imitation means
miming, copying or mimicking. However, the term which has been used in translation
theory refers to creating a new text in the target language which is totally different
from the original text or wandering freely from the source text by conserving the
main idea of the source text. In fact, imitation nowadays has become the equivalent

of free translation. Imitation is the translation of the Greek word mimesis that was
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used in literary studies by Plato and Aristotle to imply the author’s imitation of
reality. Imitation has also been used in pedagogy as a technique which makes
students able of rewriting classic texts by changing some words and replacing them
by their equivalents within the same language, i.e., metaphrasing or choosing new

phrases to mean the same thing, i.e., paraphrasing

Connolly (1998) states that: “the difference between translation, adaptation, and
imitation seems to lie in the degree of interpretation.” In fact, the translation of a
poem focuses on the content and the form of the source text and tries to find the
equivalent for it in the target text. However, imitation and adaptation focus on the
source text with all its features either linguistic or literary and neglects the equivalent
elements in the target language which makes the text seem an imitation of the source

text because it resembles the source culture but not the target one.
3.8.6. Explicitation

The explicitation hypothesis was formulated by Blum-Kulka (1986). According
to this hypothesis, translations are usually longer than the originals, regardless of the
languages, genres and registers concerned. Klaudy (2001) points that explicitation is
the act of making the information that is implicit in the source language explicit in
the target language. Explicitation and implicitation are discussed together with addition
and omission. Explicitation is regarded as the most specific concept compared to
addition which is considered as the most generic. Explicitation was first introduced by
Vinay and Darbelnet (1958) and it means making the implicit in the source language
explicit in the target language and vice versa for implicitation where the explicit in
the source language becomes implicit in the target language. Explicitation and

implicitation result in gain and loss. Nida (1964) on the other hand did not use these
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two terms. He dealt with the techniques of adjustment especially additions,
subtractions, and alterations. Additions by Nida (1964 : 227) have the following

subtypes:

-Filling out elliptical expressions.

-Obligatory specification.

-Addition required because of grammatical restructuring.
-Amplification from implicit to explicit status.
-Answers to rhetorical questions.

-Classifiers.

-Connectives.

-Categories of the receptor language which do not exist in the source language.
-Doublets

According to Klaudy (2001), there are four types of explicitation which are as

follows:

- Obligatory Explicitation

This type is used when differences between the source and target languages are
found at the syntactic and semantic structure. Syntactic explicitation is obligatory
since in its absence the target language sentence will be ungrammatical and because
there are missing categories between languages. Semantic explicitation is based upon

choosing specific words in the target language.
- Optional Explicitations

This is based on differences in text building strategies and stylistic differences
between languages. They are implicit because in terms of correctness, the target text

is grammatically correct but it seems unnatural and missing something.
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- Pragmatic Explicitations

Also called pragmatic explicitation of cultural information. It deals with the
differences between cultures. Here the translator should add some words that are used
as a kind of pragmatic explicitation for culture specific terms in order to make them
understood for the target audience especially names of rivers and places that are

specific to the source language.
3.8.7. Paraphrasing

Robinson (op.cit.) claims that paraphrase is used to embrace the loose or free
renderings of texts from one language to another in a theoretical discussion. It means
changing one phrase at a time, i.e., translating a sentence as a whole instead of using

word-for-word translation.
3.8.8. Compensation

According to Hervey & Higgins (2002), compensation is a technique which
recreates an effect in the target text similar to that of the source text via the use of
some means which are specific to the target language or text in order to overcome
loss. This technique is most used in the translation of literary puns where the
translator inserts some puns which are of the same intent even if they do not exist in
the source language in order to achieve the same humorous effect. In fact,
compensation needs a careful strategic application. Yet, the transfer of meaning from
one language to another results in some degree of loss. Newmark (1991: 144) claims
that “puns, alliteration, rhyme, slang, pregnant words all these can be compensated.”
Hervey & Higgins (2002) claim that the words compensation, compensatory, and
compensate for were used as technical terms in literature. They have also been used

to refer to cultural untranslatability when sociocultural factors are related to different
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meanings in both the source and target languages. Nowadays, the term compensation
is used to embrace paraphrasing and explanatory translation as compensatory
techniques. Compensation is used in order to overcome mismatches between source
and target cultures. In addition, Baker (1992) suggests that compensation is playing
with one feature at the point where it occurs in the source text and inserting another

feature which is specific to the target language in its place.

In defining compensation, Hervey and Higgins (1992: 34-40) distinguish four

kinds of compensation as follows:
-Compensation in Kind

Here, some linguistic devices are used in the target language text to create the

same effect that is found in the source text.
-Compensation in Place

Here, the effect in the target text is in a place which is different from the one

that is found in the source text.
-Compensation by Merging

Here, the features of the source text are condensed and compared to those of

the target text.
-Compensation by Splitting

Here, the words of the source text are expanded into longer ones in the target
text.

3.8.9. Loss and Compensation

The translator aims at minimizing loss of meaning. Hervey and Higgins (1992:
24) think that:
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Compensation is a frequent strategy which means accepting the loss of
one element and replacing it by adding another element elsewhere. loss
IS a concept that lays a considerable burden of responsibility upon the
translator, since the reader of a TT who does not know the SL will not
know whether translation loss has occurred at any given point.

Likewise, Newmark (1988:90) suggests that compensation “is said to occur when loss
of meaning, sound-effect, metaphor or pragmatic effect in one part of a sentence is
compensated in another part or in a contiguous sentence.” These two quotes imply
that compensation is the best solution for loss of meaning since it occurs near the

point of loss.

In spite of that, Hervey and Higgins (2002) propose that the role of the
translator towards translation loss is to try to reduce it by challenging it because the
loss is not a loss of translation, rather it is a loss in translation. Translation loss
occurs when there is no equivalent and the translator is responsible for reducing it at
any linguistic level by seeking some methods like gist translation or paraphrasing and

compensation or what is called by some substitution.
3.8.10. Translation by Omission

Aranda (2007) points out that omission is due to the lack of one-to-one
correspondence between two languages or cultures. Thus, omission is the strategy
which is used when the translator comes across a cultural item in the source text.
This latter does not have an equivalent in the target culture. For that, it is not
understood by the target audience unless there is another cultural item from the target
culture which can compensate for that of the source culture. Some scholars think that
it is not a good strategy since it reflects the failure of the translator in rendering

culture-specific terms. Others say that it is a wise decision that the translator makes
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when translation is lost and there is no solution so he opts for omission in order not

to confuse target language readers.
3.8.11. Other Strategies

Hajjaj & Ferghal (1996) propose that there are three strategies for rendering a

text from the SL to the TL which may be summarized in the following:
3.8.11.1. Naturalization and Arabization

Naturalization is a strategy which enables the source language usage to be
translated into a target language usage, i.e., to make a given item of a given
language sound natural in an other language through searching for the way it is used
in another language. This is done at the structural, collocational, and lexical levels.
For example; the English collocation pay attention translates into Arabic as: oL} s
/yu‘iru Pintibah/; It’s raining now translates into: ¥ Lkl sl /al-jawu matirun al-
’an/.

Arabization, sometimes called Arabicization, is one type of naturalization which
occurs at the sound level or the concept level. In the first, the source language
spelling and the pronunciation are changed to Arabic. However, in the second the
source language concept is loan-translated to Arabic. Thus Arabization is related to
borrowing and loan-translation. For example, skyscraper is translated into Arabic as:
lsw skl /patihatu sahab/. This represents a good example of loan-words. Also
garage is arabized into z!_S /karaj/ (Hajjaj & Ferghal, 1996: 23-24). Here, the source
language word is adapted to the normal pronunciation then to the normal morphology

of the target language.
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3.8.11.2. Cultural Approximation

It is a translation strategy which is related to the replacement of a source
culture-specific item by a cultural substitute in the TL. For instance; God is translated
into 4 /Allah/ American secretary of state into: (Si¥ 4a & n39  /waziru al-

kharijiati ‘al-‘amriki/ etc. (Hajjaj & Ferghal 1996: 26).
3.8.11.3. Descriptive Translation

It is a translation strategy which is used to paraphrase SL expressions into the
TL by giving them conceptual description. This strategy occurs when the translator is
confronted with a cultural gap because the SL concept is absent in the TL. Hence,
3 /zakah/ is descriptively translated into English as compulsory charity in Islam
when income conditions are met, and a«S/tayamum/ into making ablution with earth
by Muslims when water is scarce or missing. This may also occur when a source
lexical item does not have a target lexical item in the TL. For example: J4 /Khal/ is

translated into English as maternal uncle (Hajjaj & Ferghal 1996: 27).

All these procedures and strategies may be summarized in three strategies
which were inferred from the study of Ba-Jubair (201: 39) which concluded that all
the strategies which have been discussed in literature concerning poetry translation
turn around three mains strategies: Sense-centered translation, Sound-Centered
translation, or recreation where both the source and target languages may share the
general idea but they may be different in form and content. Besides, to keep a
balance between being faithful and colour the target poem with a relish of poetry, the

strategy of compromise is used.
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Ghazala (2004) suggested some procedures as guidelines to translators and
students when he concluded his paper which was centered on prosodic features and

effects in translation. These procedures are summarized in:

(1) Reading the source text carefully especially if it were a poem for many times in
order to understand it and absorb its meaning through reaching what is behind the
lines. This is properly done before starting translation. Here, if stylistic, lexical, or
grammatical problems arise; they should be solved first before moving a step forward.
(2) Translating the English poem to Arabic should be done through ignoring sound
features completely.

(3) Choosing the best time for considering figures of sound (phonological features) of
the original poem like rhyme and rhythm as a general umbrella for common features
such as alliteration, consonance, assonance, foot and meter particularly.

(4) Concentration should be on realizing a kind of rhyme or half rhyme then rhythm.
(5) Taking advantage of the Arabic word order flexibility to make any necessary
change till completing target poem through the use of rhyme or near rhyme.

(6) Examining the various synonyms of keywords and rhyme word. No matter if a
long expression stands for the original lexical item. The formal expression and words
are favoured than the informal expressions especially in poems and formal texts.

(7) Using the change of grammatical classes of words loosely such as replacing a
noun by an adjective, a verb with a noun, and an adverb with an adjective in Arabic
in order to make some considerable space available to realize some sound features.
(8) Taking advantage of the poetic license in Arabic ‘the ability to use some
rhetorical words loosely’ with due regard to stylistic, lexical, and grammatical changes
and especially those which concern abbreviations and short forms of words, with

specific reference to vocalization (J:£&ill) /al-tashkil/ with the four vocal points: (4l
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O 5Seadl g B usll daiall) /al-fathah, al-damah, al-gasrah, al-sukiin/ where they occur in a

text.

(9) Adding new words which are not used in the original easily and quickly, yet they

are implied in the original text or derived from the context.

(10) Dropping unnecessary words if the meaning is understood from the context.
These procedures summarize the task of the translator who wants to translate a

poem from English into Arabic. Some of them have been discussed before under

different labels but the most important is that this model is an applicable one because

it is near practice and far from the dreaming theoretical rules which cannot be

applied.

Conclusion

In conclusion, the strategies which are used in the translation of poetry and
the ones which seem more appropriate than others swing between Vinay and
Darbelnet’s model which seems to be exhaustive, the model of Holmes which is
more related to the translation of poetry than other models, and the model of Ghazala
which seems to be more practical than theoretical in addition to the complementary
strategies which have been suggested by recent researches. Thus, it is worth saying
that there is no unified model on which translators may depend especially that
strategies are dynamic and change continually. So, the best solution for translating
poetry is to unify between the diversified models and to find a generic and fruitful

model which embraces all the needed strategies.
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Chapter Four

Contrastive Linguistic Study of English and Arabic Parallel Corpora

Introduction

The approach of contrastive studies plays a great role in translation studies
since it has been widely applied to different domains of language research including
translation. By taking into consideration translating techniques and strategies,
contrastive analysis is a highly useful method in dealing with the differences between
languages whether they are distant or not. According to Fries (1945) contrastive
studies enable students to recognize instantly those source language (SL) structures in
a ST that are likely to present difficulties in translation and to require structural
alteration in the TT of a target language (TL), as contrastive studies concentrate on
specific points of differentiation that can be isolated in comparing the structure of one
language with another. For example, a contrastive study of Arabic and English offers
a vast number of structural differences in their usage particularly as far as poetic
discourse is concerned. This chapter focuses on a cross language corpus-based study
between English versions of the American poet Robert Frost (1874-1963) and Their
Arabic translated versions in order to see which strategies have been used in

translating poetry.
4.1. Contrastive Linguistics and Translation Studies

Contrastive linguistic studies constitute a branch of linguistics which is related
to pointing out the differences between pairs or small entities of languages in order
to learn about the specificities and generalities of languages which are useful to
provide input to applied disciplines such as foreign language teaching and translation

studies. Contrastive studies make use of theoretical models of language description in
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order to reach the objective of applicability. This field was once called contrastive
analysis (CA) and it is also beneficial in terms of finding the similarities as well as
the differences since it makes learners able to grasp the rules of the language they
do not know (the foreign language) and acquire them easily by knowing instances of
similarities between the foreign language and the mother tongue or the language they
know. So, similarities are beneficial and of a great easiness and differences are
somehow difficult and need attention. In the early beginnings, contrastive linguistics
was interested in micro-linguistic branches such as phonology, grammar, lexis and so
forth... However, nowadays it has become interested in macro-linguistic branches such
as comparing two different cultures. Moreover, contrastive studies led to translation
studies in order to solve problems related to equivalence and meaning through some
techniques which offer opportunities to analyze and contrast languages in use.

The use of parallel language corpora which is represented in source texts
(source language poems in this case) together with their translations (target language
versions) is of a great importance to the field of contrastive studies because it
enables us to know about the similarities and differences and to detect the specific
and general features of two languages and their use. It is also of a great importance
in translation studies since it provides us with information about translation as a
process, i.e., the methods which translators use in order to finish with a good text in
the target language.

In relation to the decisions which should be made by the translator, Newmark
(1988, cited in Shiyab, 2006) believes that the contrastive linguistic approach is used
simply as it is very beneficial to deal with choices and decisions of the source
language text which suit the target language context. Furthermore, the contrastive

linguistic approach, is merely interested in the mechanics and the technical aspects of
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the text. Thus, it is worth mentioning that we intend to focus on the differences
between the poems of Robert Frost and their translated versions in terms of the
linguistic items used and the strategies that should be followed.
Newmark (1988, cited in Shiyab, 2006: 57) focuses on the difference between
contrastive linguistic approach and translation activity by saying:
The contrastive linguistics approach is different from translation activity
in the sense that it is a text-oriented activity. That is, the contrastive
linguistic approach focuses on language, whereas translation activity
focuses on text.
This quote implies that the linguistic corpus, i.e., the original versions of poems, is
objective because it is related to the rules of the language itself whereas either
translation activity or translation corpus is somehow subjective because it depends
upon the type of the text and its orientation is target language audience. Thus,
staying neutral especially in a literary text results in a mistranslation. For that, the

focus here is based on the whole procedures used by the translators and the impact

of these latter on translated poems.
4.2. Corpus Linguistics and Translation Studies

Hunston (2000: 02) states: the corpus is “a collection of naturally occurring
examples of language consisting of anything from a few sentences to a set of written
texts or tape recordings which have been collected for linguistic study.” This quote
means that the corpus may be oral or written, it may be sentences or texts, but the
most important thing is that its purpose should be linguistic. Besides, Laviosa (2002:
33, cited in Abu Moindji, 2006: 7) defines a corpus by proclaiming:

A corpus is generally referred to as either a collection of texts or a
collection of pieces of language. Both definitions express an important
feature of a corpus, namely that it is a sample of texts, either full

running texts or text extracts, assembled according to explicit design
criteria.
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Likewise, Baker (1993: 225) defines the corpus as “any collection of writings,
in a processed or unprocessed form usually by a specific author.” Nowadays, this
definition has changed in some points as the corpus is mainly defined as information
held in the computer, and it is no longer restricted to written forms of language, and
it includes a large number of texts from different languages. The focal point to
emphasize on in the present study is the purpose for which the corpus is selected,
i.e., the strategies used by translators to render poems of Robert Frost from English
into Arabic. The analysis of any poem can be achieved with respect to some formal
aspects such as the diction, style, and vocabulary since meter differs from one
language to another, and emotive expressions or figures of speech such as metaphor
which vary between languages in spite of the similarities these languages share. The
most important thing is the fact that poetry is peculiar and different from ordinary
language as there are a lot of repetition instances. For example, in the poetic meter,
it is essential to repeat a regular pattern of beats. Sometimes, either rhyme or some
words are repeated to emphasize on the meaning intended by the poet. Other poems
include refrains, which is the repetition of lines or whole phrases (Mabasneh, 2010).

Two major types of multilingual corpora can be distinguished (Granger 2003,
Aijmer, 2008):
- Corpora consisting of original texts and their translations. They are often called
‘parallel corpora’ and other times called ‘translation corpora’; a different terminology
is used in translation studies.
- Corpora containing original texts from different languages representing similar
registers. Corpora of this type are called ‘comparable corpora’ (Granger, 2003).

For that, our corpus here is called parallel corpora. It consists of a set of

poems in one language (English) and a set of their translations in another language
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(Arabic). This choice helps us identify the type of translation and the shifts which
occur in the comparable instances of lexical or syntactic structures. Moreover, the
study sheds light on the strategies which have been used by different translators
especially in the translation of Robert Frost poems.

The corpus of the present study consists therefore of selected poems from the
father of American poetry Robert Frost about whom John F. Kennedy (cited in
Untermeyer, 2002: 1) said: “[Frost] has bequeathed his nation a body of imperishable
verse from which Americans will forever gain joy and understanding.” and their
translated versions into Arabic by different Arab professional translators.

The method which is intended to be used in analyzing the parallel corpora is
to give a general view about the poems then to analyze them in terms of images,
rhyme, and rhythm and to compare them to the translated versions of these poems in
terms of form, sound, use of words, tone, and content. The analysis takes into
account both the original and translated versions’ similarities and differences of the
poems by identifying the strategies used by translators as specified in chapter 3. But
before proceeding to the analysis of the parallel corpora, it is necessary to specify

briefly the style and characteristics of Robert Frost's poetry.
4.3. A Biographical Note

Robert Frost (1874-1963) is one of the best known poets for his realistic
depictions of rural New England life and popular American poetry of the twentieth
century. He became “his own myth” (http://www.dcmp.org/guides/3651.pdf). and one
of America's best-known and well-loved poets. He may be considered as the only
nature poet of eminence in modern American poetry due to his unconventional style
of writing and use of connotations. Although his work exhibited his simplistic and

direct style of writing, Frost was considered a profound thinker. Almost all people do
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know not only his name but also the titles of some of his poems: “Mending Wall,”
“Birches,” “Stopping by Woods on a Snowy Evening.” Phrases from some of these
works, such as “Good fences make good neighbors” and “Miles to go before I sleep,”
have entered popular language and have been quoted by the people who have no idea
that they were quoting from Frost. Robert Frost had different attitudes towards nature
and a big relation to the twentieth century romantic tradition which makes him
achieve a kind of popularity which is very rare. Many writers, critics, and poets
acknowledged and regarded Frost as a peculiar poet who established his own world
which is full of simplicity but it is overloaded with meaning. Some of their quotes
are as follows:

According to Robert Graves (edited by Connery & Thompson, 2002), “Frost
was the first American poet who could honestly be reckoned a master-poet by world
standards.” In adittion, T.S. Eliot (Ibid.) says that “[Frost is our] most eminent [and]
most distinguished . . . Anglo-American poet.” Giving the sme characteristics to Frost,
Randall Jarrell (Ibid.) states: “Frost [is among] the greatest of the American poets of
the 20" century.” Moreover, Mark Van Doren (Ibid.) announces, “No other American
poet has so much art or so much subject matter.”

In order to know why this poet has been given this rank and has been
appreciated to this extent, we should know about his life:

Robert Frost was born in San Francisco, California, in 1874 to lIsabelle Moody
and William Prescott Frost Jr. His father was an editor and his mother a teacher. At
the age of 11 years old, he became the product of a single parent household, after
the death of his father. During his early years of learning, Frost struggled through
elementary school but later graduated from high school at the head of his class in

1889. A year later, in 1890, Frost began writing poetry and received his first
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publication when one of his poems was published in the Lawrence High School
Bulletin. He then attended Dartmouth College, for a brief period of time, but in spite
of his short-lived college experience, he was elected as chief editor of the Bulletin
for the 1891-92 school year. After several proposals, Frost, in 1895 finally wed his
classmate and friend, Elinor Miriam White, with whom he had six children. In 1897,
Frost published and sponsored his first collection of poems in a New York magazine
called Independent. His second attempt to finish his schooling at Harvard College
failed due to a struggle with tuberculosis (Poirier, 1990: 1-2). Frost, like many others,
had a life filled with joys and sorrows, but he was unique in that he could
effectively translate those feelings into words. Frost later experienced the several
tragedies in his life: the death of two of his children, the death of his mother, and
the depression of his wife. During this period of time, Frost continued to write
poems as he tried to provide for his family. After selling his farm, he moved his
entire family to England in 1912. And, in England, he met literary figures such as
Ezra Pound who wrote the first review of Frost’s first major collection in 1913, A
Boy’s Will, which later appeared in the American Literary Journal. He also met
Edward Thomas, a young English poet, who later became one of his close friends. In
1914, his second collection, North of Boston, was published in Great Britain. It was
after this success that Frost returned to New Hampshire, in the United States, where
his first two volumes won critical acclaim. Frost’s writing career and fame grew after
winning the 1924 Pulitzer Prize with another collection called New Hampshire. Frost
also won the Pulitzer Prizes for West-Running Brook in 1931 and A Witness Tree in
1943 (Poirier, 1990: 4-5). Frost’s reputation grew with each new accolade, and he was
honored with various titles, degrees and invitations, such as the invitation he received

to the White House by Presidents Eisenhower and John F. Kennedy. At the age of
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89 years old, Robert Lee Frost had gained more recognition than his contemporary
counterparts of his time. His legacy was materialized with an anonymous contribution
of $ 3.5 million, which went into the construction of a library in his honor. In 1963,
he was awarded with the Bollingen Prize for Poetry, and in his final days he was
able to bask in the successes of his writings. Unfortunately, on January 7" 1963,
Robert Frost suffered from an embolism and died at the ripe age of 89 (Poirier, 1990:
6-7).

4.3.1. The Style of Robert Frost

Although Robert Frost suffered from pain and hardship in his life, he proved
that he is successful in his talent. In spite of the clarity of Frost’s work, a lot of
critics and literary analyses have been done in relation to his work in order to dig
deeper and to know the intended meaning. However, they have all come to the
conclusion that only the author can unlock the meaning behind his creation. Frost has
used his simple language in order to escape from his real life tragedies through
reflecting his personal experience and sharing his emotions and feelings. This style
may be misinterpreted by the critics and readers of Frost. According to Stanlis (2007:
350) Robert Frost’s poetry reflects his style which is summarized in “the unsystematic
philosophical view of reality.” This reflects that Robert Frost as reported in the
speech of president J.F. Kennedy in 1963, knew the midnight as well as the high
noon. He understood the ordeal as well as the triumph of the human spirit, he gave
his age strength with which to overcome despair. Frost considers poetry as the means
of saving power. When power leads man toward arrogance, poetry reminds him of
his limitations. When power narrows the areas of man's concern, poetry reminds him
of the richness and diversity of his existence. When power corrupts, poetry cleans.

So, poetry plays a very tremendous role in the life of the poet and the people who
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encircle him. This philosophical view should be considered by literary critics in any

study of his life.
4.3.2. The Characteristics of Robert Frost Poetry

Hirshfield (cited in Burnside, 2000: 56) states: “Yet words are not the end of
thought, they are where it begins.” In fact, Robert Frost can be considered as a
poetry theorist. He has a lot of famous sayings related to the feelings that a poet

senses when he writes a poem. For instance;

A poem begins with a lump in the throat, a homesickness, or a
lovesickness. It is a reaching-out toward expression; an effort to find
fulfillment. My definition of poetry is that this formal fusion of distant
elements shall achieve the personal idiom of the poet's expression
without sacrificing that happy correspondance which must exist between
his own experience and the experience of those who came often to read
or hear the poem (Frost, 1929: 1).

In this quote, Frost emphasizes that there should be a correspondance between the
poet and the reader in order to relate between the experience of the poet and that of
the reader who becomes able to understand the intended meaning. Here, the poet

emphasizes on the achievement of the poem, the idiom of the poet’s expression:

Poetry is the renewal of words forever and ever. Poetry is that by
which we live forever and ever unjaded. Poetry is that by which the
world is never old (Frost, 1995: 775).

This quote implies the philosophy of poetry which is eternal since it lives after the
death of the poet. Poetry is magical; it reflects the feelings of the poet either original
or not. These two quotes represent the theory of Robert Frost about poetry which
emphasizes on the characteristics of a good poet and reflects the truth and reality

which in turn reflects the experience of the poet imbedded in his poetry.

The poetry of Robert Frost is characterized for its simplicity and

straightforwardness, yet the meaning is deep. Untermeyer (2002: 2) proposes that:
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The wit, wisdom, and well-structured qualities of Frost’s poetry appeal
to readers of all ages and backgrounds. With its common speech, direct
expression, folksy candor, and steadfast adherence to rhyme, meter, and
other formal issues, his poetry is as vital, memorable, and influential as
any this country has produced.
The quote mentioned previously implies that either the sayings of Robert Frost or his
poems are submitted to the old-fashioned simplicity. In addition, his language reflects
folk sayings. Frost is actually a poet whose writings are sometimes dark or ironic in
tone, or even brutally realistic in their ideas and imagery. Frost wanders beyond his
bounds within and beyond the geographical limits of his territory.
The poetry of Robert Frost displays marriage of mind and emotion because his
poems begin in delight and end in wisdom. In Robert Frost’s poetry, mind is kept
with fact and emotion with fancy. He considers that ‘fact’ deals with practical life

and ‘fancy’ deals with imagination. Frost believes that the universe is chaotic which

is a confusion for which he should find new ideas in order to face its difficulties.
4.3.3. Translating Robert Frost Poetry

Newmark (1988: 163) considers poetry as the most personal literary work
where the word has greater importance. Thus, the most difficult task of the reader in
general and the translator in particular is a kind of challenge which aims at
understanding the reason behind writing a poem. The poet shares feelings and ideas
that are inspiring and to which he should give voice. What has been said by
Newmark is related to poetry in general and can be applicable to the poetry of
Robert Frost.

For that, translating Robert Frost poetry is difficult since it is simply, easily,
and clearly understood on the one hand and hard to translate what the poet means to
say by his very expressive words on the other. The poetry of Robert Frost is a

double edged sword because it is based upon the use of simple words and direct

-128 -



style which urge our reflection and make us think twice before translating the verses
of his poems. In what follows, the two first poems have been translated by three
translators. For that, we will compare the original version and the three translated
versions. Each one of the seventeen other poems have been translated by only one
translator. The translators of these poems are proof translators and teachers, poets, and
doctors at the same time. The focus of the data analysis section is going to be on
the analysis of the original version of the poem then on the translated versions taking
all the elements of literary analysis into account and without forgetting the linguistic
analysis. At the same time and while analyzing the translated verions, we mention the
strategy which has been used by the translator(s) based on the strategies related to

English — Arabic translation in particular as mentioned in chapter 3.

4.4. Data Analysis
4.4.1. Poem 1

-Translation 1

Original Version (English) Translated Version (Arabic)
The Road Not Taken e b ok
/tarlyqani fi ghabah/
Two roads diverged in a yellow wood, b B e jha e (B

/fiy ghabatin safra’a yanbathiqu tariyqan/
OEaY! b Gl 0l i
/asiftu ’anahu laysa fiy al-’imkan/

And sorry | could not travel both
And be one traveler, long | stood

And looked down one as far as | could Lagal€ 32T o 1as) 5 ) Hilue 35S
To where it bent in the undergrowth; /hawnly musafiran wahidan an ’akhudha

) kilayhima/
Then took the other, as just as fair, sk a5 J5Y) plal

/’amama al-’awali wagaftu tawiylan/
ks Gallaall AT
/wa ’ila ’akhiri al-matafi nazart/

And having perhaps the better claim,
Because it was grassy and wanted wear;

Though as for that the passing there Cins Caaaiall Al 5
Had worn them really about the same, /wa nihayata al-mun‘atafi tabi‘t/

SEPEN Pk i N
And both that morning equally lay /lakinly al-thaniya —Kkhtart/

Gl Y

In leaves no step had trodden black. '
/fa al-’amru siyan/
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Oh, 1 kept the first for another day!
Yet knowing how way leads on to way,
| doubted if I should ever come back.

| shall be telling this with a sigh
Somewhere ages and ages hence:
Two roads diverged in a wood, and |
| took the one less traveled by,

And that has made all the difference.

G phall Jumdl S Ley )

/wa rubama kana afdala al-tartyqayn/
clali Gl i

/fiy dhalika al-sabah/

okl iyl i

/’imtada al-tarTyqani amamiy/

il G55 Lagabany

/yughatiyhima waraqu al-shajar/

Al8Y) ca g 03 fusy ol

/lam yusawidhu wat’u al-’aqdam/

252 30 o5l JsY) S b

/fa taraktu al-awala liyawmin maw‘Gwd/
S el i Le oS

/lakin bima ’ani ’a‘rifu kayfa/

s AV G ookl

/al-tartyqu ’ila al-’akhiri yaquwd/

el W ) i o el

/’ashuku fiy ’anily ’ild al-’awali sa’a‘Giwd/
PRYPRY] @ Laill p2a Lﬁ})i-“"

/sa’arwly hadhihi al-qisata fiy tanhiydah/
B0a (s g (e

/ba‘da siniyna wa siniyna madiydah/
Ok dde oo

/‘an ghabatin wa taryqayn/

R ey

/wa kayfa ’anly mina al-’ithnayn/

SN Gkl & i)

/—Xkhtartu al-tariyqa al-khali/

sl e Jiau

/wa hadha sayughayiru jamiy‘a ahwalty/
Qs () ) go YY)

/al’ustadhah siwzan sa‘d/

Table 4: The Road Not Taken (the first translation)

http://www.sudaneseonline.com/cgibin/sdb/2bb.cqi?seqg=msg&board=290&msg=127529650

9
-Translation 2

Original Version (English)

Translated Version (Arabic)

The Road Not Taken

Two roads diverged in a yellow wood,
And sorry | could not travel both

And be one traveler, long | stood

And looked down one as far as | could
To where it bent in the undergrowth;

PEIM] ol ¢ Gkl

/al-tarlyqu al-ladhly lam aslukh/
i) G (R sk blad o) jhual) ARl oy A
/fiy khariyfi al-ghabati al-safra’a
faj’atan tarTyqly lidarbayni —nshatar/
il Lo Lot il o a0

/wa li’asafly lam astati® fiyhima ma‘an
al-safar/
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http://www.sudaneseonline.com/cgibin/sdb/2bb.cgi?seq=msg&board=290&msg=1275296509
http://www.sudaneseonline.com/cgibin/sdb/2bb.cgi?seq=msg&board=290&msg=1275296509

Then took the other, as just as fair,
And having perhaps the better claim,
Because it was grassy and wanted wear;
Though as for that the passing there
Had worn them really about the same,

And both that morning equally lay

In leaves no step had trodden black.
Oh, 1 kept the first for another day!
Yet knowing how way leads on to way,
| doubted if | should ever come back.

| shall be telling this with a sigh
Somewhere ages and ages hence:
Two roads diverged in a wood, and |
| took the one less traveled by,

And that has made all the difference.

il (8l Sl gk Tl g (53 e g

/wa bimufradiy wagaftu tawiylan
um‘inu fi al-nazar/

) 58 Lo 38 e Laaaa & i

/wa nazartu li’ahadihima ‘al4 qadri ma
yagwa al-basar/

ol aleiia aa oSy g e Cus )

/’ila haythu ma yantahiy wa lakin

yukhfly muntahahu al-shajar/

ol "l e ) L felu lhaia G SY

/wa li’akiiwna munsifan salaktu ma —
‘tagadtu anahu al-darb/

" AL 53 Le B g om0 il
/al-qariybu min nafsly wa yuhaqiqu ma
yarnaw lahu al-qalb/

") b a5 3 yuadl) iy 33 "aal L8 505 ) ol
/lam yartadahu qablty ahadun
tuzayinuhu al-khudratu wa yakstiwhu
al-‘ushb/

Al e s OIS SAY ol o e
/raghma ’ana al-darba al-’akhara kana
yarniw ‘ald al-‘ushb/

fume By Yk 10 (o0 "y

/yushbihu darbiy hadha fiy ‘ardi/

ol 31,5k (ke luall 124 Laadis

/kilahuma hadha al- sabaha kana

mughatan bi’awraqi al-shajar/

i e dafadde e aly Tadd "als i Al

/lam tartadahu qadamun wa lam

yamura ‘alayhi ’ahadun min bashar/

Dl DAl s g agle sl "Cilagiad

Iwa—htafaztu linafsiy ‘alayhi yawmun

’akharu 1i al-safar/

i) Gl 5 o2 "l il el (A1)

/’1la ’anily ’ajhalu ’ayna yadhahabu biy
wa ’ayna al-mustagar/

Sl "y p Ladie g dgeli ayl) o fes<a

/wa shakaktu ’aniy ilayhi sa’a‘Gwdu
yawman ‘indama yuriydu al-qadar/

Bueh ldl) g oda iad Sala

/sa’ahki qisatty hadhih wa fry al-galbi
tanhiydah/

Sumy (ga )l A U1y ) gl Al Ladie

/indama tamuru al-sanawatu wa ana fly
ardin ba’tydah/

38 e 81 kil )

/ana tarlyqayni —nshatara fiy ghabatin
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fartydah/

AL a8 s e sl Tl Sl

/wa salaktu al-darba al-ladhty ‘abarathu
) agdamun qaliylah/

ALl Lol (38aY s e Lalda

/wa hadha ma ghayara hayatly
li’uhaqiqa ’ahlaman jaliylah/

s (s day i

/tarjamatu hasan hijaziy/ .

Table 5: The Road Not Taken (the second translation)

http://www.wata.cc/forums/showthread.php?14821%D8%A7%D9%84%D8%B7%D8%B1%

D9%8A%D9%82-%D8%A 7%D9%84%D8%B0%D9%89-%D9%84%D9%85

%D8%A3%D8%B3%D9%84%D9%83%D9%87%D8%B1%D9%88%D8%A8%D8%B1%D

8%AA-%D9%81%D8%B1%D9%88%D8%B3%D8%AA-%D8%AD%D8%B3%D9%86-

%D8%AD%D8%ACY%D8%AT7%D8%B2%D9%89

-Translation 3

Original Version (English)

Translated Version (Arabic)

The Road Not Taken

Two roads diverged in a yellow wood,
And sorry | could not travel both

And be one traveler, long | stood

And looked down one as far as | could
To where it bent in the undergrowth;

Then took the other, as just as fair,
And having perhaps the better claim,
Because it was grassy and wanted wear;
Though as for that the passing there
Had worn them really about the same,

And both that morning equally lay

In leaves no step had trodden black.
Oh, 1 kept the first for another day!
Yet knowing how way leads on to way,
| doubted if I should ever come back.

| shall be telling this with a sigh
Somewhere ages and ages hence:
Two roads diverged in a wood, and |
| took the one less traveled by,

And that has made all the difference.

LR s pall g il
/al-shari¢ al-marfawd/

OB yide Liala ojle LA

/al-shari’ani hahuna muftariqan/
/‘inda ghabatin safra’a yabisah/

Jlne b LagalS 3 audl

/wa al-sayru fiy kilayhima muhal/
/fa kayfa Ity asluku shari‘ayn/
4clugdelu caad g 1A

/lidha waqaftu saa‘atan/

sy iy J Uyl

/anzuru li al-’awali yamtadu ba‘Tydan/
/yaltawiy khalfa al-shajar/
Mxie¥) b alie JAY g L

/wa al-shari‘u al-’akharu mithluhu fiy
al-imtidad/

Clall 5 adall Gy o slay

/ya‘liwhu ba‘du al-‘nabat/

4y il g lie Y (i) ala

/la‘alahu al-’afdalu fa al-’a‘shabu wa
al-nabatu tartadiyh/

ave il S 43)

/lakinahu yaftaqidu al-tarmiym/
Dl el lagzle Laa3is
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/kilahuma ‘alayhima malmhiu al-
muriwr/

B Y (A sty

/bi al-tasawiy fiy al-’irhaq/

skl hiias Zluall &b gle LA
/al-shari‘ani dhalika al-sabah
mumtadani bi al-tasawi/

A1 8Y) Lgaa ol (LY Lagale

/‘alayhima al-’aliyafu lam tamasaha al-
’aqdam/

AT AV ¢ JLall e 5 a6 o i LS
/kama tara faqad taraktu al-shari‘a al-
akhara khayaran ’akhiran/

Laila slall 3k oS &l )

/lakinanty udriku kayfa turuqu alhayati
da’iman/

AY g lE e o

/taqiwduna min shari‘in li’akhar/

g LAl Lo siy ¢ jLid

[fashari‘un yaqawduna lishari¢/
ATl 4 i il s el of el 1y
/lidha ’ashuku ’an ’a‘Gwda lishari‘in
taraktuhu — khtiyaran akhiran/

oK1 difa Lo Sl g

/sawfa ahkly ma hakaytuhu lakum/
Ol 5 a3 3550 S

/fty dawrati al-zamani wa al-makan/
dle 2 Lale claYL

/bi al-ahati ‘aman ba‘da ‘am/

OB yide Liala ojle LA

/al-shari‘ani hahuna muftarikan/

J.\.\S o yala L.,S.JM O Al ‘_fuﬁ

/lakinanty — khtartu al-ladhiy ma
marahu kathtyr/

[oAY) sha e (g shad Jeay e dlld

/wa dhaka ma yajalu khatwiy ghayra
khatwi al-akhariyn/

Lalall | gisal) das 5

/tarjamatu al-duktiawr al-hamid/

Table 6: The Road Not Taken (the third translation)

http://www.magalaty.com/19807.html

4.4.1.1. About the Poem

The road not taken is one of the best known and most beloved pieces of
modern American poetry. It is one of the most famous poems of Frost since it

reflects the most important part of his life ‘ambition.” This poem has been popular
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because of Frost’s skill. Moreover, this poem speaks to our hearts and minds because
it is slowly revealed to the reader. The meaning is grasped by the end of this poem
hopefully. In ‘The Road Not Taken’ there are a lot of forks in the road of our
lives and we should transcend them in order to create our own path. Thus, Frost
takes the lyricism of A Boy's Will and plays a deeper music and gives a more

intricate variety of experience.
-Textual Analysis

The poem reflects the use of a simple language as it is always known in the
writings of Frost. Moreover, there is a good way of using images in order to make
the scene clear in the mind of the reader. So, the whole poem portrays that the poet
is telling us a short story about decision making especially when there are two
different and distant choices which may bring the human being either near to his
objective in this life or far from it. As far as the figures of speech are concerned,
there is a kind of metaphor all over the poem because it seems clear that the poet
has inspired nature and compared it to his own life. This is shown in:

Two roads diverged in a yellow wood,
And sorry | could not travel both

And be one traveler, long | stood

And looked down one as far as | could
To where it bent in the undergrowth;

Then took the other, as just as fair,
-Music

There is a kind of music all over the poem. This is clearly shown in the
rhyme scheme which is the same in some verses and varies from one verse to

another in some other verses; ‘ab ab c¢d cd cd ef eef gh ggh.” The poem is an
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iambic tetrameter. It consists of four stanzas with five lines each. These are called

quintets, and in each quintet, the rhyme scheme is abaab.
4.4.1.2. Analysis of Translations

These three examples of translating the poem entitled ‘The Road Not Taken’
represent the way of thinking of each translator. Some have used a creative method
and tried to preserve the meaning concentrating on both the form and the content,
others have taken the form, the content, the use of images, tone, and personification
into account without forgetting the creative spirit and the magical touch of the
translator. The last category has focused on making the meaning clearer to the reader
even if the form is not preserved. All these are done through the use of some of the
strategies that have been explained earlier in chapter three and which will be

identified in relation to each poem in the analysis of Arabic versions.
4.4.1.2.1. Analysis of Translation 1

The first version of translating this poem is acceptable to some extent since
the translator used some words which represent his creativity. These are clearly
shown in both the rhyme and the rhythm of the first Arabic poem of the translated
versions of ‘The Road Not Taken.’

-Form

The form of the translated poem is summarized in the rhyme which is not as
the original version since the translator has not preserved the same rhyme. In fact, he
used the same rhyme in the two first verses:

Ol (R Gl A bl /By sk (il o) jiea L8 B

/fiy ghabatin safra’a yanbathiqu tariyqan/ /’asiftu ’anahu laysa fiy al-’imkan/
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then the rhyme has not been organized till the last six lines where the translator has
used four couplets which have been organized successively as it is shown in the
followings:
OF [odta Orlag Ot 3y /Bl A Auall) oda (5 9 b /aselu JgW) ) AT A AT Jagss AT 1 k)
bl sal gan o 138 g /AN G5 sl &A1 /N Goa (il iS5 /0y sy A
/al-tariyqu ’ila al-’akhiri yaqawd/ /’ashuku fiy ’aniy ’ila al-’awali sa’a‘awd/
/sa’arwly hadhihi al-qisata fiy tanhiydah/ /ba‘da siniyna wa siniyna madiydah/
/‘an ghabatin wa tariyqayn/ /wa kayfa aniy mina al-’ithnayn/ /—Kkhtartu al-
tariyqa al-khali/ /wa hadha sayughayiru jamiy‘a ahwally/
The Arabic version is composed of twenty three verses compared to the English
version which comprises twenty lines. Yet, there is no use of punctuation in the
Arabic version compared to the English one. Punctuation affects the meaning of the
poem and changes it totally in English. However, in Arabic it is decorative more
than valuable and meaningful. The type of the poem is an iamb compared to Arabic
where the poem resembles free verse or even prose. The structural pattern of the
original version is simple. Yet, it is composed of words loaded with deep meanings
compared to that of the translated version. As a result, the form is not totally
preserved from the English version to the Arabic version.
- Sound

The main thing in analyzing the sound of poems is alliteration. Here,
alliteration is clear in consonance more than assonance either in English or in Arabic.
Both assonance and consonance are shown in the following examples: ¢Sk
/tarlyqan/, (&¥) [ al-’imkan/ - 5% /yaqiwd/ 2ssle /sa’a‘Gwd/ 2555« /maw‘awd/

«dd g wagaftu/, < B /nazartu/, < /tabi‘tu/, @88 /—khtartul/.
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-Words

The words which are used in both the original and the translated poems are
simple and given (familiar) with the difference that English words are more
expressive than Arabic ones. The simplicity of words is clearly seen in both English
and Arabic versions as follows:

Two roads diverged in a yellow wood,
Then took the other, as just as fair,
And both that morning equally lay
| shall be telling this with a sigh

Sy sha i g J Y alaf

/’amama al->awali waqaftu tawiylan/
i Gilhaall AT M) g

/wa’ila *akhiri al-matafi nazart/

Gt cibaial) Algd

/wa nihayata al-mun‘atafi tabi‘t/
IPEN I g

Nakiniy al-thaniya —khtart/
-Images

The images which have been used in this poem in both versions are metaphor
and personification. Metaphor stands at the first line in the translated version in:
sk (@ ¢ i 44& /fiy ghabatin safra’a yanbathiqu tariyqan/. The translator here
used the word (@ /yanbathig/ which is usually used in Arabic with the word
‘water’ but here it is used with the word &b /tarlyq/ meaning that these two roads
appeared suddenly in the life of the poet. Personification is shown in the whole poem
by using nature description as a means to explain what happened in the poet’s life.
-Tone

The tone of the poem in both versions is serious and straight forward. But, it

seems that the poet is upset and very sad. This is clearly seen all over the poem and
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it is expressed in one word; ‘sigh’ ‘6a¢ /tanhiydah/ which emphasizes on the sad

mood of the poet.

-Content
The content of the poem is clear in both versions either English or Arabic.

The title of the poem ‘The Road Not Taken’ has been translated to & ok
4\e/taryqani fi ghabah/. This phrase summarizes the meaning of the whole poem,
but it is not as expressive as the original. There are other possibilities such as: (&hl
dlay Al A /al-tarfyqu al-ladhiy lam yuslak/ or ssa¢all o uiisall Gkl /al-tarlyqu
al-mujtanab aw al-mahjawr/ which are more appropriate than the first one, because
they mean that the poet has taken one road rather than the other which is not meant
in the translation of the title of the poem. 4 & &b /tarfyqani fi ghabah/. The
verses of the poem are not really impressive; the first one olih @b ¢l ia 4 3 /iy
ghabatin safra’a yanbathiqu tariyqan/ is different from the original since the
translator started by the end of the sentence in the English poem and this is
acceptable in the Arabic language since it is more creative and it is part of rhetoric
in Arabic. The use of tense in this verse is different from English since in the
original poem the tense which is used is the past, however; in the Arabic version the
tense that is used is the present (imperfect) and this expresses the fact of
continuousness because the action takes all the time of the present moment and may
continue till reaching the past. The second and third verses (fsS OSaY) B Gl 4d1 b
LagadS 347 ¢f 1) g 1 J8us/’asiftu ’anahu laysa fiy al-’imkan/ /hawniy musafiran wahidan
an ’akhudha kilayhima/ seem to be inappropriate compared to the original as if the
translator has translated words in isolation then tried to combine between them and
this is the worst type of word-for-word translation. The use of literal translation is

also exemplified in the following verses:
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Sy sk i g J oY) alal

’amama al->awali waqaftu tawiylan/
@Bl cillaal) AT g

/wa’ila *akhiri al-matafi nazart/
ot il ial) gl g

/wa nihayata al-mun‘atafi tabi‘t/
IPEN I A g

NNakiniy al-thaniya —Kkhtart/

Gl el

/fa al-’amru siyan/

Gty shal) Qi (S Ly 9

/wa robama kana afdala al-tariyqayn/
Cluall &ld B

/fiy dhalika al-sabah/

bl Gy k) ia)

/’imtada al-tariyqani amamiy/

S 355 Lagalai

/yughatiyhima waraqu al-shajar/
A8 £a g 0 gy al

/lam yusawidhu wat’u al-’aqdam/
155 34 gl J o) sy

[fa taraktu al-awala liyawmin maw‘twd/
L G el A L o)

/lakin bima ’ani ’a‘rifu kayfa/

These verses are not well translated even if the meaning seems to be preserved, the
form or the structure of words is not acceptable since it does not fit the Arabic rules
and the eloquence of the Arabic language and its elevated style since it is considered
by some scholars as the language of poetry. Moreover, there are no connective
expressions or cohesive devices which show the strong relation between one verse
and the others. For instance; the poet would have used verses like the followings: <

o PHB Cilaall AT Y @plis g Shshk JgY) sl /waqaftu ’amama  al-’awali  tawiylan/ /wa
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nazartu ’ila ’akhiri al-matafi qaliylan/. The following stanza is accepted
disregarding some weaknesses such as lack of correlation between the ideas since it
is clearly shown that the flow of ideas is not smooth as if there is a kind of
preciosity, tautology and redundancy. Lack of correlation is represented in the
following verses:

A58 AY ) Gkl
/al-tariyqu ’ila al-’akhiri yaquawd/
agela JoW ) A B sl
/’ashuku fiy ’anly ’ila al->awali sa’a‘awd/
gl gﬁ Aadll sda ijjl.u
/sa’arwly hadhihi al-qisata fiy tanhiydah/
Bda (i g (e Sy
/ba‘da siniyna wa siniyna madiydah/
Caly by A8 e
/*an ghabatin wa tariyqayn/
O (e (A s g
/wa kayfa anly mina al-’ithnayn/
(A Gkl & )
/—khtartu al-tariyqa al-khali/
AN FIvERgv TRk )
/wa hadha sayughayiru jamiy‘a ahwally/
-Linguistic Analysis
e & iy b /tarTyqani fi ghabah/
The title of the poem is translated differently from the original version because
the poet focuses on only one road ‘the road not taken’ while the focus is on both
roads. In both English and Arabic versions there is a use of nominal sentences with

the focus on the use of the negative form and the past participle in the English

version and the use of two nouns and a preposition in the Arabic version.
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Semantically speaking, the meaning of the Arabic version expressed the meaning of
the first verse which is: ‘two roads diverged in a yellow wood’.

Oy b (g ) A dde A /fiy ghabatin safrda’a yanbathiqu tariyqan/

In the first verse, the translator started with the end of the original version and
finished with its beginning for rhyme purposes. The verse has been translated in that
way because Arabic word order is more flexible than that of the English language
but the transmitted meaning is the same.

Syl B (ud 45 il asiftu ’anahu laysa fiy al-’imkan/
LaglS 337 ¢f 13a) g 1 J8ua 39S /hawniy muséfiran wahidan an ’akhudha kilayhima/

Mgk b Js¥) alal "amama al-’awali waqaftu tawiylan/

These three verses stand for the second and third verses of the English
version. The poet used ‘and’ as a way to begin the second verse but in Arabic there
is no need to use the connective ‘s’ /wa/. In addition, in the English version the poet
used the word ‘sorry’ which is an adjective while the translator used a verb: ‘cdul’
/asiftu/. The two words: ‘o /laysa/ and ‘0\<¥) /al-’imkan/ stand for the English
modal ‘could’ and the word expressing the negative form ‘not’> for rhyme purposes
since the translator was able to use the same word category which is ‘ahiww al> /lam
yastati‘/.

bl Gilbaal) AT g /wa’ila ’akhiri al-matafi nazart/
Ca Cibrial) 44gS9 /wa nihayata al-mun‘atafi tabi‘t/
@Al A A /1akinTy al-thaniya —Kkhtart/

O Y8 /fa al-’amru siyan/

These four Arabic verses stand for three verses in the English version. The
poet started with the verb ‘looked’ while the translator finished with the verb: < ki
/mazart/. The word ‘the undergrowth’ is not found in the Arabic version. The

Arabic version: ‘0w Y& /fa al-’amru siyan/ is the equivalent of ‘as just as fair’

-141 -



but it does not express the same meaning of the original which is being fair. The
equivalent should be ‘Wwais 34S¥’ /wa li’akiiwna mungifan/.

O k) Juadi (S Ly /wa rubama kana afdala al-tariyqayn/
glall dld A /fiy dhalika al-sabah/

bl Gy k) vl imtada al-tarfyqani amamiy/

A (35 Laguliy /yughatiyhima waraqu al-shajar/

al8Y) ghag 03w al /lam yusawidhu wat’u al-’aqdam/

These verses are the equivalent of the verses starting from the sixth to the
twelfth verses. The translator paid attention to the order of the Arabic language and
started with: ‘L’ /rubama/ because the word of Arabic language is flexible. In
Arabic the translator started with ‘zlaall i3 & /fiy dhalika al-sabah/ whose meaning
is related to the verses which followed while in the English version ‘And both that
morning equally lay’ the meaning is expressed within the same verse without
relating it to the verses which followed.

158 gaasdl W) <8 s /fa taraktu al-awala liyawmin maw‘iiwd/

i G el Al L ¢ /lakin bima ’ani ’a‘rifu kayfa/

agh AV ) @kl /al-tartyqu ’ila al->akhiri yaqiawd/

sl d¥ A Al A dal Pashuku fiy ’aniy ’ila al-’awali sa’a‘awd/

These four verses stand for the English verses starting from the thirteenth till
the fifteenth. The interjection ‘Oh!” is not expressed in the Arabic version where the
translator used the letter ‘4 which expresses connectivity. Also, there is a difference
between the verb ‘marked’ and ‘let’ ‘s /taraktu/ that has been used by the
translator. In saying ‘dsslw ds¥ 3 /ila al-’awali sa’a‘awd/ there is explicitation
because the poet has not used the word ‘the first’ ‘Js¥ ‘al-’awal’, he used the word
‘back’ which means to return to the first road. The poet used the simple past with
the subordinating conjunction expressing the conditional but the translator used the

verb <d&l> fashuku/ in order to express his doubt and used other particles such as:
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‘il & /fiy aniy/ which expresses the conditional. However the translator would have
used the &) /ina/ with the verb <GS /kuntu/.

B 8 Aalll o2 s 9 lw /sa’arwiy hadhihi al-qisata fiy tanhiydah/

ddda (i g (i 9 /ba‘da siniyna wa siniyna madiydah/

The translator used the preposition ‘fiy’ in the Arabic language. Yet, the
original version used the preposition ‘with’ (bi in the Arabic language) which makes
the meaning different. In addition, the word: ‘6%’ /madiydah/ which is an adjective
has been used by the translator as forced rhyme but the meaning of this word has
not been expressed in the original version.

Gtk LS oo /‘an ghabatin wa tariyqayn/

/wa kayfa anly mina al-’ithnayn/c¥) ¢ S i

Al Gkl & 530 /—Khtartu al-tarTyqa al-khali/
Ml s B idag /wa hadha sayughayiru jamiy‘a ahwaliy/

These four verses stand for the last three verses of the original poem. The
translator related between these verses and the ones before through the use of the
preposition ‘¢’ /¢an/ in order to avoid repeating the first verse that the poet used in
the original version ‘two roads diverged in a wood.” The translator also used the
word: ¢ /al-’ithnayn/ in order to clarify the meaning. In addition, she (Susan)
used the words: ‘AN /al-khali/ ‘. Nsal” /ahwaliy/ in order to rhyme since the

second word is not explicitly stated in the original version.
4.4.1.2.2. Analysis of Translation 2

-Form

The rhyme of the second version of the poem is very interesting since it
reflects the tradition of Arabic poems even if the translated version does not follow
the same pattern that the original version has. The poet- translator succeeded in

preserving the form of poetry which makes the reader or the listener feel it as such
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as it is said in Arabic in a verse: ‘Jad A Ji o bs puld /Aslaw cpa &g ol addl 1P
/idha alshi‘ru lam yahzuzka hiyna sama‘ihity fa laysa hariyan an yuqala lahu
shi‘ru/ which means that if poetry does not make you understand it, feel it, and
enjoy it; it cannot be considered as poetry. The poet-translator has divided the poem
into four different stanzas, each one consists of five verses (quintet). The same rhyme
is used in each five lines. It seems that the type of the poem in Arabic is the old
pattern of writing classical poetry because the poet-translator preserved the rhyme and
the rhythm which is reflected in the use of the meter called in Arabic ‘3 A
/bahru al-rajaz/ (One of the sixteen meters in Arabic poetry composed of
‘mustaf’ilun mustaf'ilun mustaf’ilun’ feet in each hemistich) which makes the listener
feel the music reflected in the rhythm. Punctuation is used in the original version in
the forms of commas, semicolons, and an exclamation mark. On the other hand, the
translator has used one comma and one interrogative mark because Arabic does not
need the use of punctuation here as English does. Both the original and translated
versions have a simple structure, yet they express deep meanings. Thus, the form of
the Arabic version is acceptable compared to the English version.
-Sound

The crucial thing that attracts us in analyzing the sound of poems is
alliteration. It is clearly portrayed in consonance more than assonance in the end of
the five lines because consonance is a repeated consonant sound at the end of words
placed near each other usually on the same or adjacent line. For instance, the verses
of the first quintet end with the following words ¢_kddl> /—nshatar/, ¢,id/ al-safar/,
B’ / al-nazar/, ‘ »ad)’ / al-basar/, ¢ a4/ al-shajar/ which have the same consonant

Irl ().
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-Words

The words of both poems are very expressive, because both reflect the
deepness of both languages; English and Arabic respectively. Despite the fact that the
Arabic version is a translation, it seems to be an original text (an end in itself)
because when we read it we feel as if the translated poem has been created in
Arabic by an Arab poet.

-Images

The images which have been used in this poem in both versions are metaphor
and personification as explained in the first translation of ‘The Road not Taken.’
-Tone

The tone of the poem in both versions is serious and straightforward. But, it
seems that the poet is upset and very sad. This is clearly seen all over the poem and
it is expressed in one word which emphasizes on the sad mood which is the word
‘sigh’ ‘6445 /tanhiydah/.

-Content

The content of both the original and translated versions is clear because of the
clarity of the main idea which is summarized in being confused about the choice of
the right path which leads to the person’s objectives.

The title of the poem ‘The Road Not Taken’ has been translated to (k!
asluj ol 3 Jal-tariyqu al-ladhiy lam aslukh/ which shows clearly the exact meaning
which implies that the poet is confused and does not know which road to take and if
he will regret his own choice. The verses of the Arabic poem are both expressive
and impressive and each stanza from the four stanzas reflects an idea which falls
under the general idea of the poem; the first stanza reflects the puzzlement of the

poet and which way to choose. This is shown in the following:
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Sl e  Blad 5 haal i Gy A B

/fiy Khariyfi al-ghabati al-safra’a faj’atan tariyqiy lidarbayni —nshatar/
) Taa Lagoh adaiaf ol 8l 19

/wa li’asafiy lam astati‘ fiyhima ma‘an al-safar/

SB B Caal Syl g 53 jha g

/wa bimufradily waqaftu tawiylan um‘inu fi al-nazar/

radl s siila a8 o Laaaal & iy

/wa nazartu li’ahadihima ‘ala qadri ma yaqwa al-basar/

ol blgia By (g (gl Le s )

/’ila haythu ma yantahiy wa lakin yukhfiy muntahahu al-shajar/

The second stanza summarizes the choice of the way which seems to be
nearer to the heart of the poet even if the second is near and resembles the road
taken by the poet. This is clearly shown in the following stanza:

e al) A Tcaiie ) Le el Liiala G oSy

/wa li’akiiwna munsifan salaktu ma —‘taqadtu *anahu al-darb/

Gl AL g La (Bhag g ek (e G A

/al-qariybu min nafsiy wa yuhaqiqu ma yarnaw lahu al-galb/

a3 gy g B uadl) Al 55 sl L8 by al

/lam yartadahu qabliy ahadun tuzayinuhu al-khudratu wa yaksiiwhu al-‘ushb/
QA Ao g8 S DAY Gl o 68

/raghma ’ana al-darba al-’akhara kana yarnaw °‘ala al-‘ushb/

fuase Ay Vsh i o dady

/yushbihu darbiy hadha fiy ‘ardi/

The third stanza comprises a kind of description of both roads and the
preservation of the other road for another day because he may return to it. Here, in
the last verse the translator has used a word which reflects the tradition of Arab
World countries believing in destiny (Qadar) since it is one of the six main pillars
that belief is made of in the Islamic religion. This word is ‘destiny’ and it reflects
the will of Allah (God). This is shown in the following stanza:

AN 3k hha luall 138 Laads
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/kilahuma hadha al- sabaha kana mughatan bi’awraqi al-shajar/

Sy 0a Sal Al sy plg "adh i3 )

/lam tartadahu qadamun wa lam yamura ‘alayhi ’ahadun min bashar/
Mj&i}x/@bwﬂ’ﬂ%b

/wa—htafaztu linafsiy ‘alayhi yawmun ’akharu li al-safar/

el gy 2wl ol 'deal 1Y)

/’ila ’anily ’ajhalu ’ayna yadhahabu biy wa ’ayna al-mustagar/
DRIy Lt Lagy el 4y i Tesgdg

/wa shakaktu ’aniy ilayhi sa’a‘Gwdu yawman ‘indama yuriydu al-qadar/

The fourth and last stanza summarizes the focal point of the whole poem
which has made all the difference in the life of the poet because he traveled the
road not taken by all people which was the reason behind changing his life and that
makes all the difference. This idea is expressed in the following:

Bl il dg oda b Sala

/sa’ahki qisatty hadhih wa fiy al-qalbi tanhiydah/

Bamy a )l AUy e giad) hal Lanic

/indama tamuru al-sanawatu wa ana fiy ardin ba’tydah/
B Ade ) jhdd) oy ok o

/ana tarlyqayni —nshatara fiy ghabatin fariydah/

m ﬂe‘ﬁi ‘43:).:{; ‘535\ /gJ.ﬁ\ é\ﬁuj

/wa salaktu al-darba al-ladhiy ‘abarathu aqdamun qaliylah/
Ata Ldal 38aY s 58 Laidag

/wa hadha ma ghayara hayatly li’uhaqiqa ’ahlaman jaliylah/

All in all, the poet translator has succeeded to render this poem because he
preserved the meaning which is the most important element in translation in addition
to the form which has been submitted to Arabic (target language) rules. This is one
of the examples that show the ability of poets to be good translators since they have
a good sense of creativity in addition to the use of some strategies such as ‘cultural
transplantation’ as in Ll "y Levie Lag dgelu 43 S ‘ws<iiy /wa shakaktu ‘aniy ilayhi
sa’a‘lwdu yawman ‘indama yuriydu al-qadar/ which is based upon Islamic culture;
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‘adaptation’ in the whole poem because the poet-translator creates an equivalence of
the same value by feeling free in expressing the same idea of the original version in
his own way of thinking, and addition which stands at the rhyme scheme at the end
of each line in each stanza.

-Linguistic Analysis

aslui of 530 @kl /al-tarlyqu al-ladhiy lam aslukh/

The title of the second Arabic version is somehow different from the title of
the original version ‘The road not taken’ because the meaning in the Arabic version
shows that there is a relation between the poet and the road but in the English
version the relation between the road and the poet is fealt but not syntactically stated.
If we retranslate the title of the Arabic version we will get ‘The road that I did
not take’ which is not as expressive as the original.

D& Cpaal Ak slad o) jhall Alad Gy A 2 /fiy Kkhariyfi al-ghabati al-safra’a faj’atan
tartyqly lidarbayni —nshatar/

shedd) s Lagd adaiaad ol L&Y |y /wa li’asafly lam astati fiyhima ma‘an al-safar/

SR B ¢l gk ‘cidly 53,409 /wa bimufradiy waqaftu tawiylan um‘inu fi al-nazar/
o) 558 b o Laaal &olly /wa nazartu li’ahadihima ‘ala gadri ma yaqwa al-
basar/

ol slgiia A3y o<l 450 L Cua ) Sila haythu ma yantahiy wa lakin  yukhfiy
muntahahu al-shajar/

In the first stanza, the translator used two strategies which are ‘explicitation’
and ‘adaptation’ because in the first verse he added two words ‘“i,a° /Khariyf/, and
lad /faj’ah/ to express what is tacit in the English version. The translator benefited
from the structure and the power of Arabic words and especially from his poetics to
translate those verses as we feel the same meaning even if the structure is totally

different.
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ol Al ‘caiie) L ‘cslu lials (58¥5 /wa li’akiiwna munsifan salaktu ma —‘tagadtu
’anahu al-darb/.

‘i) A gy Le (Biayg el (e Gl /al-qariybu min nafsiy wa yuhagiqu ma yarnaw
lahu al-galb/.

‘adial) b guiSy g 5 uadl) ‘AL 3 “aai L8 oali ol /lam yartadahu qabliy ahadun tuzayinuhu al-
khudratu wa yaksawhu al-‘ushb/.

QAN o g8 s LAY 'l i a8, /raghma ’ana al-darba al-’akhara kana yarniw ‘ala
al-‘ushb/.

SuaS A9 ¥sh 13 0 4udy /yushbihu darbly hadha fiy ‘ardi/.

In the second stanza, the translator keeps on using the same strategies
‘explicitation’ and ‘adaptation.” The first is seen in: ¢ caiic) /‘tagadtu/ and ¢ o al
aj A /lam yartadahu qabliy ahadun/ which are added to make the meaning
clearer. The structure of both the original and the translated versions is totally
different because English and Arabic are two distant languages. The second is clearly
shown in starting with: ‘Wwais {4S¥s /wa li’akiiwna munsifan/ rather than ending

with it as it is in the English version.

A @k e zluall 13 LaMS  /kilahuma hadha al- sabaha kana mughatan
bi’awraqi al-shajar/

S e 0l ade ey als }-‘5 Tl 3 al /lam tartadahu qadamun wa lam yamura ‘alayhi
’ahadun min bashar/

Sl (AT a gy dgle oudil ‘clilialg /wa—htafaztu linafsiy ‘alayhi yawmun ’akharu li al-
safar/

el cnlg (0 ady ol ‘Jgal A1) Pila Candy ‘ajhalu ’ayna yadhahabu biy wa ’ayna
al-mustaqar/

SN "y Lasie Lagy dgelu 4d) i ‘es<iy /wa shakaktu ’aniy ilayhi sa’a‘Gwdu yawman

‘indama yuriydu al-qadar/
In the third stanza, there is no use of the interjection ‘Oh’ but the meaning is
preserved even if the translator sometimes uses some preciosity, which is an

overrefinment in style and taste, as in: ‘,&wal)’ /al-mustagar/ to get the poem in a
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good form. ‘Adaptation’ is clearly seen in the addition of the phrase: °J&!l "y Lasic’
/‘indama yuriydu al-gqadar/ which is related to the culture of the translator (Muslim
culture).

Bl i) g oda b Salu /sa’ahki qisatly hadhih wa fiy al-qalbi tanhiydah/

Bamy agl B Uly ‘@il Jad Ladie /indamd tamuru al-sanawatu wa ana fiy ardin
ba’tydah/

By b e 81 ki) oy b o /’ana tarTyqayni —nshatara fiy ghabatin fariydah/

AL a0 aie A gl Eslug /wa salaktu al-darba al-ladhiy ‘abarathu *aqdamun
galiylah/

Ay Lolai (388 s 58 LIy /wa hadha ma ghayara hayatly li’uhaqiga ’ahlaman

jaliylah/

The fourth and last stanza follows the same pattern which is focusing on both
the meaning and the form. Here, the translator paid attention to the aesthetic side
because he is a poet. The three last verses are somehow different from the original
version because he added some words which do not exist in the English version such
as: ‘éu % /fariydah/, ‘4LB "a18° /aqdamun qaliylah/, and ‘4 L’ /’ahlaman
jaliylah/ which have been added to make the meaning clearer and the form of the

poem fascinating.
4.4.1.2.3. Analysis of Translation 3

-Form

The rhyme of the third version of the poem is not as interesting as the second
version since it lacks some crucial elements that need to be present in poetry. The
Arabic version of this poem is longer than the original version because of the
number of verses it contains. The rhyme of the poem is not the same; it may be
said that there is no poem and that each verse is unique compared to others. The

type of the translated poem is not really a type, but it is a genre that resembles
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prose rather than poetry. It is acceptable as a strategy of translation, but it is not as
meaningful and as significant as the original. For instance, the last verse of the
Arabic version which is: ‘1ceAY) shd & sebd Jaay L dld ¢ /wa dhaka ma yaj‘alu
khatwily ghayra khatwi al-’akhariyn/ does not reflect the same meaning of the last
verse of the original version which is ‘And that has made all the difference.” The
use of punctuation is ignored in the Arabic version since the Arabic pattern of
organizing poems does not need the use of punctuation. So, punctuation in Arabic is
neither a necessity nor an obligation because it is not as meaningful as it is in the
English language but it is sometimes needed in Arabic poetry. Both the original and
the translated versions of this poem have a simple structure. However, the original is
more sophisticated than its translation which is in need of some important elements
such as rhyme, rhythm, and feet. For example; Jas taa LagalS 4 sl /wa al-sayru fiy
kilayhima muhal/ is the translation of ‘And sorry I could not travel both.” The
original version expresses the feeling of the poet which is being sorry for not being
able to travel both roads at the same time. But, in Arabic the verse is said in
general without relating it to any person.
-Sound

The crucial thing that attracts us in analyzing the sound of poems is
alliteration which should be reflected in consonance and assonance. These two are
absent in the third Arabic version of this poem compared to previous versions. If we
take the five following verses:

6 Suailly ())iaa zluall Glld e LAY

/al-shari‘ani dhalika al-sabah mumtadani bi al-tasawi/

Al BY) Lgad ol LY Lagale

/*alayhima al-’aliyafu lam tamasaha al->’aqdam/

JAT LA AY) g Uil s 5 288 5 5 LS

/kama tara faqad taraktu al-shari‘a al-akhara khayaran ’akhiran/
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Ladla BLaad) (3 ph Cas & ) Al

/1akinanly udriku kayfa turuqu alhayati da’iman/
AY g L o Lagl

/taqiwduna min shari‘in li’akhar/

we find no consonance, which is a repeated consonant sound at the end of words
placed near each other, and no assonance, which is a repeated vowel sound in the
words that are placed near each other.
-Words

The words of the original version are very expressive compared to those of its
translation because the translator has not used his own creativity as he sometimes
uses word-for-word translation, and sometimes he adds what he understands without
giving much importance to the original poem. The Arabic version seems to be a
literal translation because the translator follows the original version without paying
attention to the structure of the Arabic language. For that, the meaning of words is
very shallow such as: 2)ie¥) 4 4lia AV g \Millg /wa al-shari‘u al-’akharu mithluhu fiy
al-imtidad/, ¢sbedll Gdies pluall A3 Gle L&Y /al-shari‘ani dhalika al-sabah mumtadani
bi al-tasawi/, al8Y) gwad ol L) Lagsle /‘alayhima  al-’aliyafu lam tamasaha al-
’aqdam/.
-Images

The images which have been used in this poem in both versions are metaphor
and personification as explained in the previous versions.
-Tone

The tone of the poem in both versions is serious and straightforward. It seems
that the poet is upset and very sad. This is seen clearly all over the poem and it is
expressed in one word (sigh) which emphasizes on the sad mood which is rendered

in the following verses where the translator has used the word ¢<\&¥) /al-ahat/:
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Sl Ak La (Saf g

/sawfa ahkly ma hakaytuhu lakum/
Osall g a3 8598 (2

/fiy dawrati al-zamani wa al-makan/
ale aay Lale cla¥L

/bi al-ahati ‘aman ba‘da ‘am/.

-Content

The content of both the original and translated versions is clear because of the
clarity of the main idea which is the perplexity and bewilderment of the poet about
the right road to choose. The title of the poem ‘The road not taken’ has been
translated to uasdel &kl /al-tarfyk al-marfiiwd/ which reflects that the poet has
refused to choose one of the roads and has chosen the other one which was the
reason behind changing his life totally. The verses of the Arabic version are short
and meaningful, but the translator was able to use an elevated style which reflects
the deep meanings that the poem carries and the great rhetoric that the Arabic
language is famous for. All these aspects have not been shown in this poem since
the translator has used the genre which is called ‘thoughts’ ¢_klsd> /khawatir/ (a
specific genre which resembles prose and it is written freely without being submitted
to poetic rules).

-Linguistic Analysis
A gl g LaY fal-shari‘u al-marfiwd/

This title of the third translation of the poem entitled ‘The road not taken’ is
not as expressive as the original version because the translator followed the structure
of the English language step by step. The title of the Arabic version is not
acceptable as a translation as the word ‘uasi’ /marfiiwd/ is usually used in
different contexts, not with a road that was not taken. Thus, ‘dlwial i g L&Y /al-

shari‘u al-ladhiy lam yuslak/ is more appropriate from a semantic point of view.
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/al-shari’ani hahuna muftarigan/ o ida Uala gl LA

/‘inda ghabatin safra’a yabisah/ 4wl &) ia 48 sie

The two first Arabic verses stand for the first English verse. In the first
Arabic verses, the translator used the definite article ‘J” /al/. However, in the English
version no definite article is used. The word ‘S¢a> /hahuna/ is absent in the original
version. So, it is an addition from the translator.

/wa al-sayru fiy kilayhimda muhal/Jias e LegilS & jadl g
/fa kayfa ly ’asluku shari‘ayn/ s bd dlui I Cisé

Nlidha waqaftu saa‘atan/Aslug dslu cibg )y

These Arabic verses stand for the second, third, and fourth English verses with
a lot of structural and semantic differences such as: ¢webé il Jcisé /fa kayfa Ny
’asluku shari‘ayn/ which is totally different form ‘and be one traveler.” In addition,
the Arabic verse is grammatically incorrect. It should be translated as: el o A s
(e M /fa kayfa Iy ’an ’asluka shari‘ayn/.

Panzuru li al-’awali yamtadu ba‘Tydan/)iss Siay JgS3 i)

/yaltawly khalfa al-shajar/ s «ali gl

/wa al-shari‘u al->akharu mithluhu fiy al-imtidad/ Jxie¥) 84l AY) g Ll
/ya‘liwhu ba‘du al-‘nabat/ <l qudall (any o glay

Na‘alahu al-’afdalu fa al-’a‘shabu wa al-nabatu tartadiyh/ <lilly clisYb Jady) 4l
Q8 A

Nakinahu yaftaqidu al-tarmTym/as 5l i, 438

/kilahuma ‘alayhimad malmhiu al-murawr/,s ) gk Lagals Laads

/bi al-tasawly fiy al-’irhaq/@w ¥ ¢ sedily

These verses stand for the verses starting from the fourth verse ‘And looked
down ...” till the tenth verse. The translator used the present tense (the imperfect) as
an equivalent for the past tense ‘looked.” The English verse ‘Then took the other,
as just as fair’ has not been taken into consideration since the translator focused on

the meaning rather than the order of verses.
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/al-shari‘ani dhalika al-sabah mumtadani bi al-tasawi/ ()ies gluall b e LAY
¢ gbilly

/‘alayhima al-’aliyafu lam tamasaha al->aqdam/p83) Wi ol GLIY) Lagale

/kama tara faqad taraktu al-shari‘a al-akhara khayaran ’akhiran/ <S5 a88 s g s
AT LA AY) ¢ L

/Nlakinaniy udriku kayfa turuqu alhayati da’iman/Lil 3all 3k cis & i A5
/taqiiwduna min shari‘in li’akhar/ JAY g L& ¢ Ua gl

/fashari‘un yaqiiwduna lishari¢/ g L Uagd g Lid

Nlidha ’ashuku ’an ’a‘iiwda lishari‘in taraktuhu — Kkhtiyaran akhiran/ ass) of i 13
AT 1A 4SS 53 p L

These verses stand for the verses starting from the eleventh till the fourteenth
verses. In the Arabic verses, the translator seems to talk to someone ¢ s~ WS’ /kama
tara/ which is not present in the original version. In the verses mentioned previously,
the Arabic version is longer than the original for clarification purposes.

/sawfa ahkly ma hakaytuhu lakum/ a<! 438 L Sai cgu

/fiy dawrati al-zamani wa al-makan/ O\Sallg Olajl 892 2

/bi al-ahati ‘aman ba‘da ‘am/pls 2 Lle AL

/al-shari‘dni hahuna muftarikan/o@ sds Uala gle L)

Nakinanly — khtartu al-ladhly ma marahu kathTyr/ S o L g3l & 5a) i
1oAY shi 48 gebd Jeay L dldy /wa dhaka ma yajalu khatwiy ghayra khatwi al-

akhariyn/

These verses stand for the last four verses. The translator used the word ‘as?
/lakum/ as if he were telling a story to his audience. The translator put some
elements before others and changed the verses’ order. The translator used: /ma
marahu Kathiyr/ S s » L instead of saying /ma mara minhu kathlyr/ ¢ S 4ia s W’
which is not correct because in Arabic, either we say ‘S 4dajml’ or ‘S o W /
ma ‘abara minhu kathiyr/. The translator focused on the meaning and used his own
strategy which is sometimes based upon word-for-word translation method taking

Arabic word order (V+S+O/S+V+QO) into consideration. The translator also put some
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verses before others as a means of relating words at the semantic level. Consequently,

the translated version does not reflect the poetic form.
4.4.2. Poem 2

-Translation 1
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Original Version (English)

Translated Version (Arabic)

Stopping by Woods on a Snowy Evening

Whose woods these are | think | know.
His house is in the village, though;
He will not see me stopping here

To watch his woods fill up with snow.

My little horse must think it's queer
To stop without a farmhouse near
Between the woods and frozen lake

The darkest evening of the year.

He gives his harness bells a shake
To ask if there's some mistake.
The only other sound's the sweep

Of easy wind and downy flake.

The woods are lovely, dark, and deep,
But | have promises to keep,
And miles to go before 1 sleep,

And miles to go before 1 sleep.

FEFIROS

/ ‘inda al-ghabah/

il oda Byal

/liman hadihi al-ghabah/

/azununily ’arifu sahibaha/

LAl B Gl

/ya‘lyshu fiy al-garyah/

Ll cadl i ol

/falan yaranily ’aqifu bijanibiha/
L))l Ul g el ¢ i

/tamtali’u bi al-thalji wa ’ana
"urakibuha/.

Ll e el b Slas oy

lyajidu hisanty fiy al-amri gharabah/
s (e L8 J e W g i 0

/an naqifa wa 12 manzila qariyban min
huna/

el g 3aeatiall 3yl oy

/bayna al-buhayrati al-mutajamidati wa
al-ghabah/

Ll 8 L ) a4

/’ashadu al-’umsiyati zalaman fiy al-
sanah/

Llasf il oy

/yazunu ’anana ’akhta’na/

Gl il Al e

/fayahuzu ra’sahu fiy —stighrabin/
/wa al-sawtu al-wahiydu al-ladhiy
nasma‘u/

pc ) el Sl

/tasaquta al-thalji al-na‘im/

i Ly 8 o

/wa al-riyhu qurbana tansab/

Aallal) ASIA Alyen Ala)

/al-ghabatu jamiylatun halikatu al-
; zulmah/

Les ol e G5 (1

/lakina ladaya wu‘liwdan afiy biha/
abl o U8 W sl Yl

/wa ’amyalan ’ajtazuha qabla ’an
’anam/

Table 7 : Stopping by Woods on a Snowy Evening (the first translation)
http://www.adab.com/world/modules.php?name=Sh3er&doWhat=shgas&qid=81396&r=&rc

=4

- 157 -



http://www.adab.com/world/modules.php?name=Sh3er&doWhat=shqas&qid=81396&r=&rc=4
http://www.adab.com/world/modules.php?name=Sh3er&doWhat=shqas&qid=81396&r=&rc=4

-Translation 2

Original Version (English)

Translated Version (Arabic)

Stopping by Woods on a Snowy Evening

Whose woods these are | think | know.

His house is in the village, though;
He will not see me stopping here

To watch his woods fill up with snow.

My little horse must think it's queer
To stop without a farmhouse near
Between the woods and frozen lake
The darkest evening of the year.

He gives his harness bells a shake
To ask if there's some mistake.
The only other sound's the sweep
Of easy wind and downy flake.

The woods are lovely, dark, and deep,
But | have promises to keep,

And miles to go before 1 sleep,
And miles to go before I sleep.

sl dle pluce il Aal) alaf 438
/waqfatun ’amama al-ghabati dhata
masa’in mulabadin bi al-ghuyawm/

£l (5,3 U sl o

/hadhihi al-ghabatu hal tadriy liman/
10l (5030 U

/bal ’ana adrly liman/

) oall (8 (Ll oo

/hiya li al-sakini fiy al-hayi al-ba‘Tyd/
o il z S 53,0 Y (S

/lan yaranily al-’ana ’arntw lithuliwji al-
ghabi fatrah/

C}U\ L 0SS illad) oda

/hadhihi al-ghabah takstiwha al-thulawj/
e J ke 585 Slas

/wa hisanly wa huwa mazala saghiyran/
pladll Gl ) 38

/haza ’ajrasa al-lijam/

Vs 4 Ay 550 Sl

/sara yarniiw Ity wa fry fryhi su’al/
1oy il g 2 3 oY) i )

/lima nahnu al-’ana fiy al-bardi wa fly
al-layli wuquwfun/

1oL 3Ly lin 13Le 1 8

/qala Ity madha huna wa limadha
tatamala/

o Y (Al

/rubama fiy al-’amri sir/

le g pa¥) (A Lay)

/rubma fiy al-’amri stiw’/

1Lald de ) 3o ¥ 5 ALl 8+ S Y Ligd

/fahuna 1a kukha fiy al-ghabi wa la
mazra‘atan fa limadha/

ldaill 138 (5 5 L

/ya tura hadha al-tamaliy/

saania 3 yun 5 by Q&

/bayna ghabin damisin wa buhayratin
mutajamidah/

ozl Qlll & g Y i

/wa huna 1a sawta fiy al-layli al-bahiym/
10553 e oadl Y1 sLiaallé

/fa al-masa’u al-’ana ’adja ma yakawn/
AUl Gl 8 Bl da gis < gaal 5 a5 5o L

1 LLil
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/ma siwa al-riyhi wa ’aswati sukiiwti al-
thalji fiy ’ahlaki ’ayami al-shita’/

TSl Taa 8 Jalli 5 W

/wa ’ana wa al-khaylu fiy hadha al-
makan/

/lakinanly ’arntiw huna/

O e Jaal el

/fa al-ghabu ’ajmalu ma yaktwn/

o6 Le lla) sl

/al-ghabu ’ahlaku ma yakown/
1058 e ) S

/al-ghabu ’amaqu ma yakiwn/

352 M) il pill U8 pad) sin) ey L)
/lakinaniy ya ghabu ’ahthtw al-sayra
gabla al-nawmi ’astabiqu al-wu‘twd/

352 5 (AKX Slo e

/‘indty ‘ald katifty wu‘dwd/
a5l 08 Jlee ) JaS) o) I oY

/labuda Ity ’an ’ukmila al-’a‘mala qabla
al-nawm/

Tl 5 Jlaally adli Ll

/ya ghaban talfa‘u bi al-jamali wa bi al-
zalam/

Lo o) U 53 Bis e

/wa ‘alaya tayu masafatin ukhrd qubayla
al-nawmi tay/

ek sl U (5 530 Bilase Lo

/wa ‘alaya tayu masafatin ukhrd qubayla
al-nawmi tay/

alall | gigal) daa 5

[tarjamatu al-duktiiwr al-hamid/

Table 8 : Stopping by Woods on a Snowy Evening (the second translation)

-Translation 3

http://www.magalaty.com/19807.html
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Original Version (English)

Translated Version (Arabic)

Stopping by Woods on a Snowy
Evening

Whose woods these are | think | know.

His house is in the village, though;
He will not see me stopping here

To watch his woods fill up with snow.

My little horse must think it's queer
To stop without a farmhouse near
Between the woods and frozen lake
The darkest evening of the year.

He gives his harness bells a shake
To ask if there's some mistake.
The only other sound's the sweep
Of easy wind and downy flake.

The woods are lovely, dark, and deep,
But | have promises to keep,

And miles to go before | sleep,

And miles to go before | sleep.

lia ploce cild 43l xio 48

/wagfatun ‘inda al-ghabati dhata masa’in
muthlij/

A8 el bl el o2a il

/maliku hadhihi al-ghabati azununiy ’a‘rifub/
Ay il b iy oS

/lakina baytahu fiy al-garyah/

L a5 30y )

/lan yaranty wakifan huna/

/li’ushahida ghabatahu wa hiya tamtali’u bi
al-thalj/

Oaginy Jinal) Slas ol 3 Y

/labuda ’ana hisaniy al-da’yla yastahjinu/
Dsadl e ) e Cmasms o5 ol
/al-wugawfa dawna wujawdi bayti mazra‘atin
fiy al-jiwar/

Baeatiall 3 sl g Al (e

/ma bayna al-ghabati wa al-buhayrati al-
mutajamidah/

Al b elue clla]

I’ahlaka masa’in fiy al-‘am/

ax e sl al e

fyahuzu ’ajrasa sarjihi/

ol lia IS 13 Lad Sl

/liyas’ala fma ’idha kana hunaka —Itibas/
lial 8 aa gl AY) &l

/al-sawtu al-’akharu al-wahiydu huwa —
jtiyahu/

3l e say Bl ot Adglalll g

[al-riyhi al-lattyfati wa nadafa al-thalji
binu‘Gwmati al-zaghab/

Agee 5 dallia g cdlian A1)

/al-ghabatu jamiylatun wa muzlimatun/
‘L@@\u\:;s;s}s}gg.ﬂuﬂ

/lakin ladaya wu‘awdun ‘alaya ’an ’afiya
biha/

AUl ) U8 Leadadl Ol

/wa ’amyalun ’agta‘uha gabla ’an ’anam/
RECNEINE R

/wa ’amyalan ’aqtauha gabla ’an ’anam/
G I3 sl daa 5

/tarjamatu al-duktiiwri nizar sartawi/

Table 9 : Stopping by Woods on a Snowy Evening (the third translation)
http://kenanaonline.com/users/nizarsartawi/posts/208632
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4.4.2.1. About the Poem

The poem of ‘Stopping by Wood on a Snowy Evening’ is one of the most
famous poems of the American poet Robert Frost. The poem is characterized by its
unity, and it has a definite aim compared to Arabic ignorance age poems (pre-islamic
poetry) which were characterized by the diversity in their purposes. There is also a
kind of harmony between the verses and the poetic paragraphs since the poem is
divided into four stanzas and each paragraph consists of four verses. This construction
is very different from the ignorance age Arabic poetry even if there is a superficial
resemblance in terms of rhythm where each poetic paragraph finishes with the same
rhyme scheme. This gives it a beautiful musical rhythm. However, the ignorance
poems are different in terms of poetic meters.

The poem starts with the standing of the farmer by the wood pondering its
beauty, its darkness and snowfall. The farmer clarifies that the forest is very beautiful
and near to his heart and that his boss will not discover his presence in the forest
because his house is farther in the village. Then, he describes the horse which was
astonished from the standing of the lady in the forest in order to contemplate the
forest full of snow and the frozen lake when coldness and darkness increase at that
time each year. Thus, the horse decided to awaken the lady from her inadvertency.
So, he shakes the bell in his neck as an attempt to break the silence of that place
which reflected the rustle of wind and the fall of soft flakes of snow. The poem
finishes with the most famous paragraph and here Frost declares his admiration to the
forest and its impressive dark weather. At the same time he shows his awareness of
his responsibilities and what he should realize in this life before he passes away or

sleeps.
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-Textual Analysis

Comparing this poem with the Arabic pre-Islamic poetry, it may be said that
in this poem Frost focuses on some aspects such as; longing for death and relax.
This may be clearly understood because it is shown in some images like snowfall,
the dark forest, the frozen lake, and the silence inherent at that place. On the other
hand, the ignorance poet, the poet of the pre- Islamic era, laments parting his
beloved. This poem reflects the environment of the poet which is represented in
European forests and its nature and all the things that symbolize death, the graveyard,
and silence like emphasizing on two colours; black and white.
-Music

This poem reflects the use of alliteration which appears clearly at the
beginning of the poem in the use of the letter ‘s,’ the letter that represents death and
pain which symbolizes the snake and his stink leading to death. The use of this letter
is used in different words in the poem such as: ‘stopping, snow, sound and sweep.’
The last part focuses on the letter ‘e’ which implies that the poet is really attracted
to the idea of death as a symbol of having rest eternally. Thus, the type of this
poem is a kind of a musical footage which represents its musical harmony. It is
almost like a song. There is rhythm and there is reason, and even some rhyming in
this poem. Composed of four four-lined stanzas, this poem is a classic example of the
Rubaiyat Stanza (quatrains).
4.4.2.2. Analysis of Translations

These three examples of translating the poem entitled ‘Stopping by Woods on
a Snowy Evening’ represent the way of thinking of each translator. Some have used
a creative method and tried to preserve the meaning concentrating on both the form

and the content, others have taken the form, the content, the use of images, tone, and
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personification into account without forgetting the creative spirit and the magical
touch of the translator. All these are done through the use of some of the strategies
that have been explained earlier in chapter three and which will be identified in
relation to each poem in the analysis of Arabic versions.

4.4.2.2.1. Analysis of Translation 1

-Form

The rhyme of this poem is an end rhyme which follows a specific pattern that
is absent in the Arabic version. The original poem is composed of four quatrains and
each one is composed of four stanzas with the rhyme scheme ‘aaba.” On the
contrary, the first translated version of the poem does not give any importance to any
rhyme scheme, it is composed of seventeen stanzas. The translator has rendered the
poem into a prose form. Punctuation is used in the original version more than the
translated version; the English language used semicolon, comma, and dots to express
the meaning indented by the poet. The Arabic version does not include any instances
of punctuation apart from the question mark which expresses interrogation. The poem
is an iamb which is translated in a simple language into the Arabic language. The
structural pattern of both the original poem and its translation are simple because the
poet has used simple words loaded with meaning which has been duplicated in the
translated version.
-Sounds

The sound of the poem is composed of alliteration which comprises assonance
and consonance. Assonance dominates the whole original poem. However, it is just
used in some parts of the translated version such as: Wila /bijanibiha/, W2

/urakibuha/, &€ / gharabah/, 44 / al-ghabah/
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-Words

The words used in both the English and Arabic versions are simple and given
since most readers are familiar with them, but their structure and the meaning they
carry are very special especially in the original version where the poet expresses his
feelings and his mental state. This is exemplified in the original version as follows:
The woods are lovely, dark, and deep,

But | have promises to keep,

And miles to go before | sleep,
And miles to go before | sleep.

And in the Arabic version in the following:

/yajidu hisanily fiy al-amri gharabah/
U (e Ly 30a Vg il
/an naqifa wa l1a manzila qariyban min huna/
Alall g Baaatiall B padd)
/bayna al-buhayrati al-mutajamidati wa al-ghabah/
PRI gA Lada Ql,.uu‘i\ L&
/’ashadu al-’umsiyati zalaman fiy al-sanah/
-Images

The images which are used are personification and apostrophe which is shown
in talking to the inanimate or to an absent person. Personification is presented in
talking to the horse as in: 4@ ¥ B duas 2 /yajidu hisaniy fiy al-amri
gharabah/, < &iul b 4uly 42 /fayahuzu ra’sahu fiy —stighrabin/. Apostrophe is
clearly seen in: $4dl o2 5l /liman hadihi al-ghabah/ Ysla Giel Al /azununiy

’arifu sahibaha/.
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-Tone

The tone of both the English and Arabic versions is serious and sad because
it is a kind of addressing the absent, thinking of the future, and hoping for doing a
lot of things before reaching the day of death as if the poet were searching for a
person to talk to but he could not find that person.

-Content

The content of the original poem is ambiguous and mythical since the poem
reflects some unclear feelings specific to the poet. The Arabic version tries to capture
meaning and the translator succeeded to some extent.

The translator preserved the meaning of the original poem expressed by the
poet, but its form is not preserved. The translator has used a very good style which
makes the ideas of the poem hang together and flow smoothly. This is shown in the
ability to make the reader of the translated version feel the description and imagine
the scene happening in front of his proper eyes. But, if we compare it to the original
poem some weaknesses will be noted:

The title does not reflect the same meaning of the original since ‘stopping by woods
on a snowy evening’ is different from 4 xe / ‘inda al-ghabah/ because of the
different implications of the two phrases. The first specified the place and time,
however; the second just focused on the place which is ‘wood’ and neglected the
place which is very important.

The verses of the poem are not related to each other. In other words, there is no
cohesive devices which make the linkage absent and the reader may not feel
coherence. This is shown in the following; 4al & Gl Wuala digel LAl /azununiy
’arifu sahibaha/. Here, the translator should have used 45)> /’inahu/ in order to link

between the first and second verses.
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-Linguistic Analysis
44 yie / ‘inda al-ghabah/

The title of the Arabic version is different from that of the English version
because the translator did not render a very important element ‘the snowy evening’
S0 some meaning is lost.

4al) o34 (al /liman hadihi al-ghabah/
Wala di e Al /azununiy ’arifu sahibaha/

These two Arabic verses stand for the English verse ‘whose woods these are
I think I know’ with a slight difference in the type of sentence which is declarative
in the source language and interrogative in the target language. In the Arabic version,
the translator used explicitation and added the word ¢ ale’ /sahibaha/ in order to
make the meaning clearer for the readers.

48 A iy /ya‘Tyshu fiy al-garyah/
Lgeilay Bl ) o8 /falan yaranily ’aqifu bijanibiha/
LedI) Ul g gl (AisS /tamtali’u bi al-thalji wa ’ana ’urakibuha/.

These three verses stand for the second, third, and fourth verses of the first
stanza in the English version. The translator used the word ‘cisy’ /ya‘Tyshu/ as an
equivalent to ‘his house’ and used a different verb which expresses the same
meaning of the noun found in the English version. The translator added the words:
‘ila’ /janibiha/ ‘42 Surakibuha/ at the end of the two last verses in order to
sound more explicit and to create a kind of music through following the same rhyme
and using the same phoneme /ha/.

LI Y A Alas 3y /yajidu hisaniy fiy al-amri gharabah/

Ua e lu e Yy uisiyl /an naqifa wa 13 manzila qariyban min huna/
4ad g 3aaaial) 3 padll ¢ /bayna al-buhayrati al-mutajamidati wa al-ghabah/
L) B LB @lwsaY) 230 ’ashadu al-’umsiyati zalaman fiy al-sanah/
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These verses stand for the second stanza of the original version. Here, the
translator followed the original version word -for-word except some words which were
added as a necessity to make the meaning clearer in the Arabic language. These
words are: ‘¥ /al-amr/, ‘“a (=’ /min huna/.

Lk Wi By /yazunu ’anana ’akhta’na/

ol il B 4ul 4 /fayahuzu ra’sahu fiy —stighrabin/

fass Y gl Cigpally /wa al-sawtu al-wahiydu al-ladhly nasma‘u/
sc il i) Bilos /tasaquta al-thalji al-na‘imy/

cluii W @z lly /wa al-riyhu qurbana tansab/

The translator used these verses as equivalents to the third stanza. He changed
the order of the first and second verses because in the original version, the horse
gives its harness through shaking the bell then asks if there is some mistake.
Moreover, the poet started by ‘the wind’ then moves on to ‘the downy flake’ but
the translator did the opposite and translated the adjective ‘easy’ with a verb which
IS ‘clwdd®  /tansab/.

dalll) d<lla dlax 4431 /al-ghabatu jamiylatun halikatu al-zulmah/
W il 135 5 G2l 58 /lakina ladaya wu‘iwdan afiy biha/

abl o g W jlal Yials /wa ’amyalan ’ajtazuha qabla ’an ’anam/

These three verses stand for the fourth and last original stanza. The translator
preferred to use the word ‘dls’ /halik/ as an equivalent to the English word ‘deep.’
In addition, he did not repeat the verse before the last twice and here there is lack
of meaning since the two last verses do not have the same meaning. One is related

to the real miles and the other means the miles of the poet’s life.
4.4.2.2.2. Analysis of Translation 2

-Form
The rhyme of the Translated version is very different from that of the original

version since the poem is based upon the rhythm rather than the rhyme. The second
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translated version of this poem is composed of twenty eight lines compared to the
original one which is composed of twelve lines, i.e., four stanzas composed of four
verses each. The punctuation which is used in the original poem is; commas,
semicolons, and full stops. In spite, in the Arabic version the punctuation which is
used is exclamation marks and question marks. The kind of the poem is called free
verse ¢l 24 /al-shi‘r al-hur/ in the Arabic language (the equivalent of free verse
in English). The structural pattern is clear and simple since the meaning is expressed
clearly and understood perfectly by readers as in the following sentence: (& $ix Jwa
15w ad Ag /sara yarniiw Ity wa fiy fiyhi su’al/.
-Sound

The sound of the poem is related to consonance more than assonance where
the sounds of consonants are more dominant than the sounds of vowels. In Arabic,
there are some repeated words words which give a good sound at the ear of the
listener as if it is a kind of music which is played. For instance; the following words
are repeated for emphasis:

058 L Jaal Giladld

/fa al-ghabu ’ajmalu ma yakiwn/

10550 La éliaf catad)

/al-ghabu ’ahlaku ma yakiawn/

10sSika (Bas ) ilad)

/al-ghabu >amaqu ma yakiawn/

255 51 Biaad a5l U eal) giaf By (A

lakinaniy ya ghabu ’ahthaw al-sayra gabla al-nawmi ’astabiqu al-wu‘awd/
189 S e gaie

/‘indiy ‘ala katifty wu‘awd
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-Words

The words which are used in the Arabic version are simple and familiar. They
are very deep and expressive in the Arabic language as the words of the poem are
in the English language. This is shown in both versions in the following:

My little horse must think it's queer
To stop without a farmhouse near
Between the woods and frozen lake
The darkest evening of the year.
| ke 52 9 (Alan g
/wa hisanly wa huwa mazala saghiyran/
plall) Gl sal a
haza ’ajrasa al-lijam/
10 dsd Ay (o 53 S
/sara yarnuw Ity wa fiy fiyhi su’al/
Tdighy Jalll g 2l & Y cad ol
/lima nahnu al-’ana fiy al-bardi wa fiy al-layli wuqiwfun/
1ol Nilalg SLA 13la S OB
/qala Ity madha huna wa limadha tatamala

-Images

The images which are used are personification and apostrophe. Apostrophe is
shown in the Arabic version in talking to the inanimate or to an absent person such
as:

SOl N Ja clladl oda

/hadhihi al-ghabatu hal tadriy liman/
1ol gl Ul

/bal ’ana adrily liman/

) all b st

/hiya li al-sakini fiy al-hayi al-ba‘tyd/

The translator used very meaningful expressions that make the reader feel the same

feeling of the writer and bring his sentiments to his mind and heart. For example:
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‘And miles to go before I sleep’ has been translated into:
Lk o33 0 (5 31 Ablsa (e g
/wa ‘alaya tayu masafatin ukhra qubayla al-nawmi tay/. This verse stirs the mind

of the reader and makes him feel the same feeling that the poet and the translator
intend to transmit.
-Tone

The tone of the Arabic version is straightforward which makes the reader feel

the sadness of the poet who has been acquainted with the night in the absence of
animate objects and at the presence of dreariness and solitude. This is expressed
clearly in the Arabic language because the translator has used an emphatic style
which is represented in the use of questions and interjections in order to mean the
opposite of what is said as in:

REXWIST, (P OYSR SISV, [ ROVY
/rubama fiy al->amri sir/ /rubma fiy al-’amri saw’/

-Content

The content of the Arabic poem is mythical and expressive since the translator
brings his imagination altogether with his feelings and emotions as it was done by
the poet of the original version. The translation of the poem into Arabic is acceptable
to a great degree because of the good style that has been followed in the translation
of the poem. This has been done through preserving the content more than the form
and by adapting the form of the English poem to that of the Arabic language which
is called in this case ‘free verse.” This may be seen all over the poem which is
longer than the original, fluent, and eloquent. This reflects the soul of the translated
poem as a living creature as if it were written in the Arabic language. However,
some words such as those present in the title do not reflect the meaning of the

original, but they reflect the creativity of the translator because of the difference in
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meaning between ‘stopping by woods on a snowy evening’ and ¢ sluwa <3 43l alaj 488
asadh sle’  /waqfatun amama al-ghabati dhata masa’in mulabadin bi al-ghuyawm/.
As a result, the meaning is different, yet it is acceptable since it reflects the intention
of the translator which is to have a good translated version and to preserve the
aesthetic side.

-Linguistic Analysis

/waqfatun >amama al-ghabati dhata masa’in asslb dle sluae I3 4G el A8
mulabadin bi al-ghuyiawm/

The title of the second Arabic version is different from the original because
there is a big difference between ‘asaly 3l slws’ /masd’in mulabadin bi al-
ghuyawm/ which is in English ‘cloudy’ and ‘a snowy evening.” In addition to that,
the translator used the adverbial of time which is totally different from ‘by’ in the
English version.

Sl N Ja cillad) o 2a

/hadhihi al-ghabatu hal tadriy liman/
1ol g W) G

/bal *ana adriy liman/

Ll Al A sl A

/hiya li al-sakini fiy al-hayi al-ba‘tyd/
o Glad) gz sl iy W) (A O

/lan yaranly al-’ana ’arnaw lithulawji al-ghabi fatrah/

These verses stand for the First English stanza. In the first and second verses
the translator seems to talk to someone but in the English version he may be talking
to himself. In addition, the sentence of the Arabic version is interrogative but in the
English version it is declarative. The translator used the word ! /al-hay/ as an
equivalent to the word ‘village’ which is not correct because the word ! /al-hay/

is usually used when we speak about the town not the countryside.
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/hadhihi al-ghibah taksiiwha al-thuliwj/z sl W g cllal) oda

/wa hisanly wa huwa mazala saghiyran/ e J\jlk s Alasy

/haza ’ajrasa al-lijam/pall ol al &

/sara yarniw Iy wa fiy fiyhi su’al/!d\sw 4 A5 A i la

/lima nahnu al-’ana fiy al-bardi wa fiy al-layli iy Julll g 3, A oY) gadal
wuquawfun/

/qala iy madha huna wa limadha tatamala/! e 13aly fUa 1ia S JB

/rubama fiy al-’amri sir/$ s« ¥ 2 Ly

/rubma fiy al-’amri suiw’/!s s« ¥ 2 Ly

/fahuna la kukha fiy al-ghabi wa 1a mazra‘atan fa 13ldde e Y qlall b # Y Ligh
limadha/

/ya tura hadha al-tamaliy/! 1l )\ 5 54

/bayna ghabin damisin wa buhayratin mutajamidah/3aeaia 3 pay g gwald Q&

/wa huna la sawta fiy al-layli al-bahTym/!axl Jall) 8 Ciga ¥ Un g

/fa al-masa’u al-’ana’adja ma yakiwn/!0sS b 23 GY) slualld

/ma siwa al-riyhi wa ’aswati sukiiwti al-1sGad) ol lla) 8 mtil) Ja ghos &) gl 9 gl g9 ba
thalji fiy ’ahlaki ’ayami al-shita’/

/wa ’ana wa al-khaylu fiy hadha al-makan/!C\Sel 1 3 JAlg U 4

Nakinanly ’arniiw huna/ba g i<

All these verses stand for the second and third English stanzas where the
translator combined between the two first verses of each stanza ‘My little horse must
think it’s queer,” and ‘He gives his harness bell a shake.” The translator used
‘explicitation” and ‘adaptation’ as strategies of translation because he changed the
order of verses and added some sentences such as

/rubama fiy al-’amri sir/$ w ¥ 8 Lay,

/rubma fiy al->amri siw’/!s s« ¥ & Loy,

to make the meaning explicit. So, the translator overexaggerated in using a lot of
words and sentences which sound redundant in the Arabic language especially in the
repetition of the word ‘s’ /yrnaw/ which is a verb three times.

/fa al-ghabu ’ajmalu ma yakiwn/OsS L Jaal Glilld
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/al-ghabu ’ahlaku ma yakiiwn/!0sS L dlal Glal)

/al-ghabu amaqu ma yakiiwn/!CsSle (3es) i)

/lakinaniy ya ghabu ’ahthiiw al-sayra gabla al-2ss s) Gful agil) g ) gia) Qe Al
nawmi ’astabiqu al-wu‘awd/

/‘indly ‘ala Katifly wu‘liwd/2ss 9 AiS o gaie

/Nlabuda Iy ’an ’ukmila al-’a‘mala qabla al-nawm/asid g Jlee¥) Jasi o (A 2

/ya ghaban talfa‘u bi al-jamali wa bi al-zalam/!aMalb s Jlaall adli LIEL

/wa ‘alaya tayu masafatin ukhra qubayla al-nawmi b asill Jud s AT A8l b (le g
tay/

/wa ‘alaya tayu masafatin ukhra qubayla al-nawmi tay/ a5l Jud s Al dlua L Ao

1o

These nine verses stand for the last stanza of the original poem. There are a
lot of ‘explicitation’ instances since the poet explained the hidden meaning and added
a lot of unnecessary information which sounds redendent. This is shown in <&l Al
15l Gl aglll JB pud) gial/lakinanly ya ghabu ’ahthiw al-sayra gabla al-nawmi
>astabiqu al-wu‘awd/ which is included in the meaning of one of the last two
verses. The translator used his own way in translating this poem; but there are a lot
of unnecessary elements (words, sentences, and phrases) because putting them in the

Arabic version results in shift of meaning to what was not meant by the poet.
4.4.2.2.3. Analysis of Translation 3

-Form

The rhyme of the original poem is an end rhyme. However, there is no
specific rhyme in the Arabic version. Both the original and the translated versions
have the same number of lines and the same number of stanzas division. Punctuation
is absent in the Arabic version compared to the English one because the former uses

some commas and full stops here and there. The structural pattern of both the
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English and the Arabic versions is simple and clear. This is exemplified in the
following verse:
He gives his harness bells a shake
A gl g2
lyahuzu ’ajrasa sarjihi/
-Sound
In the translated version, there is no specific use of sound patterns which

makes the poem belong to prosaic language not to rhetorical language which is

poetry. This is clearly shown in these lines:

gl s aagll AY) G gall
/al-sawtu al-’akharu al-wahiydu huwa —jtiyahu/
L 3 A gy il G g Alall) ey )
/al-riyhi al-latiyfati wa nadafa al-thalji binu‘awmati al-zaghab/
Adgas g dallia g (Al 43
/al-ghabatu jamiylatun wa muzlimatun/
g bl O e dge g gl (8
/lakin ladaya wu‘awdun ‘alaya ’an ’afiya biha/
-Words

The words that are used are simple and given and familiar to readers since

they reflect the same words that the poet has used. For example; L W) 3 oo

/lan yaraniy wakifan huna/ reflects the same meaning as the original version which
is: ‘He will not see me standing here.’
-Images

The images which have been used in the translated version are the same as

the original because it is an English poem which is duplicated in the Arabic language
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in the same way. It may be considered that there is a methaphor about death or
commiting suicide in both the original and the translated versions. This is felt from
the beginning of the poem till the end.
-Tone

The tone of the Arabic version is the same of the English version. So, it is

sad and straightforward. It is seen in the last two lines of the poem:

Ul & 8 Ly el
/wa ’amyalun ’agta‘uha gabla ’an ’anam/
Al Ol O gkl Yisal g
/wa ’amyalan ’aqtauha gabla ’an ’anam/
In these lines the translator shows that there is a difference in meaning. This
difference stands in the translated version of the word Jwels /wa ’amyalun/, Siais
/wa ’amyalan/ which means that there is a difference in meaning where the first line
means the real meaning of words that is the real miles while the last line means a
lot of things that the poet should do before he passes away. So, the tone of this
translation is as sad as the tone of the original poem.
-Content

The content of the original poem is mythical, ambiguous, and imaginative in
the majority of its instances.

The translation of this poem to Arabic reflects the use of literal translation in
order to transmit the meaning while rendering one poem from the source language to
the target language. Yet, this is not fully accepted since when the translator uses this
strategy, he will lose the beauty of poetry that descends from its images and
expressive words loaded with deep implications. In addition, there should be a kind

of creativity in order to create correlation between the verses of the poem which is
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not present in the Arabic version. The translator has used the strategy of translating
the original poem literally since he did not pay attention to different elements such as
sentence structure and the flow of ideas which may be reflected in coherence.
-Linguistic Analysis
alie slase I3 4a)) 2ic 48y /waqfatun ‘inda al-ghabati dhata masa’in muthlij/

In the title of the Arabic version the same meaning of the English version is

espressed. The translator followed the original version step by step.

/miliku hadhihi al-ghabati azununiy ’a‘rifuh/.4d e} Ak 4al) oda il
/lakina baytahu fiy al-garyah/s& &l & 4y o
/lan yaraniy wakifan huna/ua Gy 5 o
/li'ushahida ghabatahu wa hiya tamtali’u bi al-thalj/.zilb i & g 4Lle LY

This stanza is the equivalent of the first English stanza. The structure of the
first verse of the translated version is not correct because in Arabic when there is a
verb in a sentence, it is better to start with it as: ¢ 4 eda e el A /azununiy
’a‘rifu /malika hadhihi al-ghabah/. The second, third, and fourth verses followed the

original version word - for -word and the meaning is preserved.

/labuda ’ana hisaniy al-da’tyla yastahjinu/csagias Jedall e of 1Y

/al-wuqawfa dawna wujiwdi bayti mazra‘atin fiy al-Jlsad) 24 je Cu 3509 G99 il
jiwar/

/Ima bayna al-ghabati wa al-buhayrati al-mutajamidah/ssaaiall 5 paudl g 46 ¢ L
I’ahlaka masa’in fiy al-‘am/.aladl b slua dlaj

The second stanza of the Arabic language stands for the second stanza in the
original version. It follows it step by step but it should be noted that in the first
verse of this stanza, the word Jsall /al-da’tyl/ which is an adjective should not be

used with the countable noun (Wes /hisan/. Rather, this adjective is used with
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quantities not with countable nouns such as the animal ‘horse’ here. The translator
would have used the word /al-saghiyr/ instead.
lyahuzu ’ajrasa sarjihi/4s s ol &
Mliyas’ala fma ’idha kana hunaka —Itibas/.cbl dua s 1) Lad Jluwd
glin) s gl AY) G pal)
/al-sawtu al-’akharu al-wahiydu huwa —jtiyahu/. o3 da gl mlil) Gisig Adall) g )
/al-riyhi al-latiyfati wa nadafa al-thalji binu‘awmati al-zaghab/

The third stanza in the Arabic version is the equivalent of the third stanza in
the English version. The translator keeps on following the original version step by

step. Yet, there is a lack of correlation between the second and third verses of this

stanza.

/al-ghabatu jamiylatun wa muzlimatun/8us g dalliag dlaa 4lal)
/lakin ladaya wu‘awdun ‘alaya ’an ’afiya biha/dg 8 of (e g5 gal O
/wa *amyalun ’aqta‘uha gabla ’an ’anam /abi o S Lgakdi (i g
/wa ’amyalan ’aqgta‘uha gabla *an *anam/ .sul of J& Lgakdi Y g

This is the last stanza of the Arabic version and it is the equivalent of the
last English version. The Arabic version follows the original version in a smooth
way. The translator used the word ‘Jwl’ ’amyalun/ in the last two verses and

changed the last vowel in order to mark the difference between them even if this is

not clearly stated in the original version.

4.4.3. Poem 3
Original Version (English) Translated Version (Arabic)
Mending Wall BIECN{PvE

ftarmiymu al-jidar/

Dhaall iy Y e g
Something there is that doesn't love a wall, /shay’un ma 1a yuhibu al-jidér/
Aiad (e Baanie 338 Ju
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That sends the frozen-ground-swell under it,
And spills the upper boulders in the sun,
And makes gaps even two can pass abreast.
The work of hunters is another thing:

| have come after them and made repair
Where they have left not one stone on a stone,
But they would have the rabbit out of hiding,
To please the yelping dogs. The gaps | mean,
No one has seen them made or heard them
made,

But at spring mending-time we find them
there.

I let my neighbor know beyond the hill;

And on a day we meet to walk the line

And set the wall between us once again.

We keep the wall between us as we go.

To each the boulders that have fallen to each.
And some are loaves and some so nearly balls
We have to use a spell to make them balance:
'Stay where you are until our backs are
turned!’

We wear our fingers rough with handling
them.

Oh, just another kind of out-door game,

One on a side. It comes to little more:

There where it is we do not need the wall:
He is all pine and | am apple orchard.

My apple trees will never get across

And eat the cones under his pines, I tell him.
He only says, 'Good fences make good
neighhors'.

Spring is the mischief in me, and | wonder

If I could put a notion in his head:

/yursilu hazatan mutajamidatan min
tahtih/

el b daenid) ) saall (Suy

/yaskubu al-sukhiiwra al-mutajami‘ata fiy
al-shams/

il gl 4 aiiay

~/wa yasna‘u fiyhi fajawat/

i G s gl ) (S IS (e ey
/yamuru min khilaliha hatd —thnani
yamshiyani janban ila janb/

(A ASa sed palnall Jee Ll

/’ama ‘amalu al-sayadiyna fa huwa
hikayatun ’ukhra/

phel )5 Cran g aldey (e Ciia

/ji’tu min ba‘dihim wa ramamtu

) wara’ahum/
e a1 ol Cua dllia

/hunaka haythu lam yatrukiiw hajaran
‘ald hajar/

o (e LY ) sa Al ags]

/lakinahu ’akhraj al-’arnaba min juhrih/
c:\A,aUS\ (’H»& | BT ).\5

Mliyurdaw kilabahumu al-nabihah/
c2uad] ol gadl) Sl

ftilka al-fajawati ’aqsid/

(g saiay b 5 oaf agaany of aa Al S
/al-latty lam yarahum aw yasma‘hum
ahadun wa hum yasna‘Gwnaha/
Hﬂ\&aﬂ_@u}\@cubcﬂmumw
/1akinana najiduha hunaka da’iman fly
al-rabiy‘i fasli al-tarmiym/

Jill Al a5 (sl g

/ada‘u jari liyarda min khalfi al-tali/
Dhaalba e el adiad AT an s

/wa fiy yawmin ’akhara najtami‘u
linamshiya ‘ald khati al-jidar/

AT B e Lty laal) ali

/wa nuqiyma al-jidara baynana maratan
"ukhra/

aials 3 JS e et 13K Uiy laall o
/nubqiy al-jidara baynana hakadha
baynama namdiy kulun fiy nahiatih/

e (358 Gy Al ) duall elli

/wa tilka al-sukhtiwru al-latty wuid‘at
fawqa ba‘d/

Jia pivee AV Lpany g i JYIS oy Lpany IS
L 8 S0

/kana ba‘duha yabdaw ka al-’arghifati
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"Why do they make good neighbours? Isn't it
Where there are cows?

But here there are no cows.

Before I built a wall I'd ask to know

What | was walling in or walling out,

And to whom | was like to give offence.
Something there is that doesn't love a wall,
That wants it down." | could say ".Elves' to
him,

But it's not elves exactly, and I'd rather

He said it for himself. | see him there

Bringing a stone grasped firmly by the top

In each hand, like an old-stone savage armed.

He moves in darkness as it seems to me —
Not of woods only and the shade of trees.
He will not go behind his father's saying,
And he likes having thought of it so well
He says again, Good fences make good
neighbours.

wa ba‘duha al-akharu mustadiyrun
mithla al-kurati taqriyban/

40 i Ll jaaal) mmy (ajlad o L3 1S
/kana yalzamuna an numarisa ba‘da al-
sihri linubqiyaha mutazinah/

"L seds e i liSa E"

/’ibgay makanaki hatd nudiyra
zupﬁ“mané/

Led sl (i g Linlial il g2
/—Xkhshawshanat ’asabi‘una wa nahnu
natanawaluha/

el A Lgaali (5 ATl 1 4 co )

/awh hiya faqat lu‘batun ’ukhra
nal‘abuha kharija al-manzil/

Al el e Qi cuila S 3 aal

/wahidun fiy kuli janibin wa qaliylun
min shay’in ’akhar/
;J\A.;J\E\:\;.':Ycojs.}&:\;aﬂt&

/hunaka haythu yaktiwnu la nahtaju al-
o ~jidar/

.C\éi\\ Ol Ul Lal ¢y guall jladl agal oo
/huwa ladayhi ’ashjaru al-sanawbari
’ama ’ana fabustanu al-tufah/

s ) gkl el Al el el o)
/lan taqta‘a ’ashjaru al-tufahi khasatty
al-tariyqga ’il hadiyqatih/

a3 Al o jlandl chaad Adailodl s guall ) ST S
REIIAY

1) sk Jadé 45l

/lita’kula ’akwaza al-sanawbari al-saqitata
tahta ’ashjarihi ’akhbartuhu bidhalika
lakinahu faqat yaquwl/

UTI R RTENF SRLEAVEN (DI SREN Uy

/al-judranu al-jayidatu tasna‘u jiyranan
tayibiyn/

c&sbg BJ\S}(\J 'éj\ﬁ..ﬂ\ L,S_)\J-' @4‘)3\

/al-rabiy‘u yuwaziy al-shagawata wa al-
‘ ~ ’itharata bidakhilty/
aaudy Jalales jSi g 5 of el S 13 Jeladl
/wa ’atasa’alu ’idha kana bi’imkanily an
’azra‘a fikratan ma dakhila ra’sih/
"R (e p s dlal €0 50 ) aa 13
/limadha hum jiyranun jayidiwna
"ahunaka haythu yar‘awna al-baqar/
s % gl Yy

/wa la yuwjadu ’ayu bagarin huna/
JUad Oi@gg\&iﬁb‘";‘gi ol Jd

/wa qabla ’an ’abniya ha’itan kana

) yanbaghly ’an ’as’al/

M la ol Jalally adaa 52l L
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/ma al-ladhiy ’ubiytuhu bi al-dkahili ’aw
uhiytuhu kharijan/

AW s i

/wa liman kuntu sa’usabibu al-’adhiah/
Dl ny Y L g b llia

/hunaka shay’un ma la yuhibu al-jidar/
Aaghal oy 0

/shay’un yuriydu tahtiymah/

<Mal BV agil oyl i als

/’akadu ’an ’ukhbirahu ’anahumu al-

) ’aqzam/

Ll 1 BV a6 o) lls (1

/lakina dhalika al-shay’a laysa al-’aqz
ama tamaman/

Ay LB Al gl Juzadl i€

/wa kuntu ’ufadilu law ’anahu galaha

~ binafsih/

\ngm’ms‘_g_glaéﬁéhﬁ b‘)i

/’arahu hunaka qadiman wa fiy kilta
yadayhi yahmilu hajaran/

el e B ASiea

/yumsikuhu bishidatin min ’a‘lah/
/kamusalahin mutawahishin mina al-‘asri
al-hajariyi ya’t1y/

Aaial) 8 lia ey Al elly sl I say

/yabdiw Ity ’anahu dhalika al-ladhty
yamshiy hunaka fiy al-‘atamah/

i) OO e il a3 (5 o]

/lam yakun dhalika tayfa al-ghabati faqat
wa zilala al-’ashjar/

Al Al e Ty cady () (5 s

/wa jarly lan yadhhaba ba‘lydan ‘an

) magqlati ’abiyh/

"Oanb Ul o st sl () aall”

/al-judranu al-jayidatu tasna‘u jiranan
tayibiyn/

(o) o) ATy iy gl A 5

/tarjamatu al-duktri shariyf buqtah al-
shahraniy/

Table 10 : Mending Wall

http://step-into-the-shadow.blogspot.com/2008/09/blog-post 22.html

4.4.3.1. About the Poem

The leading poem ‘Mending Wall’ is one of the deepest and most wonderful

poems despite its simplicity. It summarizes the story of what happens between two
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neighbours who mend the wall that separates between their houses continuously. It is
said that this poem was written by Frost about his story with his neighbour who
always repeated that ‘good walls make good neighbours.” This poem is one of the
ironic poems of Frost par-excellence. Here, Frost harnesses from his stubborn
neighbour who works as a farmer and who always does things in a given way
simply because he received them in that way. Frost used his neighbour as a means
to transmit the stereotype of building thick walls between each other in order to
prevent others from climbing or breaking through them. Walls, in fact, are repeatedly
built between neighbours. Yet, what attracts the attention in this poem is its simple
and direct style, and its deep meaning which makes us able to understand the
meaning of the wall mentally speaking since people always build walls around their
personalities in order to prohibit others from getting closer to them.
-Textual Analysis

The language of this poem is very simple as Frost has always habituated us to
use simple language and direct style in order to attract the attention of his readers.
As usual, Frost has the ability to make the reader imagine the scene in his mind as
if it is present in front of his eyes. The poem is ironical because Frost is taunting at
the situation of building walls between neighbours and mending them every time
forgetting that the real things we have to protect in our lives is our own
personalities. The simplicity of the used words is shown in the following verses:

Before I built a wall 1'd ask to know
What I was walling in or walling out,
And to whom | was like to give offence.

Something there is that doesn't love a wall,
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-Music

There is a kind of rhythm when reading the poems of Frost especially this
one since it reflects the use of an iambic metrical line. The poem loosely follows an
lambic pentameter structure. In spite of that, the poem is written in blank verse
which means that it does not rhyme. The rhythm of this poem is seen as follows:

X / x [ x I x I x [
Something | there is | that does | n't love | a wall.

4.4.3.2. Analysis of the Translation

-Form

The original poem is written in blank verse with some versifications. On the
other hand, the Arabic version of the poem is written in prosaic poetry because the
translator tries to preserve the meaning rather than the form. The number of verses in
both the original and the translated versions, i.e., English and Arabic is the same
(forty six”46”) meaning that the translator follows the original poem step by step
especially in sentence structure. Punctuation is used in both the original and the
translated versions because the translated version is a copy of the original in another
language with due respect to the rules of the target language which is in this case
Arabic. The structural pattern of both versions is simple especially in the Arabic
language which is famous for its eloquence and figurative language. It is exemplified
in the following verses:

R e Cun AUAT TG ga O b Iikal

/limadha hum jiyranun jayidiwna ’ahunaka haythu yar‘awna al-baqar/
U & gl gy

/wa la yuwjadu ’ayu baqarin huna/

Sl ¢ iy oS Waila Al o S

/wa qabla ’an ’abniya ha’itan kana yanbaghiy ’an ’as’al/

T A ddai gf JaIall Al 53 L
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/ma al-ladhiy ’uhiytuhu bi al-dkahili aw ’uhiytuhu Kkharijan/
LN Gl S Galy

/wa liman kuntu sa’usabibu al-’adhiah/

Sl g ¥ L g dllia

/hunaka shay’un ma 1a yuhibu al-jidar/
Aaghalt b L

/shay’un yuriydu tahtiymah/
-Sound

In the original poem both assonance and consonance are used as in: ‘come’ and
‘them’ in ‘I have come after them and made repair’ and ‘there’ and ‘where’ in
‘There where it is we do not need the wall:> But, in the translated version none of
them is used because of the type of the poem which does not need to respect neither
the meter nor the rhyme.
-Words

The words used in both English and Arabic versions are simple and given. So,
as readers we may understand them easily because they are familiar and clearly
stated, yet the meaning gets deeper behind the lines since it is due to the imagination
of the poet and all the factors that instilled his life. The deepness of the meaning is
also due to the poet’s life and the way of translating including the style and
creativity of the translator which primarily afford preserving the meaning even if the
words are simple. The deepness of meaning is illustrated in these verses:
Alali (pa Bdadia 30 Juu g

/yursilu hazatan mutajamidatan min tahtih/
eadd) A daaniall giuall Sy

lyaskubu al-sukhiiwra al-mutajami‘ata fiy al-shams/
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-Images

The poem is descriptive and it reflects the imagination of the poet who has
used some symbols to mean something else. In fact, some words may mean
something different from what they seem to mean, i.e., there is a kind of deliberate
ambiguity or what is called puns as in the word ‘.l /al-jidar/ which seems to be
repeated but it has different meanings because sometimes it means the real wall
which is made of cement and sometimes it means the mental walls built between
people. The poet is using some elements such as ‘neighbor’ and ‘wall’ in order to
express the idea and to transmit it to the readers. Yet, the real meaning is hidden
just as George Orwell used animal farm as a means to transmit some political ideas.
Also, some metaphors are used in some verses such as:

s e Y 52 Al agis!
/lakinahu ’akhraj al->arnaba min juhrih/
Al ag SIS | gua

Niyurdiw kilabahumu al-nabihah/.
And, as it has been said before, the translator followed the poet step by step.
-Tone

The tone of the poem is straight and sad in some parts since the poet sticks
to the saying ‘good fences make good neighbours’ which is not the case with his
neighbour. His sadness is expressed in the Arabic version as follows:

R e Cun AUAT S0 g0 O b Iikal

/limadha hum jiyranun jayidiwna ’ahunaka haythu yar‘awna al-baqar/
o1 U i ol aa g Yy

/wa la yiiwjadu ’ayu baqarin huna/

Sl & ity S Waila Al o S

/wa qabla ’an ’abniya ha’itan kana yanbaghily ’an ’as’al/

T A ddai gf JaIal Ak 53 L

/ma al-ladhly ’uhiytuhu bi al-dkahili ’aw ’uhiytuhu kharijan/
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-Content

The content of this poem is ambiguous since the real intent is in the mind of
the poet and we just try to interpret what we understand. The Arabic version is
almost the same as the English version in spite of some differences based on the
origins of both languages. The content of the Arabic version reflects that of the
English version. Despite, the point the poet wants to reach is ambiguous because not
all the elements of the poem are clearly stated. The meaning of the poem is implicit
even if we understand the superficial implication of the poem.
-Linguistic Analysis
Ml asa 5 ftarmiymu al-jidar/
The title follows the original version ‘Mending Wall’ and reflects the same meaning.

Sl @y ¥l g4 /shay’un ma 1a yuhibu al-jidar/

A%ad (e Baxia 338 Jun /yursilu hazatan mutajamidatan min tahtih/

uadd) A daaniall jsiuall Suy fyaskubu al-sukhiiwra al-mutajami‘ata fiy al-shams/
) 928 48 aluayg /wa yasna‘u fiyhi fajawat/

iy ) L iy ) s gINA (e 4y /yamuru min Khilalihd hatd —thnani
yamshiyani janban ila janb/

16 A LS 948 cpibual) Joe Wi ama ‘amalu al-sayadiyna fa huwa hikayatun ’ukhra/
prgl g Can g a2 (e S /ji’tu min ba‘dihim wa ramamtu wara’ahum/
(™ e ) aa 1585 ol &ua A /hunaka haythu lam yatrukiw hajaran ‘ald hajar/
s a2 (1 i ¥ ) g2 Al agis! /lakinahu ’akhraj al-’arnaba min juhrih/

Aaylil) 23S 3500 Jliyurdiiw kilabahumu al-nabihah/

bl &) p2ll) AN ftilka al-fajawati *aqsid/
g ginay a9 3] pgrany i ad Al AlV/al-latly lam yarahum aw yasma‘hum ahadun wa
hum yasna‘twnaha/
asa il Juad gl b Laily dlia Laas WL /lakinana najiduha hunika da’iman fiy al-
rabiy‘i fasli al-tarmiym/
JI AR e s ) s\ £ Jada‘u jari liyara min Khalfi al-tali/
St i Jto il adiad Alag A9 /wa fiy yawmin ’akhara najtami‘u linamshiya ‘ala
khati al-jidar/
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A e Uiy ylaal) aliy /wa nuqiyma al-jidara baynana maratan ’ukhra/
Ahali b JS i Laly 138 Uiy jlaal) 85 /nubqly al-jidara baynana hakadha baynama
namdiy kulun fiy nahiatih/

These seventeen verses stand for the first fifteen verses. The translator
followed the poet step by step noting that there are some differences especially in
adding some words which are different in meaning such as using the word ‘4isa’
/hikayatun/ which is different from the word used in the original ‘thing’ even if
both of them are nouns ‘thing.” The translator also added the word ‘&)’ /al-latly/ in
order to refer back to what preseeded and to relate between two verses semantically
and syntactically speaking.

oary 398 Cauag Al jduall dlig fwa tilka al-sukhiiwru al-latly wuid‘at fawqa ba‘d/

L 0 88N S s AY) Wgulany g Aie YIS gay Lgudry (S /k@Aina ba‘duha yabdiaw ka al-
’arghifati wa ba‘duha al-akharu mustadiyrun mithla al-kurati taqriyban/

4 i Ll ) Gy (el o Uajl ¢S /kana yalzamuna an numarisa ba‘da al-sihri
linubgiyaha mutazinah/

"I seh i A ke B0 Sibgay makanaki hatd nudiyra zuhiiwrana/

L gLl ad g Unglual il pd) /—Kkhshawshanat ’asabi‘una wa nahnu natanawaluha/
Sl 7 A Lgali 5 Al At lash 4 o) /liwh hiya fagat lu‘batun ’ukhra nal‘abuha
kharija al-manzil/

: Al £ 4 e Julg qila JS B 3a)g /wahidun fiy kuli janibin wa qaliylun min shay’in
’akhar/

sl glad Y (sS Cua dUd /hunaka haythu yakiiwnu 1a nahtaju al-jidar/

U olind Ul Ll ¢ ygiall J\adl 4380 o4 /huwa ladayhi ’ashjaru al-sanawbari ’ama ’ana
fabustanu al-tufah/

Adipaa ) Gkl Gleld FUE il akds ol /lan taqta‘a ’ashjaru al-tufahi khasatiy al-
tartyqa ’il hadiyqatih/

UL A5 A b jlandl cans AdaBld) y glual) 31 oS JSI

:Jshy sd 4idd /lita’kula ’akwaza al-sanawbari al-saqitata tahta ’ashjarihi >akhbartuhu
bidhalika lakinahu faqat yaqawl/

" Cmb Ul s adeali Bl )30 /al-judranu al-jayidatu tasna‘u jiyranan tayibiyn/
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These verses stand for the verse starting from ‘To each boulders that have
fallen to each’ until ‘He only says, ‘Good fences make good neighbours’’. Here
also, the translator used the strategy of word for word translation; but took the word
order of the Arabic language into consideration by translating each word isolately
then trying to link between them and to adapt the way of relating them to the
Arabic structure of sentences.

(ARIY B Y BB 53le axl  Jal-rably‘u yuwazly al-shagawata wa al-’itharata
bidakhilty/

sl y Ja1a La 888 £ )51 o AlSal S 13 Jeludly /wa ’atasd’alu ’idha kana bi’imkaniy an
’azra‘a fikratan ma dakhila ra’sih/

"R e dua dla) S gaa Ol a2 13! limadha hum jiyranun jayidiwna ’ahunaka
haythu yar‘awna al-baqgar/

S & ¢f s ¥y /wa la yiiwjadu ’ayu bagarin huna/

Jad o ady ¢S Waila A of J&5 /wa qabla ’an ’abniya ha’itan kana yanbaghly ’an
’as’al/

tla & alaaai 5f Ja)aly adaa o3 W /ma al-ladhly ’ubiytuhu bi al-dkahili *aw ’uhiytuhu
kharijan/

AW quude @S Galy /wa liman kuntu sa’usabibu al->adhiah/

Sl eay ¥ e s & dUd /hunaka shay’un ma 1a yuhibu al-jidar/

Aagha’ b & /shay’un yuriydu tahtiymah/

Mal B agdl 6 pdl o) AST akadu ’an ’ukhbirahu ’anahumu al->aqzam/

cLabad "l Y1 (ud o o4l i3 &) /lakina dhalika al-shay’a laysa al-’aqz ama tamaman/
Ay LB ASf ol Juad) Sy /wa kuntu ’ufadilu law ’anahu qalaha binafsih/

las Jasy 4y LIS By Lld &llia o)) arahu hunaka gadiman wa fiy kilta yadayhi
yahmilu hajaran/

odei (ya 8Ady ASuias /yumsikuhu bishidatin min ’a‘lah/

b g Al parll e (hia gia plss /kamusalahin mutawahishin mina al-‘asri al-hajariyi
ya’ty/

ddial) B dUa ey o) A 45 A aw /yabdiaw Iy ’anahu dhalika al-ladhiy yamshiy

hunaka fiy al-‘atamah/
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JdN) DUy hid cllal) ik ) ¢ a1 /lam yakun dhalika tayfa al-ghabati fagat wa
zilala al-’ashjar/

Al A gha o 1amy caly 4 s lag /wa jarly lan yadhhaba ba‘fydan ‘an magqlati ’abiyh/
" s Ul s ades Baad) 01380 al-judranu al-jayidatu tasna‘u jiranan tayibiyn/

These verses are the equivalents of the English verses starting with ‘Spring is
the mischief...” until the end of the poem. The verse before the last ‘And he likes
having thought of it so well” is not translated to Arabic. There are no big
differences at the syntactic and semantic levels because as claimed before, the
translator followed the poet extremely and translated the English version word-for-
word which resulted in a prosaic passage. He neglected the aesthetic side which is
into account while

one of the main important elements that should be taken

translating poetic verses.

444 Poem 4

Original Version (English)

Translated Version (Arabic)

Birches

When | see birches bend to left and right
Across the lines of straighter darker trees,

I like to think some boy’s been swinging
them.

But swinging doesn’t bend them down to stay
As ice storms do. Often you must have seen
them

Loaded with ice a sunny winter morning
After a rain. They click upon themselves
As the breeze rises, and turn many-colored
As the stir cracks and crazes their enamel.
Soon the sun’s warmth makes them shed
crystal shells

Shattering and avalanching on the snow

Y gl
/al-butawla/

B s Ay A Y S (5 ) Laaie

/‘indama ’ar4 al-batiwla tanhanty
yamnatan wa yasrah/

taalls 5 Llami) <Y1 i) o

/bayna al-’ashjari al-’akthari —ntisaban

) wa zulmah/

Lean s s Gaa 423 o i o sl

/’uhibu ’an ’a‘tabira ’ana thamata sabiyan
hunaka yu’arjihuha/

s Jandl S gl Leidd ol el o e

/ghayra ’ana dhalika lam yuniha tawiylan
li al-’asfali fatabqd/

13 Ja il Caaal 5o

/‘awasifu al-thalji taf*alu dhalik/

Lol el e 2 Y )

/fiy al-ghalibi labuda min ’anaka
ra’aytaha/

/muthqalatan bithalji sabahin shita’iyin
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crust—

Such heaps of broken glass to sweep away
You’d think the inner dome of heaven had
fallen.

They are dragged to the withered bracken by
the load,

And they seem not to break; though once they
are bowed

So low for long, they never right themselves:
You may see their trunks arching in the woods
Years afterwards, trailing their leaves on the
ground

Like girls on hands and knees that throw their
hair

Before them over their heads to dry in the sun.
But | was going to say when Truth broke in
With all her matter of fact about the ice storm,
| should prefer to have some boy bend them
As he went out and in to fetch the cows—
Some boy too far from town to learn baseball,
Whose only play was what he found himself,
Summer or winter, and could play alone.

One by one he subdued his father’s trees

By riding them down over and over again
Until he took the stiffness out of them,

And not one but hung limp, not one was left
For him to conquer. He learned all there was
To learn about not launching out too soon
And so not carrying the tree away

Clear to the ground. He always kept his poise
To the top branches, climbing carefully

With the same pains you use to fill a cup

Up to the brim, and even above the brim.

mushmis/

) J sk axy

/ba‘da hutawli al-matar/

lpany (358 oS 58

/tarkama fawqa ba‘diha/

pail) Jlaid

/liyata‘ala al-nastymu/

Aallie Gl

/alwanan muta’aliqatan/

L i g 5 g Axidl) 8 g3 Lgha

/hiynaha tuwqidu al-fitnata wa tanzi‘u
qishrataha/

Ledeny Lo bay s

[sarly‘an ma yaj‘aluha/

By sh i i el £

/dif’u al-shamsi tasfahu sadafatin
bilawriyah/

) o o leii g ahaats

/tatahatamu wa tanharu ‘ala safhi al-

) thalji/

Ty & il g Caaligd rla ) WUas LS

/wa ka’anaha shazaya zujajin tahashamat
wa tanatharat ba‘tydan/

cadain a8 Al adaal Al o) e Glas
/tazunu hiynaha ’ana al-qubata al-
dakhiliata li al-janati qad sakatat/
Lo e (sl Gl pual) o sam Ly 4 e
/mashiiwbatan bithiqaliha sawba al-
sarkhasi al-dhawiy ‘ala al-’ard/

e sanla oS ol 2

/ghayra ’ana kasraha yabdiiw sa‘ban/
O Aoy &l Lge A liatil Spiast ¥ Ll a2
b

/raghma ’anaha 1a tasta‘lydu ntisaba
jidh‘iha al-fari‘i bisur‘atin hiyna tulwa/
1y sk 3 58 ey s

/bal ba‘da fatratin tawiylah/

15 3n (i Bl o U i Lge 2 4L 8
/qad tushahidu jidh‘aha multawiyan
wasata al-ghabati lisinTyna ba‘da dhalik/
s ¥ e Ll s

/tudlty ’awrakaha ‘ald al-’ard/

OS5 0esST e iS5 ¢l Jie

/mithla fatayatin yataki’na ‘ala ’akufihina
wa rukabihin/

Ggabel yagy yshall (0 e

/sha‘rahuna al-tawiylu yanhamiru
’amamahun/

/liyajifa tahta ’ashi‘ati al-shams/
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Then he flung outward, feet first, with a swish,
Kicking his way down through the air to the

ground.

So was | once myself a swinger of birches.
And so | dream of going back to be.

It’s when I’'m weary of considerations,
And life is too much like a pathless wood
Where your face burns and tickles with the

cobwebs

Broken across it, and one eye is weeping

From a twig’s having lashed across it open.

I’d like to get away from earth a while
And then come back to it and begin over.
May not fate willfully misunderstand me
And half grant what | wish and snatch me

away

Not to return. Earth’s the right place for love:

I don’t know where it’s likely to go better.
I’d like to go by climbing a birch tree,

And climb black branches up a snow-white

trunk
Toward heaven, till the tree could bear no
more,

But dipped its top and set me down again.

That would be good both going and coming

back.
One could do worse than be a swinger of

birches.

Aaial) g dx s Lais J il o ol il e
/ghayra ’ananily ’uhibu ’an aqiiwla
hiynama yankasiru jidh‘u al-hakiykah/
laalill Caal sadly dda yall Giad) JS (e a2
/bi al-raghmi min kuli al-haka’iki al-
murtabitati bi al-‘awasifi al-thaljiah/
Ll (8 s Lana 45 of 1 3

/lam ’azal ’azunu ’ana thamata sabiyan
) tasababa fly —nhiniha/

— A e Gy (el L 7 A e
/dhata maratin kharaja f1 yhé yatamasha
wa yanbushu ‘ani al-bagar//
JM\MMM\UQ \JJ&JMG.MA
/sabiyun ya‘Tlyshu ba‘lydan ‘ani al-
madiynati layata‘alama al-baysbiiwl/
lagde 4583 35 g Lo CuilS 3 5l Afial
/lu‘batuhiiw al-wahiydatu kanat ma

) wajada nafsahu ‘alayh/

:\q.;;§ s._uﬂ\é;d\j&}_u el v

/sayfa shita’in wa bi’imkanihi hatd al-
la‘ibu wahiydan/

Jiall el il

/’imtatd ’ashjara al-haqli/

LSJA%“ }L 'b'h\}

/wahidatan tilwa al-ukhrd/

all Sz

/lawéa al-’ashjara ’ilayhi/

S e daa ey s

/hata lanat lahu huzmatun mina al-
“ashjari//

LA\.LSA\}Y‘\EJA\}E‘);.&&:\:\?.‘

/lam tabqa shajaratun wahidatun ila wa
) mtataha/

lia aades (S Le IS Al

/ta‘alama kula ma yumkinu ta‘alumuhu
hunak/

S O ey Jad e B S

/fa la yughiyru ‘ald ‘ajalin wa yaftiku
bikuli al-’ashjar/

B_);.ﬁ: @35.» Y,

/wa la yaqtali‘u shjaratan/

L leld (o ) g

/fa taghdow al-’aru qga‘an safgafa/
adls Jay e Laila g8

/kana da’iman ma yarbitu ja’shahu/
Ul dlw.u cuL:;‘)s.\S\ ‘_Ar_\ ‘_g

/fiy a‘la al-tagaru‘ati yatasalaqu bihirs/
58 Sl Lglaming 38 ) Lguuds 42200 iy

/wa bitilka al-ghamati nafsiha al-latty qad

tastam‘iluha limal’i kuwb/
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Al 2y u_:\; ji c‘jﬁ;l.; JPCN

/hata hafatihi *aw hata ba‘da al-hafah/
/ba‘da dhalika yantaliqu mundafi‘an/
Caia) Legaa cadiall b oladd

/qadamahu fiy al-muqgadimati ma‘ahuma
al-hafiyf/

Al Bl g sel) 3 S

/yaqfizu fiy al-hawa’ wa yarfusu al-
tariyka ’amamah/
Yﬂ\c})}ieﬁﬁ\db\m&g.:\)ﬂ

/turanly hal kuntu ’ana dhata yawmin

- mu’arjiha al-butawla/

S LS aged of dlal gl el e S

/wa kulu ma fiy al-’amri ’ananiy
’ahlumu ’an ’a‘Gwda kama kunt/
Bl 5 < Hlie Y 5 jpealal L add el
/dhalika faqat hinama tuhasiruniy al-
"i‘tibarat/

el daa ¥ da sladl sagi laia

/hinama tabdiw al-hayatu khashabatan Ia
sabiyla ’ilayha/

ada gt oSl ity g Lgin g (3 yiny
/yahtariqu wajhuka hiynaha wa yansuju
al-‘ankabtwtu khuytwtah/
S8l g cpe g Lead Lal gl

/al-wahinatu fiyha wa ‘aynun wahidatun
tabkiy/

Gkl G ind et Sl

/hadabatu ghusnin ta‘taridu al-tarTyq/
il i Y1 e dam G it i

/’inanily ’arghabu fly al-rahiyli ‘ani al-
’ardi lilahazat/

A Gelal s (s )a1 800 dlld aay 252y

/N’a‘uda ba‘da dhalika maratan ukhra wa
’abda’a min jadiyd/

ned s o s AN ity VI Al

/’ataman 4 ’ala yata‘anata al-gadaru wa
yusiy’a fahmiy/

s il 5 i Lo i ) b

/fa yahabu Iliy nisfa ma tamanaytu wa
ya’khudhuniy ba‘Tydan

P RNIGITEN

/haythu la a‘tawd/

Al @M\ Sl cd'aj}“

/al-’ardu al-makanu al-mula’imu li al-

) hub/

Al Jadl o< B U el Y

/1a ’a‘rifu makanan qad yakiiwnu ’af dala
li al-dhahabi ’ilayh/
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Y si b e laliis cadl T3

/’awadu ’an ’adhhaba mutasaligan
shajarata buttiwla/

sl gl sl £ 3a (e de Jall el udl e V) 3l
/’atasalaqu al’aghsana al-sawda’a al-
fari‘ata min jidh‘in ya‘liwhu thaljun
“abiyad/

cejtﬂu\BJﬂuSAgycl\gacu\az\;h

/nahiyata al-janah haythu la yumkinu
lishajaratin ’an tugawim/

30 gl 3 ki o Lgiad 5 yaudll Caldat 135
Al

/hakadha ghatasat al-shajaratu bigimatiha
wa ’asqatatnly fiy al-qa‘i maratan ’'ukhrd/
s (e 33 gall s QA el ) gy oS

/kam yabdiw ra’i‘an al-dhahabu wa al-
‘awdatu min jadtyd/

N s s w5 O e Tsal Jady 8 2a0a]
/ahaduhum gad yaf‘alu aswa’a min ’an
yu’arjiha shajarata butiwla/

(2011) o gl Ay iy pi 3SR 3
/tarjamatu al-duktri shariyf buqnah al-
shahraniy/

Table 11: Birches

http://www.drbugnah.net/2012/07/Robert-Frost.html

4.4.4.1. About the Poem

The poem contains the image of slender trees bent to the ground- temporarily
by a boy's swinging on them or permanently by an ice-storm. But, as the poem
brings to light, it becomes clear that the speaker is concerned not only with child's
play and natural phenomena, but also with the point at which physical and spiritual
realities band together.

-Textual Analysis

This poem is one of the good paintings of Frost since he started this beautiful
poem by describing birches and that there is always a reason behind making it bend
either it is because of the snow or because of the boy who makes it swing. After
describing the bend of the birches in brilliant words, Frost returns on saying that this

boy who was used to make the birches swing is the poet himself. Once more, the
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poet inspires nature. It is clear that nature is the key to his imagination because he
ended his poem by using the word ‘love’ and combining it with the land. The poem
is full of figures of speech such as similes and metaphor since the poet never forgets
to compare something imaginary and presents it in the abstract through the use of
nature then compares it with the reality which is represented in the life of the poet
and the hard times he passes through. Metaphor is represented in some verses such
as the followings:

| should prefer to have some boy bend them
As he went out and in to fetch the cows—
Some boy too far from town to learn baseball,
Whose only play was what he found himself,
Summer or winter, and could play alone.

One by one he subdued his father’s trees

By riding them down over and over again
Until he took the stiffness out of them,

-Music

The words used by the poet in this poem dance alone especially when they
make the reader imagine that birches bend down, the rhythm is felt in all the poem
from the beginning till the end. The poem is written in blank verse (mostly
unrhymed iambic pentameter). An iambic pentameter means that each verse of the
poem is an unstressed syllable followed by a stressed syllable. In addition, there are
five (“penta”) iambs, i.e., five stressed syllables and five unstressed syllables which
are organized one after the other. The rhythm is seen in the following division of the
first verse:

X /I x [ x [ x I x [
When | see birches bend to left and right.
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4.4.4.2. Analysis of the Translation

-Form

The original poem is written in blank verse iambic pentameter, however; the
translated version is written in prose poetry. No rhyme is used in the Arabic version
and no rhythm. The English version is composed of twelve pentameter stanzas. Each
stanza is composed of five lines which results in sixty verses. The Arabic version is
composed of eighty six verses because Arabic is the language of stuffing and it
needs more words to make the meaning clearer. Concerning punctuation, it is used in
the original poem more than the translated one because of its importance and the
meaning it adds to the words. In contrast, it is not used frequently in the Arabic
version because its role is decorative more than meaningful. The type of the poem in
English is a blank verse, yet it is a kind of prose written in the form of poetry in
order to suit the nature of the original poem. The structural pattern of both poems is
simple. Hence, the form of both poems are convergent because of the clarity of their
meanings which result from the fluency of ideas flowing smoothly. This is
exemplified in these verses:

From a twig’s having lashed across it open.
I’d like to get away from earth a while
And then come back to it and begin over.
May not fate willfully misunderstand me
And half grant what | wish and snatch me away
and their translation:
e OB (2 Sl (el ot
/hadabatu ghusnin ta‘taridu al-tariyq/
laall a0 e da ) b &8 i )
/’inanly ’arghabu fiy al-rahiyli ‘ani al-’ardi lilahazat/
RVEQVY FY PRPREUE T TP

/li’a‘uda ba‘da dhalika maratan ukhra wa ’abda’a min jadiyd/
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g—‘@j 9‘;‘\4;3 3:\3-“ ﬂ:.ﬂ.z:l ‘Y‘ u:.\d:l‘
/’ataman 4 ’ala yata‘anata al-qadaru wa yusiy’a fahmiy/
oy AL 5 i be Chual 1 G

/fa yahabu Iy nisfa ma tamanaytu wa ya’khudhuniy ba‘lydan

-Sound
Alliteration is used in the original poem with due reference to its two types:
(assonance and consonance). On the contrary, no striking sound is used in the Arabic
(translated version) as the focus was on the meaning rather than the form. Thus, no

specific rhyme which results in alliteration is used. This is exemplified in:

cladaia gllaty Gl ey

/ba‘da dhalika yantaliqu mundafi‘an/

Cidal) Lagaa dadial) A olasd

/qadamahu fiy al-muqadimati ma‘ahuma al-hafiyf/
Aalal (gl (b g 51500 b iy

/yaqfizu fiy al-hawa’ wa yarfusu al-tariyka ’amamah/

-Words

The words which are used are simple and easily understood in both the
English and the Arabic version of this poem. But the meaning they carry is deep
because it spouts from the deep feelings of the poet who seems to be sad because of
not being able to climb the birches since he is no longer a boy. This is clearly seen
in the following verses:

Nl s se p g cld Ul &S Ja I S

/turanily hal kuntu ’ana dhata yawmin mu’arjiha al-butawla/
LS LS 3ge ol alal AT Y AL JS

/wa kulu ma fiy al->amri ’ananily ’ahlumu ’an ’a‘dwda kama kunt/
(RIS g ) LIS Y) (1 pealad Laiya Jadh el

/dhalika faqat hinama tuhasiruniy al-’i‘tibarat/

Agal) G ¥ il Sl g2t Ll

/hinama tabdiuw al-hayatu khashabatan 1a sabiyla ’ilayha/

dda gl & gl ey g Lglaa g g (3 Ay
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/yahtariqu wajhuka hiynaha wa yansuju al-‘ankabuwtu khuyuwtah/
(S Baal g (pe g . Lgd Ada) gl)
/al-wahinatu fiyha wa ‘aynun wahidatun tabkiy/

-Images

The poem is full of images such as personification which covers all the poem
from the beginning till the end because the poet speaks to birches and describes them
as if he were speaking to a person and this is due to his sincere feelings. Likewise,
in both the original and the translated versions, a lot of similes have been used in
order to describe the scenes of the poem as in:

You may see their trunks arching in the woods
Years afterwards, trailing their leaves on the ground
Like girls on hands and knees that throw their hair

Before them over their heads to dry in the sun
These verses have been translated into Arabic taking into consideration the
transmission of the same meaning as follows:
IS day b A3 o g Uy il g S 3ALES S8
/qad tushahidu jidh‘aha multawiyan wasata al-ghabati lisiniyna ba‘da dhalik/
s e gl A
/tudlly ’awrakaha ‘ala al-’ard/
S5 el e ¢Sy cid Jia
/mithla fatayatin yataki’na ‘ala ’akufihina wa rukabihin/
Ogabal pagdy Jashal) G ol
/sha‘rahuna al-tawiylu yanhamiru ’amamahun/
Nliyajifa tahta ’ashi‘ati al-shams/
-Tone

The tone of this poem sounds to be very sad, serious, and straightforward. It

reflects the real sentiments of the poet who longs for his childhood through
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describing a type of trees from others. This may remind us of the poetic verse of the
Arab poet Abu L'atahiah which says:

Gudiall Jod Lo o Al Lagy 390 QLA Y
/’ala layta al-shababa ya‘Gwdu yawman fa’ukhbirahu bima fa‘ala al-mashiybu/
The poem by Frost and its translation reflect that the poet is tight to the land
because of his ability to depict the natural scenes as if they were present in front of
the eyes of the reader. All the feelings which swing between longing for childhood
and being tight to the land are expressed in these verses:
aliall (2 ¥ ¢ daasll (B el i ()
/’inanly ’arghabu fiy al-rahiyli ‘ani al-’ardi lilahazat/
i (e Il g g AT Be dl 3y e
/li’a‘uda ba‘da dhalika maratan ukhra wa ’abda’a min jadiyd/
o 5 oo g Sl ciniy Y1 i
/’ataman a ’ala yata‘anata al-qadaru wa yusiy’a fahmiy/
Ty AR g e La Cieal G
/fa yahabu Iiy nisfa ma tamanaytu wa ya’khudhuniy ba‘lydan
Al &
/haythu la a‘awd/
sCaall ASlal) sl ¢ Y
/al-’ardu al-makanu al-mula’imu li al-hub/
A A dl bl o oS B Ulke el Y
/1a ’a‘rifu makanan qad yakawnu ’af dala li al-dhahabi ’ilayh/
Y g 5 aud Gloia caadi of 3
’awadu ’an ’adhhaba mutasaliqan shajarata butawla/
Gl gl o slay £ ia ¢y Ao U £ ged) Gua ¥ sl
/’atasalaqu al’aghsana al-sawda’a al-fari‘ata min jidh‘in ya‘liwhu thaljun ’abiyad/
p gl ) 50l S Y i () Lals

/mahiyata al-janah haythu l1a yumkinu lishajaratin ’an tuqawim/
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-Content

Both poems represent a clear content. Yet, there are some instances of
ambiguity from time to time because we, as readers, do not know the real intention
of the poet.

The style of the translated version of this poem is not as elevated as the one
of the original. It seems that the Arabic version of the poem is a translated version
which is a weakness because the proficient translator is the one who makes the
reader feel that the poem was first created in that language and has not been
translated. Moreover, the form of the translated poem would have been changed to
what suits Arab readers because the Arabic language is different from the English
language. Moreover, Arabic is known for its eloquence and the use of figurative
language especially in literary discourse and translating a poem in this way which is
based on following the original poem word for word or verse by verse seems to be
a kind of disparagement.

-Linguistic Analysis
¥ i) /al-butiiwla/

The title of this poem is written in the plural form in the English version
while it is in the singular form in the Arabic language. This is due to the way that
each language uses to express the elements it is composed of.

8 a9 ey A2l ¥ 5 i Laie ‘indama ’ard al-batiiwla tanhanly yamnatan wa yasrah/
1alli s Llati) JiSY) Jad¥) o /bayna al-’ashjari al-’akthari —ntisaban wa zulmah/

& o sel of ol Pubibu ’an ’a‘tabira ’ana thamata sabiyan hunika yw’arjihuha/
L lia Lua

S sk Lgiag ol &l ¢ 42 /ghayra ’ana dhalika lam yuniha tawiylan li al-’asfali fatabqa/
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The translator followed the English version literally and totally, yet he did not neglect
the structure of the Arabic language. For example, in the second verse ¢ L) sty
14y’ /al-’akthari —ntisaban wa zulmah/ the translator put the adjective after the
noun which is obvious in the Arabic language. On the contrary, in the English
language the adjective comes before the noun. In the Arabic version, the pronoun ‘&’
/ha/ which stands for the noun Y& /al-butawla/ is different from ‘them’ in the
original version because in the English poem the word ‘Birches’ is used in the plural
form. The translator used the verb ‘&% /tabq4/ at the end of the Arabic line as it
is used in English, but this is not acceptable in English because this verb needs to
be followed by its object (it is a transitive verb). As the previous poem, the
translator tried to preserve the meaning of the English version by using a literal
method of translation. He also focused on adapting some structures to fit the rules of
the Arabic language. The translator sticked strongly to the original version and
remained faithful to a great deal. However, he failed in creating the aesthetic side
since when we read the poem in the Arabic version, we feel that it is a paragraph

of prosaic genre but not a poem.
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4.45. Poem 5

Original Version (English)

Translated Version (Arabic)

The Pasture

I'm going out to clean the pasture spring;
I'll only stop to rake the leaves away
(And wait to watch the water clear, | may):
| shan't be gone long. — You come too.

I'm going out to fetch the little calf
That's standing by the mother. It's so young,
It totters when she licks it with her tongue.

| shan't be gone long. -- You come too.

N
) /al-mar¢a/

el e ca iy ellia caald )
/’inty zahibun hunaka li’unazifa
ghadiyra al-mar‘a/

Dol ele (558 Aailad) 31,5 oY e il
o Yol

/wa sa’atawaqafu li’uziyla al-’awraqa
al-sabihata fawqa ma’i al-ghadiyr
laysa ’ila/

Larie oLl Jalsy S 08 Hdamil Lasy )
/wa larubama ’antaziru qaltylan
li’ata’amala al-ma’a indama yasfuw/
M s dalia Sl ]

/lan ’amkutha hunaka tawiylan/

e oo pall I

/falturafigniy ’ild al-mar‘a ma‘an/
syella Sl il il

/’inly dhahibun hunaka kayma a‘tdwd/
Aol ilan (@b ) waall J a2l

/bi al-‘ijli al-Saghiyri al-waqifi
bijanibi ‘umih/

/na‘am lazala al-‘ijlu saghiyran jidan/
Lalha ol 4 alileric ja8y

/yaqfizu ‘indama talhasuhu ’umuhu
bilisaniha/

s b el ¢Sl ]

/lan ’amkutha hunaka tawiylan/
/haya falnamdiy al-’ana 1i al-mar‘a
ma‘an/

Lalall | gisal) das 5

/tarjamatu al-duktiawr al-hamid/

Table 12: The Pasture

http://www.magalaty.com/19807.html

4.45.1. About the Poem

This lovely poem exemplifies Frost's ability to capture America's transition

from arural to urban society. The purpose of Robert Frost’s ‘The Pasture’ is to
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comfort a child. His purpose is to let the child know that bad times will pass and
that there will be a chance for renewal. In fact, this is an indirect invitation from the
poet to his readers to go with him visiting the pasture which is part of his

memories.
-Textual Analysis

The tone of the poem is calm and gentle. This serves as a comforting device
for the frightened child. The poem is set on a pasture. The setting helps us to see as
a child would see. A pasture is open enough to be beautiful and comforting, but also
so massive that it may be intimidating for a little child. It may serve as a metaphor
for the child’s life as his mother is leading him. The poet summarizes this meaning
when visiting the pasture which shows the beautiful life in the farm. He invites the
reader to go with him to visit the pasture, to have his sincere sentiments, and to see
the cleanness of the water. This is done through the magical language of Frost which
depicts his attachment to the land.

-Music

Since the poem is precise and concise, it is composed of two quatrains with

the rhyme scheme °abbc daac’ as in:

I'm going out to clean the pasture spring; (@)
I'll only stop to rake the leaves away (b)
(And wait to watch the water clear, 1 may): (b)
I shan't be gone long. - You come too. (©
with the same phrase repeated at the end of each quatrain ‘I shan't be gone long. --

You come too.” The poem is a lyric poem which may be sung.
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4.4.5.2. Analysis of the Translation

-Form

The rhyme of this poem is an end rhyme. But, in the translated version there
is no rhyme because the translator focused on the content more than the form. The
original version of this poem is composed of two stanzas which comprise four lines
each. On the other hand, the Arabic version is written in the form of one block in
prosaic poetry and the number of verses is not the same; it is eight in the English
poem and ten in the Arabic version. In the original version, the use of punctuation is
seen clearly in semicolons, commas, and dots. In the translated version, punctuation is
not frequently used because its use in the Arabic language is not as important as it
is in the English language. The poem in the English language is a lyric ((Sbad) dll)
/al-shi‘ru al-ghina’ty/ while it is prosaic poetry in the Arabic language. Maybe the
translator has used the strategy which followed the original version step by step
because of the simple structure of the original poem which does not need to be
translated to classical Arabic poetry. Hence, the structural pattern of both the English
poem and its translation are simple such as:

Soal) jpad B Al ald )

/’inly zahibun hunaka li’unazifa ghadiyra al-mar‘a/

e M) Gl 22 pla (568 Aaluad) (3190 JaY i gl

/wa sa’atawaqafu li’uziyla al-’awraqa al-sabihata fawqa ma’i al-ghadiyr laysa ’ila/
iy Ladic elal) Jaldy S A8 JBi5Lasy 1 g

/wa larubama ’antaziru qaliylan li’ata’amala al-ma’a indama yasfaw/

M gda i i ol

/lan ’amkutha hunaka tawiylan/
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-Sound

Alliteration is very clear in the poem since it swings between consonance and
assonance in the English poem. Consonance is seen in the following words: ‘spring,
young, tongue’ while assonance is seen in ‘away and may.” On the contrary, no
alliteration is used in the Arabic (translated) version.
-Words

The words which are used in both versions (English and Arabic) are simple
and given. Thus, they are easily understood by readers such as: ¢ Soall juas’
/ghadiyru al-mar‘a/. In contrast, the Arabic version words should have been more
expressive and stronger to reflect the nature of the language they represent.
-Images

The image which is used in The English version is metaphor as in: ‘It totters
when she licks it with her tongue.” In the Arabic version; no personification is used.
-Tone

The tone of the poem is straightforward and serious. It reflects the simple life
of the country side describing the scene of cleaning the pasture and bringing the calf.
The Arabic version follows the English version in almost everything especially the

flow of the ideas. This is shown in the following verses:

ool pad GBI i quald )

/’inly zahibun hunaka li’unazifa ghadiyra al-mar‘a/

N ol uaid) ela 368 Aagbadl (515N Qa3 gl g

/wa sa’atawaqafu li’uziyla al-’awraqa al-sabihata fawqa ma’i al-ghadiyr laysa ’ila/
suay Lasde plall JaloY Solb LB Lasy

/wa larubama ’antaziru qaliylan li’ata’amala al-ma’a indama yasfaw/

M gda L gl ol

/lan ’amkutha hunaka tawiylan/

Mo o all ) (8 ilh
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/falturafigniy ’ila al-mar‘a ma‘an/

-Content

The content of both versions of the poem is very clear. This is due to the
clear words which have been used and to the simple style which describes the simple
life in the farm. The Arabic version, on the other hand, is expressive and it
represents the same meaning of the original noting that there are slight differences
needed because of the nature of the Arabic language whose style is circular as in:

I'm going out to fetch the little calf
That's standing by the mother. It's so young,
These two verses have been translated to:
35 LaS dlia caald )
/’inly dhahibun hunaka kayma a‘awd/
Al uilay LB gl) o heall Jaally
/bi al-‘ijli al-saghiyri al-waqifi bijanibi *umih/
laa | i Jaad) J1 Y caad

/ma‘am lazala al-‘ijlu saghiyran jidan/

As a result, what we can notice from the whole poem and these verses in
particular is the use of prosaic language lacking the rhetoric and eloguence that
Arabic language is famous for. This poem would have been translated through
reformulating the form of this version in a way which reflects Arabic tradition in
writing poems before it followed the Western tradition.
-Lingustic Analysis
/al-mar¢a/ & s

In the title of the Arabic nersion, the translator used the same equivalent
which reflects the same meaning as the word ‘pasture.’

/inly zahibun hunika li’unazifa ghadiyra al-mar¢a/. sl s iy i Guald )
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/wa sa’atawaqafu li’uziyla al-’awraqa ... ¥) oed paidl sla (b daglad) (31 0%) JusY i gl
al-sabihata fawqa ma’i al-ghadiyr laysa ’ila/

/wa larubama ’antaziru qaliylan iy letic sl ol Jalsy 318 Bt Laty 1
li’ata’amala al-ma’a indama yasfaw/

/Mlan ’amkutha huniaka tawiylan/3—sh dlia & <af o

/falturafigniy ’ild al-mar‘a ma‘an/!las ) ) 88 jith

These verses are the equivalents of the first stanza in the English version. The
translator preserved both the meaning and the words of the English version but
changed in some structures because the structure of the Arabic language is different
from that of the English language such as putting the expression ¥ o«d /laysa ’ila/
at the end of the second verse even if it is put in the third position in the English
version ‘I’ll only.” The translator extended the last verse in order to express the
meaning clearly but in the original version the expression is too short and meaningful
‘You come too.’

/inly dhahibun hunaka kayma a‘Gwd/2s-s|lasS dlia coald J

/bi al-4ijli al-Saghiyri al-wagqifi bijanibi *umih/4—) cuilas Gl gl s al) Jaally
/ma‘am lazala al-‘ijlu saghiyran jidan/\ia ) —sa Jaal) J)3¥ caad

/yaqfizu ‘indama talhasuhu ’umuhu bilisaniha/ gl Aca) 4cali Lansic 543,
Man ’amkutha hunaka tawiylan/d— s dlia &gal

/haya falnamdiy al-’ana li al-mar‘a ma‘an/!las S a1 Y Gaaild 1la

These verses stand for the second stanza of the English version. The first
verse is an addition by the translator. Also, in the original version, the poet used two
sentences in the second verse of the second stanza but the translator used only one
and started by saying that the calf is little. In short, the translator used his own
imagination in order to translate this poem. He used the simplest strategy of
translation ‘word-for-word’ translation. The meaning is there, but the form is totally

neglected.
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4.46. Poem 6

Original Version (English) Translated Version (Arabic)

. leloa Cyaall i g

A Time to Talk /waqgtun li al-hadiythi ma‘ak/

b B Ga Sl

) /yunadiynily sadiyqun fiy tarTyqiy/

When a friend calls to me from the road Sk S ails b

And slows his horse to a meaning walk, /wa yamshiy janibiy khaylan fa khayla/

| don't stand still and look around /fa’amdiy li al-hadiythi ma‘a al-sadiyq/

On all the hills | haven't hoed, Saand) deely Jaal Y

o /wa la ’ahfalu bi’a‘mali al-hasad/

And shout from where | am, What is it? A st 4 il 3 Jaie el

No, not as there is a time to talk. /wa ’aghrizu minjally fy al-turbati al-

) mu‘shawshibah/

| thrust my hoe in the mellow ground, adl ol lela ey sialy

Blade-end up and five feet tall, /wa “ahthu wajhly sa‘idan al-darba ’ilayh/

Aagh M egaall MY e

And plod: | go up to the stone wall /muharwilan ’ila al-sadiyqi ’ild al-widad/
For a friendly visit.

Table 13: A Time to Talk

http://www.magalaty.com/19807.html

4.4.6.1. About the Poem

This poem reflects the act of enjoying important things in life. In the poem,
the poet is plowing his field and his neighbour stops along the road on his horse.
The speaker immediately stops what he is doing and walks over to his neighbour to
talk to him. In reality, this act is the opposite of what is happening because of not
having enough time to visit relatives and close friends since the majority of people
are very busy.

-Textual Analysis

The poem is very simple since the poet used simple language which carries a

deep meaning that goes behind what the words may mean. The poet attracts our

attention to the enjoyment and appreciation of valuable things such as friends and
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relatives even by letting some important things in our lives go away because of being
busy in more important things that other people may not consider as important.
-Music

The poem may be turned to a song since it is full of the sentiments that are
absent nowadays. The type of the poem is lyric. The rhyme scheme of the poem is

‘abcadbceed’.
4.4.6.4. Analysis of the Translation

-Form

The rhyme used in the original poem is an end rhyme. In contrast, no end
rhyme is used in the Arabic version. The number of lines in the English version is
ten. However, it is eight in the Arabic version. This reflects the simplicity of the
poem and the focus on the meaning rather than the form. No punctuation is used in
Arabic compared to English because the prominence of punctuation marks is more
meaningful in English than it is in Arabic. The kind of the English poem is lyric
while the Arabic poem is free verse. The structural pattern is somehow complicated
because this is an imaginative and expressive poem in which the poet combines
between different structural elements such as; line, couplet, strophe, and stanza. The
structure of the Arabic version is not as complicated as the English one because the
poet used simple words and the combination between the verses is very simple

compared to the way of writing poetry in the Arabic language. This is shown in:
b A G Sl
/yunadiynily sadiyqun fly tariyqry/
A8 Ml s iy
/wa yamshily janibly khaylan fa khayla/
Gaial) ga Eyaall aald
/fa’amdiy li al-hadiythi ma‘a al-sadiyq/
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-Sound
Alliteration, with its two types; consonance and assonance is used in both
versions of the poem. This is clearly stated in the original poem as follows:
Consonance is seen in the first verse in: ‘me from’ and ‘ciib 4 @:2e’ /sadiyqun fiy
tariyqiy/. This is only one example of others which represent the use of consonance.
Assonance is used frequently in the original version rather than the translated one and
it is more placed in the end rhyme rather than the beginning of the verse as in:
‘walk’ and ‘talk’
-Words
The words are simple and given, but they are loaded with meaning. There is a
great manipulation of words which reflects the peculiarity of the style, the way of
writing, and the poetry of Frost from his prose and from others’ ways of writing.
When reading the original poem, we feel all the ethics that are gathered in friendship
especially loyalty and trustfulness. The Arabic version reflects the same meanings of
the original poem because of the use of the equivalents of the same words. The
value of friedship is shown in these two verses:
Gaial) pa Eyaall aald
/fa’amdiy li al-hadiythi ma‘a al-sadiyq/
Maal) Jlesly Jiai Y g

/wa 1a ’ahfalu bi’a‘mali al-hasad/

-Images

Frost used various images like metaphors and similes as techniques to express
his noticeable feelings. These emotions are also expressed through the use of the
repetition technique. The Arabic version reflects some of the images of the original
version such as; metaphor which is stated in this verse:

A3l A cGanall A Y g e
/muharwilan ’ila al-sadiyqi ’ila al-widad/
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-Tone

The tone of the poem is very sincere, serious, and truthful because the poet
has the ability to express the deep feelings towards the friend by letting everything
and plodding to this lovely friend. This is expressed in the Arabic version by the
word ‘gl /al-widad/ which stands for the poet’s friend and the feelings he carries

to him.
-Content

The content of both the English and the Atrabic versions of the poem is very
clear, but it is very fraught with sincere feelings and true emotions.

The translated version does not really represent an equivalent to the original
version. The Arabic version does not seem to be exhaustive as it is very short and
lacking some meaningful items such as the translation of some verses: ‘No, not as

there is a time to talk.” Yet, it is expressive to some extent and clear.
-Linguistic Analysis
/waqtun li al-hadiythi ma‘ak/!élxe cynallcdg

In the title of the Arabic version, the translator added the word ‘dxs’ /ma‘ak/
which is composed of a preposition and a pronoun in order to make the meaning
clearer though the equivalent of this word ‘to you’ is not used in the English
language.

/yunadiyniy sadiyqun fiy tariyqiy/cob A (e il
/wa yamshiy janibiy khaylan fa khayla/>uad A s by
/fa’amdiy li al-hadiythi ma‘a al-sadiyq/d:all e Euaall 2l
/wa 1a ’ahfalu bi’a‘mali al-hasad/slast) Jleel Jis) ¥y

These four verses stand for the four first verses in the English language. In

the first verse, the translator neglected the word ‘when’ and did not translate it to
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Arabic. The second verse is different from the original because the translator used

‘348 34’ /khaylan fa khayla/ which is different from the meaning of the original

version. The last verse summarises the meaning of the second, third, and fourth

verses of the English version.

/wa ’aghrizu minjally fiy al-turbati al-mu‘shawshibah/dsgdaall 4530 & Aaia 5815
/wa ’ahthu wajhiy sa‘idan al-darba ’ilayh/4d) q il lela a9 sialy

/muharwilan ’ila al-sadiyqi ’ila al-widad/¥2sd ) «Gaall A Y g 40

In these three verses the translator seems to translate the meaning only because

he neglected both the fifth and sixth verses of the original version. In addition, the

translator added the word ‘sl /al-widad/ in order to express the feelings of the

poet towards his friend. As a result, there is lack of meaning in the translated

version and a neglection to the aesthetic side which is the essence of writing and

translating poetry.

4.47. Poem 7

Original Version (English)

Translated Version (Arabic)

Bond and Free dgngad
/qaydun wa huriyah/
Love has earth to which she clings caall al ccaal)

With hills and circling arms about

Wall within wall to shut fear out.

But thought has need of no such things
For thought has a pair of dauntless wings.

On snow and sand and turn, | see
Where love has left a printed trace
With straining in the world’s embrace.
And such is love and glad to be

But thought has shaken his ankles free.

Thought cleaves the interstellar gloom
And sits in Sirius’ disc al night,

Till day makes him retrace his flight
With smell of burning on every plume,
Back past the sun to an earthly room.

/al-hubu ’ardu al-hub/

Jlall elliey Caall e

/fiyha al-hubu yamtaliku al-jibal/
/tadiiwru ’adhru‘uhu mutawiqatan
lihatiyka al-jibal/

Lelalas O pan s Ol s aall

/li al-hubi judranun wa judranun
bidakhiliha/

oA S aagl

/litub‘ida kula khawf/

Gl JS #liay Y Sall oK1

/wa lakina al-fikra 13 yahtaju kula
dhalik/

Iolelad glalia Sille

[fali al-fikri janahni shuja‘an/
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His gains in heaven are what they are.
Yet some say love by being thrall
And simply stays possessing all

In several beauty that thought fares far
To find fused in another star.

Ja s Bl 358 5 )

/’ara fawqa al-thalji wa al-ramli/
all e 58S el 7 sall 1 358

/wa fawqga hadha al-mawji ’ashy a’un
kathtyratun ‘ani al-hub/

BY) | RN RE PRV PY-

/fa‘alyha yatruku al-hubu al-’athar/
Alladl y anll ¢y deaal

/lidamatin bayna al-hubi wa al-‘alam/
Laila ol (Ls 50 13%a

/wa hakadha huwa sha’nu al-hubi
da’iman/

Gl a8

/wa huwa sa‘Tlydun bidhalik/

ol a8 3l il (I,

/wa lakina al-fikra yutliqu qadamayhi li
al-riyh/

poaill 5 )3 PO (8 iy Sdll

/wa al-fikru yakhtariqu al-zalama dhuriya
al-nujm/

Gl 1 ska LS (4ol (5 el b i

/wa yagba‘u fly al-shira al-yamaniah
tiwala al-layl/

@iV 3 glad ~luall iy s

/hatd yanbalija al-sabahu fayu‘awida al-
intilag/

Ay ) JOa 48 il il 5l

/wa al-rawa’ihu al-muhtariqatu khilala
rtyshih/

o2V s I Gaadlly |55 laile

/‘@’idan muriwran bi al-shamsi ’ila
mawgqi‘in bi al-’ard/

L@—“\SgSALAF— GMY\::.AA‘;A‘:J.'\QL;J\}

/wa al-janatu ‘indahu hiya hadhihi al-
’ashya’u ‘alda haqtyqatiha/

all A daall ) 5 n panl (Sl

/wa lakina al-ba‘da yara ’ana al-janata
fiy al-hub/

s JS LSlia) L) el ol 403 sae 9 2

/wa bigaydi wa ‘ubtiwdiati al-hub
nash‘uru ’ana —mtalakna kula shay’/
Jan (e o pany A

/fty ba‘di shay’in min jamal/

Gy Jia e 2aiy jSall (Sl

/wa lakina al-fikra yabta‘idu ‘an mithli
dhalik/

Jas Ll a

/muhaligan ba‘lydan/
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AT and 3 ) jlgaail
/—nsihran fly najmin akhar/

lall J}'.’\Sﬂ\ 2\&3‘):\
/tarjamatu al-duktiwr al-hamid/

Table 14: Bond and Free

http://www.magalaty.com/19807.html

4.4.7.1. About the Poem

The poem is a description of the difference between love and thought. Love
hangs on to the earth in such a way that makes it deny imagination and freedom.
Thought, on the other hand, has relinquished the shackles of the tangible world and
used a pair of wings to travel throughout the whole universe. But, the safe
environment of love is liberating disregarding all the freedom that thought seems to

have.

-Textual Analysis

The poem expresses a debate which resembles that described in ‘Fire and
Ice.” Love is tied to the earth, while thought is tied to heaven, and the poet is
confused because he asks which state of mind is more liberating to mankind. At first,
the poet is firmly in favour of thought. Thought is not bound to the earth in any
way and has the ability to travel through the realm of all possibilities, from star to
star. Love, however; denies this freedom and actively chooses to stay grounded on
the earth, actually ‘clinging’ to it to make sure that nothing can separate the two.

Thought, the poet assures the reader, ‘has need of no such things.’

Over the course of the poem, the rhetoric gradually changes to speak in favour
of love. While thought must travel across the universe to find beauty and freedom,
love is able to find the same beauty and freedom on earth, simply by staying. This is
expressed in the following verses of the poem: ‘Love by being thrall / And simply
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staying possesses all / In several beauty that thought fares far/ To find fused in
another star.” Although thought is in constant need to travel to all points of the

universe, the poet concludes that love is able to achieve a more lasting liberation.

-Music

This poem is made up of four stanzas of five lines each with a rhyme scheme

of abbaa.

4.4.7.2. Analysis of the Translation

-Form

The poem is written in iambic pentameter in the English version. On the other
hand, the Arabic version is written in prose or prosaic poetry because there is no
rhyme neither meter. But, there is the feeling that this piece of writing is something
expressive which plays on emotions. The original poem is written in iambic
pentameter, i.e., the number of lines is five in each stanza. The number of stanzas in
the Arabic version is four; the two first ones and the last one are composed of seven
lines while the one before the last is composed of five lines. Few punctuation marks
like commas are used in the English version. On the contrary, no punctuation is used
in the Arabic version for the reason mentioned in the analysis of previous poems.

The structural pattern of both the original and the translated versions is simple.
-Sound

Alliteration is used in this poem especially in the first stanza. This is seen in
the end rhyme of the first, fourth, and fifth verses. Assonance and consonance are
used in the same version. In contrast, the Arabic version contains few instances of
alliteration such as: ‘glelad (Glalia’,
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-Words

The words which are used in both poems are simple and given; they are
easily understood. They are loaded with meaning and philosophy which portrays the
wide imagination of the poet and his ability in manipulating words as he did when
he wrote ‘Fire and Ice.” It also reflects the uniqueness of his style because he may
create a mystery of nothing (in this case; three words; ‘Bond and Free’). The Arabic
version, on the other hand, is not as expressive as the original (‘4ss 2 /qaydun wa
huriyah/ is different from ‘Bond and Free’) because the translator would have used
classical Arabic way of writing poems as an equivalent because it is the only form
which suits the poems whose meaning is very deep.

-Images

The images which have been used in the English version are personification
and metaphors which are found all over the poem. The Arabic version is a copy of
the original poem where the translator has preserved the same images. Personification
is clearly stated in:

ool et 3llay <Al o<l
/wa lakina al-fikra yutliqu qadamayhi li al-riyh/

while metaphor is expressed in:
1oelad clalia sills

/fali al-fikri janahni shuja‘an/

where the translator imagined that thought is a bird which has two brave wings.
-Tone

The tone of the poem is serious, philosophical, imaginative and somehow sad
because it speaks about the relationship between love and thought and their ability to
make the human being bond or free. The translator has preserved the same tone in

the Arabic version. The tone of the Arabic version is exemplified in the following:
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“.AAJ\ UbJ‘ c&,\ﬂ‘
/al-hubu ’ardu al-hub/
Jual) dlliay qal) g

/fiyha al-hubu yamtaliku al-jibal/
Jlad) elilgd 48 ghaa 4 ) 55
/taduwru ’adhru‘uhu mutawiqatan lihatiyka al-jibal/
Leldla Gloaas Ol s all
/li al-hubi judranun wa judranun bidakhiliha/
-Content
The content of the poem is clear in some instances and very ambiguous, deep,
and mythical in other instances. The Arabic version follows the same path of the
original version; English.
-Linguistic Analysis
/qaydun wa uriyah/ &as 3@
The title of the Arabic version is different from that of the original version
because the poet combined between two adjectives ‘Bond, Free’ using the
coordinating conjunction ‘and’ while the translator related between two nouns: ¢ &

429 /qaydun wa uriyah/.

/al-hubu ’ardu al-hub/«zadl G2 )i el

/fiyha al-hubu yamtaliku al-jibal/Jhad) élliay cual) Lgd

/tadiiwru ’adhru‘uhu mutawigatan lihatiyka al-jibal/Jusd dlilgd 48 gha 4s 3 48
/li al-hubi judranun wa judranun bidakhiliha/\ala O g O i qall
Mitub‘ida kula khawf/<iss Js sl

/wa lakina al-fikra 1a yahtaju kula dhalik/did JS zUsy ¥ sil) oy

/fali al-fikri janahni shuja‘an/!oelad Glalia Silts

This stanza stands for the first English stanza. It consists of seven verses. The
first and second verses of the Arabic version are a translation of the first English
verse where the translator used a different expression to sound creative. He also

expressed the meaning in a different way. In the fourth verse of the Arabic version,
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the translator used the pronoun ‘&’ /ha/ which refers to love but this is incorrect
since the word love in Arabic is masculine.

Para fawga al-thalji wa al-ramli/da s &) g8 s

/wa fawqa hadha al-mawji ’ashya’un kathiyratun ‘ani ol oo 8488 el g sall 108 (360 4
al-hub/

/fa‘alyha yatruku al-hubu al-’athar/J™) cal) & i Lgahd

Nlidamatin bayna al-hubi wa al-‘dlam/alally Gadl G daal

/wa hakadha huwa sha’nu al-hubi da’iman/Lils call L e 13Sa

/wa huwa sa‘lydun bidhalik/ly s sa

/wa lakina al-fikra yutliqu qadamayhi li al-riyh/gal 408 lhy jSil) oSl

This stanza stands for the second stanza of the English version. In the first
verse of the Arabic version, the translator changed the structure and started with the
verb s’ /’ara/ because in Arabic we usually start with the verb in order to make
the sentence meaningful (we cannot say ‘sJl Jadly & 3% /fawqa al-thalji wa al-
ramli ’ara/ unless we finish the sentence and we get the whole meaning). In the
second verse, the translator added an expression ‘call ¢ 3 sl /ashya’un
kathiyratun ‘ani al-hub/ which is used in order to sound explicit as the style of the
Arabic language is known to be circular not straight as the style of the English
language is.

/wa al-fikru yakhtariqu al-zalama dhuriya al-nujm/asaill 3 s 358 jSilly

/wa yagba‘u fiy al-shird al-yamaniah tiwala al-J:l) J)sh L S (4xiled) g addl) B aulyg
layl/

/hata yanbalija al-sabahu fayu‘awida al-’intilaq/@a) 3gbd Flual) mlily Js

/wa al-rawa’ihu al-muhtariqatu Khilala riyshih/4&, J3& 48 gaal) gl g 1 9

/‘@a’idan muriiwran bi al-shamsi ’ilA mawqi‘in bi al-u2 gsa A (uadlly | g e aile
>ard/

This stanza stands for the third English stanza. In these verses, the translator
followed the English version step by step yet added and expression which is ¢ Jlsh
S /tiwala al-layl/.
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/wa al-janatu ‘indahu hiya hadhihi al-’ashya’u ‘ala Wida o cLaY) oy 4 saic dally
haqiyqatiha/

/wa lakina al-ba‘da yara ’ana al-janata fiy al-hub/ad) &4 i s gl oSl

/wa bigaydi wa ‘ubiiwdiati al-hub nash‘uru ’ana s JS Uslia) Ul jadd qal) &9 9 2y
—mtalakna kula shay’/

/fiy ba‘di shay’in min jamal/Jws s s b Gy 8

/wa lakina al-fikra yabta‘idu ‘an mithli dhalik/ci Jie ge iy jSil) oSl

/muhaligan ba‘Tydan/)iz; Alaa

/—nsihran fiy najmin akhar/!_Al aad A gl

This last stanza is the equivalent of the last stanza of the original version. The
structure of the first Arabic verse is not correct because even if the style of the
Arabic language is cicular, succinctness should exist in the translation of poetry in
order to gain rhetoric. We may say cAfiy iy oda Alda’ haqiyqatu hadhihi al-’ashya’i
janatugu/. In the subsequent verses, the translator used the literal method of
translation. This is clearly seen in the last six verses where the poet respected the

Arabic sentence structure and word order only.

4.4.8. Poem 8
Original Version (English) Translated Version (Arabic)
The Birthplace ol ) Biea
/masqat al-ra’s/
Here further up the mountain slope s Lia
Than there was every any hope, /huna ba‘Tydan/
My father built, enclosed a spring, Jaall i e
Strung chains of wall round everything, /‘ala safhi al-jabal/
Subdued the growth of earth to grass, st S Jos ol ) (0
And brought our various lives to pass. /bana ’abiy syajan hawla kuli shay’/
A dozen girls and boys we were. el Lalad b
The mountain seemed to like the stir, /siyajan ’ahata bi al-nab‘/
And made of us a little while— Gl Yl el aiag
With always something in her smile. /wa mana‘a numuwa al-"a‘shab/
Today she wouldn't know our name. i ) Ll s
(No qirl's, of course, has stayed the same) /wa samaha lana ’an na‘Tysh/
The mountain pushed us off her knees. OSall a8 483Ua, dabiaal) Lialyl
And now her lap is full of trees. /’ayamana al-mukhtalifata bitalagatin fIy
hadha al-makan/
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/kuna mina al-bniyna wa al-banat darazna
hunak/

Uik saa a8 o)

/wa bada al-jabalu farihan bihayawiyatina/
/wa rabana zamanan wa kana da’iman
yabtasimu lana/

Lo £ A g e Aalusiy

/—Dbtisamatan mamziwjatan bishay’in ma/
U;m\dﬂdzﬂese):\l\ﬁﬂ}

/wa lakinahu al-yawma lam ya‘ud ya‘rifu
asma’ana/

Gl oo a8 ol ks L

/fa al-banatu tab‘an lam ta‘ud hiya al-
banat/

4iS) oo i Wy Al

/wa alga bina al-jabalu ‘an rukbatayh/
/wa mtala’a hudnuhu bi al-’ashjar/

[tarjamatu al-duktGwr al-hamid/

Table 15: The Birthplace

http://www.magalaty.com/19807.html

4.4.8.1. About the Poem

The poem is telling the story of a house that the poet’s father built. It was
his birthplace. It speaks about the significance of the house, the surroundings, and the
influence that they had on the poet’s life. Frost is telling how a person should
appreciate where he grows up, because it will be what helps to shape him and

become who he is.
-Textual Analysis

In this poem the poet combines between two separate, different, and distant
elements which are nature and man and the impermanent relation which occurs
between human beings. The poem portrays the growing up of individuals. The figures

of speech which are used are personification and metaphor because the poet draws
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the image of a mountain by resembling it to a human being who smiles and who
has a lap and knees and he addresses it by using the personal pronouns ‘she, her.’
-Music

There is a kind of rhythm in the poem which is iambic, i.e., one stressed
syllable and an unstressed syllable. The rhyme of the poem is ‘aa bb cc dd ee ff

gg’. The poem is written in one block which is composed of fourteen lines.
4.4.8.2. Analysis of the Translation

-Form

The rhyme of the English version is different from that of the Arabic version
because of the difference between these two languages. While the English poem is
written in iambic couplets, the Arabic version is written in simple language which
reflects the use of simple expressions representing prose or prosaic poetry because
there is no use neither of rhyme nor of rhythm. It may be seen clearly that both the
original and the translated versions are composed of fourteen verses, however; the
original version follows the pattern of seven couplets because each two lines rhyme
together. The Arabic version does not rhyme because this type of poetry does not
need the use of rhyme and rhythm. Punctuation marks such as dashes, commas,
parentheses are used in the original version rather than the translated one which is
free from punctuation marks. The structural pattern of both poems is simple except
changing some sentence structure to sound significant.
-Sound

The sound of both poems comprises alliteration which includes assonance and
consonance. These two are used in both versions, but they are frequently used in the
original version rather than the translated one. The best example is that of the end

rhyme: ¢ knees, trees.” Consonance is used in Arabic in the following examples:
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¢ Ulygny / bihayawiyatina/ & /lana/.’
-Words

The words which have been used are simple, and specific which results in the
clarity of meaning. The simplicity of words in the original version has been
transmitted in the translated version as follows:

U iy Ll (S 9 Lia 3 Uiy g

/wa rabana zamanan wa kana da’iman yabtasimu lana/
e oo A g Jan Ayl

/—btisamatan mamzuwjatan bishay’in ma/

U Lol i oy day al a5l 4icl g

/wa lakinahu al-yawma lam ya‘ud ya‘rifu asma’ana/
AR g P SPURE I LA

/fa al-banatu tab‘an lam ta‘ud hiya al-banat/

4 oe daadl Uy Al

/wa alqa bina al-jabalu ‘an rukbatayh/

Sl Adan Dl

/wa mtala’a hudnuhu bi al-’ashjar/

-Images

The images used in this poem are personification and metaphor. These two co-
work in order to draw this beautiful piece of writing which is very deep and
pleasant. Both personification and metaphor are stated in these two verses:

4 e daadl Uy (Al

/wa alqa bina al-jabalu ‘an rukbatayh/
L Adas Sial g

/wa mtala’a hudnuhu bi al-’ashjar/

-Tone

The tone of this poem is ranging between seriousness, straightforwardness,

bemoaning, and shedding tears about the past memories and relating that with the
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place where those memories happened. The Arabic version of this poem mirrors the
same tone which is related to past events as in:

UipLaml iy day al o gall AiSl g

/wa lakinahu al-yawma lam ya‘ud ya‘rifu asma’ana/
Gl A 25 ol gk Uil

/fa al-banatu tab‘an lam ta‘ud hiya al-banat/

-Content

The content of this poem is clear to some extent. But, it is somehow
ambiguous because we cannot know what does the poet mean by bringing the
meaning of the family since it may be the real family and the farm where the poet
was living and it may stand for his own country. The Arabic version has the same
content because the translator focuses on the meaning rather than the form. So, he
preserved the meaning and neglected the form which has a great weight especially in
the Arabic language, the language of eloquence.

-Linguistic Analysis
ol ) s /masqat al-ra’s/

The title of the Arabic version reflects the same meaning of the original
version even if there is a difference in the words that are used because one would
say if we translate the word ‘birthplace’ we will get in the Arabic version ¢ (\sa
3! /makanu al-wiladah/. Hence, the words used by the translator in Arabic are
more expressive.

lams Ua/huna ba‘lydan/
Jaall e A /¢ala safhi al-jabal/

These two verses stand for the first verse in the English version. The
translator followed the poet and preserved the same meaning. The translator did not

render the second verse of the original version.
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s JS U b () i /band ’ably syajan hawla kuli shay’/
&l bls) abwy/siyajan ’ahata bi al-nab¢/

These verses stand for the third and fourth English verses. The translator
changed the order of the verses since one comes before the other. The meaning is
preserved even if the sentence structure is different.

GlieY) sai aiag/wa mana‘a numuwa al-’a‘shab/
el o) W ey /wa samaha lana ’an na‘iysh/
1 4 A8, 4dlidal) Ualy ’ayamana al-mukhtalifata bitalagatin fiy hadha al-makan/

Ol

These verses are equivalents for the sixth and seventh verses of the English
version. The translator used the word ‘42 /bitalaqatin/ but it is not appropriate in
this context since we should use 4~ /bihuryah/ with the verb ‘to live’.

llia Uj 0 clidly () (e US /kund mina al-bniyna wa al-banat darazna hunak/

U geay a3 Jall \ug /wa bada al-jabalu farihan bihayawiyatina/

Ul acdy Ladla (S g Ua j UL g /wa rabana zamanan wa kana da’iman yabtasimu lana/
L £ od 42 g jae Aaldyl /—btisamatan mamziwjatan bishay’in ma/

Uplawl G2y 22y ol 2 0l 43<15 /wa lakinahu al-yawma lam ya‘ud ya‘rifu asma’ana/
Clial) & 223 ol laghs Ul /fa al-banatu tab‘an lam ta‘ud hiya al-banat/

4 oo Jaal W Alg /wa alqa bina al-jabalu ‘an rukbatayh/

JadYL 4ika Yl g /wa mtala’a hudnuhu bi al-’ashjar/

These Arabic verses stand for the English verses starting from the seventh
verse until the end of the poem. The translator seems to follow the poet literally in
all his translations but sometimes the meaning is lost because the translator used the

simplest way of writing in the Arabic language.
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4.49. Poem 9

Original Version (English)

Translated Version (Arabic)

Unharvested

A scent of ripeness from over a wall.
And come to leave the routine road

And look for what had made me stall,
There sure enough was an apple tree
That had eased itself of its summer load,
And of all but its trivial foliage free,
Now breathed as light as a lady's fan.

For there had been an apple fall

As complete as the apple had given man.

The ground was one circle of solid red.

May something go always unharvested!
May much stay out of our stated plan,
Apples or something forgotten and left,

So smelling their sweetness would be no theft.

any 4L oy ol

/lam yatima qitfuhu bad/

Dhallxie jue 43

/ra’ihatu ‘abiyrin ‘inda al-jidar/

13) galadl g Ll &yl

/linatruki al-shari‘a al-‘adiya ’idhan/

i gl il cllin 13le ae kil

/wa —nzur ma‘ly madha hunaka

ja‘alaniy ’atawaqaf/

CLAS 5yl sy WS Alia

/hunaka kama ’ard shajarata tufah/

/khafaft ‘an nafsiha himla al-mastyt/

/wa lam yabga ma‘aha ma

tahmiluhu siwé al-ghusiiwni al-

khaftyfah/

A gy L V1 ol

/hahya al-’ana tatanafasu bisuhiiwlah/

elutl) (e B An g pa 83 LS

/kama tatanafasu mirwahatu sayidatin

mina al-nisa’/

QTP NNE LE N

/wa hunaka hunaka yatasaqatu al-

tufah/

&mwuﬁow‘ﬂ\ﬁuusuw

/tamaman kama saqata al-’insanu

yawman bisababi tufahah/

L@_A\Pcﬁs’&j\dub)\y‘j

/wa al-’ardu da’iratu tufahin

hawalayha/

2ay 4dldad o ol Le Ll

/shay’an lam yatima qitafuhu ba‘d/

/waqtan ma lam nukhatit lahu ba‘d/

iS5 sla ¢l dnwie Lo sl

/tufahatun ma mansiyatun ’aw

matriiwkah/

A o oS A e 2d oS

/wa lakina shama ‘abiyriha lan
yakliwna sariqatan/

Jda i e

/‘al ’ayati hal/

Table 16: Unharvested
http://www.magalaty.com/19807.html
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4.49.1. About the Poem

There is a philosophy of life in this poem. If we make it our own, it could
change many attitudes that need to be changed: what we do and what we leave
undone; whether we spend our days in quiet disappointment or possess the peace of
the humble in spirit; whether we struggle to fulfil all our ends before our end, or
learn to ‘go gentle into that good night.” If we were happy to allow something to
go unharvested in our life, it would improve our perspective, change our priorities,
refine our humour, and make our appreciation great.

-Textual Analysis

The key to imagination is the only solution to unlock this poem since the poet
always inspires nature and its components in order to make it stand for the life of
the poet and its constituents. So, the poet carries on using his tricks by stating the
word unharvested and relating it to some plants such as apples in order to represent
something which is absent.

-Music

There is a kind of rhythm in the poem which reflects its type, i.e., iambic.

The rhyme differentiates from the beginning till the end through the use of different

letters.

4.4.9.2. Analysis of the Translation

-Form

The rhyme of this poem is ‘abacbcdade edff'.” This rhyme scheme is not
commonly used in English poetry, but every end word has a matching rhyme in the
poem elsewhere. The meter of the poem is irregular because it has four stressed

syllables in each line. Concerning the Arabic version, there is no specific rhythm
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which differentiates it from other types of poetry neither rhyme. In fact, there are
some lines which rhyme together such as:

A8 g sia gl dia La cilalds

/tufahatun ma mansiyatun ’aw matrawkah/

A8 s (198 W e i 08l

/wa lakina shama ‘abiyriha lan yakiwna sariqatan/
but they are not regular. The poem is divided into two groups of lines which are
called stanzas. The first group is a quatrain and the second is a septet. The Arabic
version follows the same organization of the original poem. This is clearly seen in
the division of the poem into a quatrain then a septet just like the original. Some
instances of punctuation are used in the English version. But no punctuation marks
are used in the Arabic version. The English version of the poem has an irregular
rhyme scheme while the Arabic version does not rhyme because it is written in
prose. The structural pattern of both versions is simple.

-Sound
The sound is reflected in alliteration which swings between assonance and
consonance. These two are clearly used in the original poem and in some verses of

the translated version. They are also seen in some cases of the rhyme scheme such

as:
ABALY ¢ guahd) (g gou Adant La Lgaa (3 al g
/wa lam yabqa ma‘aha ma tahmiluhu siwa al-ghusuwni al-khafiyfah/
U gy el Y1 AL
/hahya al-’ana tatanafasu bisuhawlah/
-Words

The words of both poems are simple and given. They are carefully chosen to
combine and express the meaning intended by the poet which is centered on the

unharvested tree of apples.
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-Images

The poet is famous for using natural imagery in order to convey wisdom
about life. These images are summarized in: ‘Now breathed as light as a lady's
fan’  sladl (o S dagpe (udili LaS dggn (udilS () AW /hahya al-’dna  tatanafasu
bisuhiiwlah/ /kama tatanafasu mirwahatu sayidatin mina al-nisa’/ which reflects

both personification and metaphor.
-Tone

The tone of the poem is serious, straightforward, but it is somehow sad. It
portrays the scene painted with the fall of apples from a tree without letting people
take advantage of its fruits. This is a result of carelessness. The Arabic poem
preserved the same tone. The tone of the Arabic version is seen in the following

VEISes:

Ll sa S 3 ks a1 g

/wa al-’ardu da’iratu tufahin hawalayha/
day 4BUad a1y ol La Lin

/shay’an lam yatima qitafuhu ba‘d/

day Al hbilalla Uiy

/waqtan ma lam nukhatit lahu ba‘d/

AS g yia g) dmia b cilalds

/tufahatun ma mansiyatun ’aw matrawkah/
B o (198 OF e o 081

/wa lakina shama ‘abiyriha lan yakiiwna sariqatan/
da & fe

/‘al *ayati hal/

-Content

The content of the poem is clear and full of the wisdom acquired in this life.
This is clearly seen in the poet’s words which are inspired from nature. The content

of the Arabic version is well expressed, but the form is lost especially if it is

- 226 -



compared to the rhetorical way of writing Arabic poetry and the eloquence used in
reciting it.
-Linguistic Analysis
Mlam yatima qitfuhu ba‘d/ 48Usd a3 ol

The title of the original version is an adjective which denotes apple trees. In
the Arabic language, we need to use more than two words which are V+S.

/ra’ihatu ‘abiyrin ‘inda al-jidar/J)ad die pue 4l
/linatruki al-shari‘a al-‘adiya ’idhan/)3 galal) g Uil & Al
/wa —nzur ma‘ly madha hunika ja‘alaniy ’atawaqaf/g) Alea Jlia 13 e g
/hunaka kama ’ara shajarata tufah/zW s ad ) LS dlia
/khafaft ‘an nafsihd himla al-masiyf/cisad) Jea lgudi oo udds
/wa lam yabga ma‘aha ma tahmiluhu siwad al-4&dil) ¢ gail) (5 go 4lant La Lgaa (u aly
ghusiiwni al-khafiyfah/
/hahya al-’ana tatanafasu bisuhiiwlah/A sges G855 (N AW
/kama tatanafasu mirwahatu sayidatin mina al-nisa’/sbedll (e 3w da gy (udili Lag
/wa hundka hunika yatasaqatu al- tufah/z Ul hilus, i dUa
/tamaman kama saqata al-’insinu yawman bisababi 4l cuy La gy Glead¥) Jals LaS Lalal
tufahah/
/wa al-’ardu da’iratu tufahin hawalayha/Wss g5 s ga ¥y

These verses stand for the first ten verses in the English version. The first
verse expresses the same meaning as the original. This meaning is reflected in the
smell of ripeness near the wall. The second verse in Arabic also expresses the same
meaning of the second verse in the original version. But, the adjective ¢l /al-
mutada/ is better than ‘gl /al-‘adiya/ which was used by the translator. In the
third verse, the translator used the expression gl Ailxa dUa 13 /madha hunaka

ja‘alaniy ’atawaqaf/ which is not correct because in Arabic it is said (Al i L

¢ byl /ma al-ladhily ja‘alaniy ’atawaqaf/. In the seventh verse, the translator added
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the word

and makes the meaning explicit.

‘U sgw® /bisuhiiwlah/ which is not needed yet it added some information

/shay’an lam yatima qitafuhu ba‘d/ 48Us8 a3 ol La L
/waqtan ma lam nukhatit lahu ba‘d/3 4 hhis A1l Uy

/tufahdtun ma mansiyatun ’aw matriiwkah/4S g i g) dsuie e Clalis

/wa lakina shama ‘abiyriha lan yakiiwna sariqatan/ 48w s oW ue adi oSl

/al ayati hal/ds &

These verses stand for the last four verses in the English version. Here, the

translator followed the poet literally but added the expression ‘Ja &l /¢ala ’ayati

hal/.

4.410. Poem 10

Original Version (English)

Translated Version (Arabic)

Reluctance

Out through the fields and the woods
And over the walls | have wended,

| have climbed the hills of view

And looked at the world, and descended:;
| have come by the highway home,

And lo, it is ended.

The leaves are all dead on the ground,
Save those that the oak is keeping

To ravel them one by one

And let them go scraping and creeping
Out over the crusted snow,

When others are sleeping.

And the dead leaves lie huddled and still,

-

4qglia

/mugqawamah/

sl Jgiall e il

/’inalaqtu ‘abra al-huquwli wa al-ghabat/

Dl 38 D58

/wa gafaztu fawga al-’aswar/

WL ¢ YO el

/wa tasalaqtu tilalan wa tilala/

B8 (e pllall M ks

/wa nazartu ’il al-‘alami min fawgq/

QJJ;.'\\}

/wa —nhadartu/

s e e 31

/’awraqun mayitatun ‘ald al-’ard/

Ol 435 33e s Al

/wa ’ukhra makhziiwnatun bi al-sidiyan/

5aa) o8 Baal 5 lee 3

/yanza‘uha wahidatan fa wahidah/

el A8 e inad

/wa tamdiy ‘ala al-thalji al-muqashar/

Aladls by HAY) Leiw

/baynam al-’ukhrayatu na’imat/

Aial) Bl ) Badiaa a

/thabitatan muhtashidatan ’ara al-’awraqa
al-mayitat

/lam ta‘ud tataba‘tharu huna wa hunak/
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No longer blown hither and thither; L sl ol daaill 350 38
/fa zahratu al-najmati lam ta‘ud huna/
GO0 Bandl 98
The flowers of the witch hazel wither; /wa zuhiiwru al-bunduqi dhabilat/
oty (35 J 5 Le Ll
) ) /wa al-qalbu mazala yatawqu litijah/
But the feet question "Whither?" Solai¥l ) 1Y) alls
/tas’aluhu al-’agdamu ’ayna al-’itijah/
Gl ey 5 5L e ol

Ah, when to the heart of man /’ahin mata ya tura yash‘uru al-galbu/
Was it ever less than a treason FALA Gl alady L )

To go with the drift of things, fana ma yaf'aluhu ﬁ;? khl.y ﬁn.al?/\
e id) a8 A

The last lone aster is gone;

The heart is still aching to seek,

To yield with a grace to reason, /’an yanharifa ma‘a al-’ashay’/
And bow and accept the end . ds’d.x‘ 20

/’an yastaslima li al-‘aql/
Of a love or a season? Al e da Jugy o)

/’an yatagabala mudh‘inan al-nihayah/
R

/nihayata hubin ’aw nihayata mawsimin/

Lalall | gisal) daa 5

/tarjamatu al-duktiiwr al-hamid/

Table 17: Reluctance

http://www.magalaty.com/19807.html

4.4.10.1. About the Poem

This poem portrays clearly that the poet has travelled throughout the world,
across mountains and rivers, and now finds himself on the path back home. His
journey has ended, and he is shocked to find the signs of the dead season all around
him: attired snow, dead leaves, wilting flowers. He had not expected such a sight
when he returned home, and desperately considers leaving again. However, he refuses
to accept the end of the season without fighting for it and ends the poem on a

courageous, hopeful note.
-Textual Analysis

In ‘Reluctance,” the poet’s travels have finally led him back home, but he is

dismayed to find nothing left for him but the dead leaves of the winter season. Still,
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he is unwilling to accept such an ending to his adventures and refuses to ‘yield’ or
‘go with the drift of things’ simply because the season proclaims it to be so. His
travels may be finished and the season may be ending, but that does not mean that

he has to accept the turn of events without anger or emotion.

This poem also has an additional meaning that stems directly from an
autobiographical event in Frost’s life. The poem was written by the poet while he
was living with his mother and sister in Lawrence, Massachusetts, before he had
convinced his future wife, Elinor, to marry him. After she firmly rejected him during
a visit to her school in New York, Frost intended to commit suicide and become a
part of the ‘last lone aster’ and ‘dead leaves.” However, Frost eventually found
courage and decided not to go ‘with the drift of things’ and accept Elinor’s
rejection. Such an admition of failure would have been ‘treason’ to his heart and his

love.
-Music

This poem is divided into four stanzas of six lines each (sestet). The rhyme

scheme for each stanza is ‘abebdb.’

4.4.10.2. Analysis of the Translation

-Form

The poet has used an external end rhyme which is ‘abc¢ bdb.” No rhyme is
used in the translated version because it resembles free verse or prosaic poetry. The
poem is composed of four stanzas comprising six verses each. In contrast, the Arabic
version is composed of twenty two lines and there is no blank line between them.
This reflects the difference between the structural patterns of both language in

different fields either they are related to poetry and literary verses or they are not.
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Punctuation is authentically used in the original poem rather than the translated
version because of its importance in the English language rather than the Arabic
language as it is more significant in Arabic rather than English. The type of the
poem is an iambic poem containing six stanzas called sestets. However, the Arabic

version is written in prosaic poetry.
-Sound

The poet used consonance in the first verse between ‘hither and thither’

(with the /6/ sound). The same stanza includes internal rhyme between ‘hither and

thither.” The poet also used consonance and assonance at the same time in ‘scraping

and creeping’ (with the /13/ sound). Enjambment is also used in many verses such

as: ‘Was it ever less than a treason To go with the drift of things,” ‘Save those
that the oak is keeping To ravel them one by one And let them go scraping and
creeping Out over the crusted snow,” ‘I have climbed the hills of view And
looked at the world and descended.” In the Arabic version there are a few
instances of assonance such as: ‘=Bl «laild L&)’ /al-ghabat/ /na’imat/ /dhabilat/
which is considered as an external rhyme at the same time.

-Words

The words which are used are simple and exact because they covey the
meaning they carry. They express deep meanings reflecting the essence of this life
which is built on fighting and resistance such as: ‘I have wended’. Thus, whenever
life seems to be dark in the eyes of the human being, he should look at the
brightest side in it. In the Arabic version simple and expressive words are used such
as:

Al e da g ¢
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/’an yatagabala mudh¢inan al-nihayah/
et 94 Al g G Al
/mihayata hubin ’aw nihayata mawsimin/ but not to the extent of enjoying the

elevated style that exists in the Arabic language.
-Images

The poem is full of metaphoric examples representing the eloquence and
reflecting the deep feelings that stand behind the lines of the poem. Also, some
instances of personification are used because the poem combined between nature and
the feelings of the human being reflected in the feelings of the poet. About the
Arabic version, it reflects the same use of images with the difference in rules and
structures. Some examples of metaphor in these verses ‘The heart is still aching to
seek,” But the feet question ‘Whither?’ which are translated into Arabic as follows:

sl (@i JIJ el
/wa al-qalbu mazala yatawqu litijah/
Solad¥) Chl alaBy) Al

/tas’aluhu al->’aqdamu ’ayna al-’itijah/

Personification as exemplified in: ‘And bow and accept the end’ and translated into

Arabic as:
Ll Le ke gy ¢
I’an yatagabala mudh¢inan al-nihayah/
-Tone

The tone of the poem is serious and very sad portraying the despair of the
person losing something valuable in his life, and reflecting the power he should stick

to in order to fight and to adapt his personality with all the conditions of this life.
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The tone of the Arabic version shows the sensitivity of the poet which is reflected in
the translator’s words as in:
Lia a5 ol danil) 5 8 3
/fa zahratu al-najmati lam ta‘ud huna/
<BLld Gaidl )98 59
/wa zuhiiwru al-bunduqi dhabilat/
slat¥ (G5 I Ll
/wa al-qalbu mazala yatiawqu litijah/
Solad¥) (il alady) Al
/tas’aluhu al-’aqdamu ’ayna al-’itijah/
Q! jady 550 e ol
/’ahin mata ya tura yash‘uru al-qalbu/
PR (ud adady La ()
’ana ma yaf‘aluhu laysa khiyanah/
-Content
The content of the poem is clear because it represents the meaning intended
by the poet clearly. It identifies the meaning of this life which makes us strong
because we need to fight against bad circumstances. The Arabic version is a good
translation of this poem where the translator has preserved the meaning of the
original version which is the most important thing in any piece of writing. In

contrast, the form is always neglected because for a language like the Arabic
language this style is prosaic and needs to be revised and improved.
-Linguistic Analysis
/mugawamah/4a sia

The title of the translated version is the exact equivalent of the original. Both
titles are nouns.

/’inalaqtu ‘abra al-huqiwli wa al-ghabat/<bidly Jgiall e cdlhil

Iwa gafaztu fawga al-’aswar/J)\s=¥) G <38
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/wa tasalaqtu tilalan wa tilala/¥3G Y30 calud
/wa nazartu ’il al-‘dlami min fawq/@s o ) A @ ki

/wa —nhadartu/< )

These Arabic verses stand for the first stanza of the English version. In the
first verse, the translator started with the verb ‘willil® Sinalaqtu/ while the poet left
the verb till the end of the second version. The two last verses of the English
version are not present in the Arabic version.

/awraqun mayitatun ‘ala al->ard/ua¥) e 4 3,

/wa ’ukhra makhziiwnatun bi al-sidiyan/obaicdy 5g3aa s Al
/yanza‘uha wahidatan fa wahidah/53s) g8 8aa) g lge 3

/wa tamdiy ‘ala al-thalji al-mugashar/ &ial) gil) Je iy
/baynam al-’ukhrayatu na’imat/<leld ol AY) Lady

These verses stand for the second English stanza. In the first Arabic verse of
this stanza, the translator started with the word ‘@Ls)’ awraqun/ without using the
equivalent of the definite article ‘the’ which is present in the original version. The

fourth verse of the English version was not rendered by the translator into Arabic.

/thabitatan muhtashidatan ’ara al-’awraqa al-mayitata/disll §,s¥) o) Saddaa 45,0

& ew

/lam ta‘ud tataba‘tharu huna wa hunak/&Ua g Uas el sl ol
[fa zahratu al-najmati lam ta‘ud huna/ba a5 al daaill 5 4 38
/wa zuhiiwru al-bunduqi dhabilat/<Se3 G a3
/wa al-qalbu mazala yatiwqu litijah/sLN 350 J)) L il
/tas’aluhu al-’aqdamu ’ayna al-’itijah/Selas¥) Gl al8Y) Allud
These verses stand for the third stanza of the English language. In the first
Arabic version, the translator followed the same construction of the English verse but
the Arabic sentence would have been more expressive if he started with the verb. In

the other verse, the translator followed the original version step by step and used the

literal translation strategies especially approximation.
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/’ahin mata ya tura yash‘uru al-qalbu/ <& méy s 34 Jae of
/’ana ma yaf‘aluhu laysa khiyanah/S4ba (ud alady L o)

/’an yanharifa ma‘a al-’ashay’/sldN¥) aa <ijady o)

/’an yastaslima li al-‘aql/Jéll aludiy o

’an yatagabala mudh‘inan al-nihayah/4ala Ue e Jiit o

/nihdyata hubin ’aw nihayata mawsimin/awse &l o s Ll

These verses are the equivalent of the last English stanza. In these verses the

translator followed the original version and no great differences are mentioned.

4.411. Poem 11

Original Version (English)

Translated Version (Arabic)

Range-Finding

The battle rent a cobweb diamond-strung
And cut a flower beside a ground bird's nest
Before it stained a single human breast.

The stricken flower bent double and so hung.
And still the bird revisited her young.

A butterfly its fall had dispossessed

A moment sought in air his flower of rest,

Then lightly stooped to it and fluttering clung.

On the bare upland pasture there had spread
O'er night 'twixt mullein stalks a wheel of thread
And straining cables wet with silver dew.

A sudden passing bullet shook it dry.

The indwelling spider ran to greet the fly,

But finding nothing, sullenly withdrew.

g dal) jaadi

‘ /tagdiyru al-madéa/
Aalall 3 gan adard Chan y 0 eSie iy JUEl (3 e
/mazaga al-gitalu bayta ‘ankabtwtin
rasamat khaytahu hudawdu ’almsah/
O e Ul Gl Caaib 0 ) adad

/wa gata‘a zahratan namat biqurbi
‘ushi ta’irin haziyn/

2y el Haia laly L 13 (IS (Jad

/fa‘ala kula hadha wa lama yulatikh
sadra ’adamiyin ba‘d/

padl) Libae | (5 5o 5 ek Al 5 31 cuisil
E

/wa —nhanat al-zahratu al-mughtalatu
shafagan wa ‘ard ’aghsanaha al-khudra
sigam/

Lisa ) Ol Ayl Llla (Al ) ghiaall aa g
/wajama al-‘usfawru al-ladhiy talama
zaraha fiy ray‘ani zahwatiha/

agl) Sy Ll (o3 (umal) 450 5al) o

/wa faqgadati al-farashatu al-hudna al-
ladhty talama rakanat ’ilayh/

58 3 e i ol sell b Alial Caa g

) Lgal e Caiaa

/fa hawamat lahzatan fiy al-hawa’i
tabhathu ‘ani al-zahrati al-latty hadanat
marahaha/

Lezaling (Bl & 5 Lgy e g (Add L) Caalgd o
/thuma tahadat ’ilayha bikhifatin wa
ta‘alagat biha wa hiya tusafiqu
bijanahayha/

Lgd (e Y g culidll aG o
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/bayna ’awtadi al-nabati dawlabun min
Khuytawt/

ail) Zluall i Lgrka ;33 sadie @Dl

/wa ’aslakun mashdawdatun ratabaha
nada al-sabah al-fidiy/

el s caladlid dshld Aalia 4 4
/hazathu rasasatun khatifatun
fatasagatat habatu al- nada/

Al 8l sl Led (Sl sl g ja

/wa hara‘a al-‘ankabuwtu al-sakana
fiyha liyuhayiya al-farashah/

4 V) gl Al asd

/lakinahu lam yalga ila khaybatan/
L a T aal ol e Lol s

/wa sur‘ana ma ‘ada ’adrajahu
kastyran haziynan/

(2011) llaall de 3l 58 dan 53

/tarjamatu fu’ad ‘abdu al-mutalib/

Table 18: Range Finding

http://www.albararry.net/showthread.php?8095-%CA%DE%CFY%ED%D1 -

% CT7YEIYE3IWNCFHEC-%D1%E6%C8%D1%CA-%DD%D1%E6%D3%CA

4.4.11.1. About the Poem

This poem makes the flight of a bullet that will kill a man incidental to the

effects it has upon the insects and small flowers on a battlefield. In fact, the poet

used some natural symbols such as: the flower, the butterfly, the spider web, and the

bird to discuss relationships. The poet used some words such as; ‘diamond-strung’ in

order to stick out the reader by letting him imagine that the poet speaks of a

diamond necklace. However, the poem speaks of a trap which is represented in the

spider cobweb which is put on a flower in order to trap a butterfly that fell victim

of it and the bird carries on flying carelessly.

-Textual Analysis

Here, the poet Frost uses the spider, the flower, the butterfly and others in

order to express the conflict that happens between them and the beneficiary among
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http://www.albararry.net/showthread.php?8095-%CA%DE%CF%ED%D1-%C7%E1%E3%CF%EC-%D1%E6%C8%D1%CA-%DD%D1%E6%D3%CA
http://www.albararry.net/showthread.php?8095-%CA%DE%CF%ED%D1-%C7%E1%E3%CF%EC-%D1%E6%C8%D1%CA-%DD%D1%E6%D3%CA

them. Most of the times the scene that happens in nature may be applicable at the
human society.
-Music

This poem is a Petrarchan sonnet. It is written as two paragraphs with the

rhyme scheme ‘abba abba- ccd eed.’

4.4.11.2. Analysis of the Translation

-Form

The poem is a petrarchan sonnet. In other words, it follows the form of the
Italian sonnet which is divided into two parts; the first part is called the octave with
the rhyme ‘abba abba’ and the second is a sestet whose rhyme scheme is ‘ccdeed.’
The Arabic version, on the other hand, does not rhyme because it represents the
genre of writing called prosaic poetry. The number of stanzas in the original poem is
eight then six respectively, i.e., an octave then a sestet. The Arabic version, on the
other hand, is composed of fourteen lines totally different from the original. Few
punctuation marks are used in the English version such as commas, and dots but no
punctuation mark is used in the Arabic version. The structural pattern of the version
is complicated compared to that of the translated version. This is due to the type of
poetry chosen by the writer which is the Petrarchan sonnet.

-Sound

Both assonance and consonance are used in the original version especially in
the external rhyme scheme such as: ‘fluttering clung’ and ‘spread, thread.’

However, in the translated version no alliteration is used.
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-Words

The words used by the poet are simple, but their manipulation forms
something beyond their real structural organization. The words of the Arabic version
are very simple and given such as: s>y /wajama/, <, /rakanat/, g\wall /al-sabah/,
s /al- nadéd/, g2 /hara‘al/, &&8 /al-farashah/ .

-Images

Personification is the most significant image used in this poem. This is clearly
shown in the comparison between man and nature and the idea that both of them
may be judged based on some principles. This image is reflected in the Arabic
version as in: ‘i el ua ghl Llg 13 JS e /fa‘ala kula hadha wa lama yulatikh
sadra ’adamiyin ba‘d/ noting the difference between the two versions.

-Tone

The tone of this poem is serious; it reflects the sadness towards the events
which happen because of the cruelty of man. It describes the bad relationships
between the elements that nature is made of as a small example which may be
compared to the real society where human beings benefit negatively from the
goodness of others. The tone of the Arabic version shows us the same sorrow and
grief present in the original poem. This is clearly shown in the last verse as follows:
U Ja TS dalpal e L ohe sy 4pd Y) (34 al 43 /lakinahu lam yalga ila khaybatan/ /wa
sur‘ana ma ‘ada ’adrajahu kasiyran haziynan/.

-Content

The content of the original version is ambiguous in some parts because the
poet tries to draw our attention to the fighting of insects in nature through comparing

it to human beings.
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The Arabic version, on the contrary, is very clear except that it does not
follow a good strategy in translation. It would have been better if the poet has used
the Arabic tradition in writing poetry. This would have been done through being
creative and artistic in choosing words and linking them just as the poet of the
original version did. Sticking too much to the original version and using literal
translation in poetry is a dead loss.

-Linguistic Analysis
sl a8 ftaqdiyru al-madéd/

The title of the Arabic version reflects the same meaning of the original

version.

dudall agaa Al Crawy Cigitie @y JUBl (33« /mazaga al-gitalu bayta ‘ankabiiwtin rasamat
khaytahu hudawdu ’almsah/

Cria sk Gie Ul cal 5 a ) ahlg/wa gata‘a zahratan namat biqurbi  ‘ushi  ta’irin
haziyn/

By ) e fehl Ll 13a JS Jed/fa‘ala kula hadha wa lama yulatikh sadra ’adamiyin
ba‘d/

i puadl) Lgilal ] (s e g B8 Allihall 38 31 ciisdly /wa —nhanat al-zahratu al-mughtalatu
shafagan wa ‘ara ’aghsanaha al-khudra sigam/

WEsa ) Gl B ) Ll o3l ghanl) aag /wajama al-‘usfawru al-ladhiy talama zaraha
fiy ray‘ani zahwatiha/

A ey Ll o3l opaal) L3148 casdy jwa  fagadati  al-farashatu al-hudna al-ladhiy
talama rakanat ’ilayh/

Wl e cidan AN B a3 (o i gl g¢d) b ABial Cagad /fa hawamat lahzatan fiy al-hawa’i
tabhathu ‘ani al-zahrati al-latty hadanat marahaha/

Waliny (3hal A W cilady il W) calgs &5 /thuma tahadat ’ilayha bikhifatin - wa

ta‘alagat biha wa hiya tusafiqu bijanahayha/
These verses stand for the octave in the English version. In the second verse
of the octave, the translator used the word ‘= /namat/ which does not exist in the

English version in order to make the intended meaning explicit. In the third verse,
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the translator added the sentence 3 Js J«& /fa‘ala kula hadha/ as an exaggeration
because just saying expresses the intended meaning. In the fourth Arabic verse, the
translator added the sentence which does not exist in the original version and which
is ‘aliw padlllgilati s 29’ /wa ‘ard ’aghsanaha al-khudra sigam/. In the fifth verse,
the translator used the two nouns ‘4is) Qe /ray‘ani zahwatiha/ one denoting the
other as equivalents to the adjective ‘young’ in the English version. In the other
verses, the translator used some strategies such as naturalization and compensation.

LgA e V5o il ) o /bayna ’awtadi al-nabati dawlabun min khuyawt/

el pluall gai gk Bagadia Dluly /wa ’aslakun mashdiawdatun ratabaha nada al-
sabah al-fidiy/

il Gl cudblosd A3klA dala, 438 /hazathu rasasatun khatifatun fatasagatat habatu
al- nadé/

L3 AN aagl Lgd oSl cigiall £ 49 /wa  hara‘a  al-‘ankabiiwtu  al-sakana  fiyha
liyuhayiya al-farashah/

A Y) 3L 4 Jlakinahu lam yalga ila khaybatan/

U e 48l e L ¢le yus/wa sur‘ana ma ‘ada ’adrajahu Kasiyran haziynan/
These verses stand for the sestet in the English version. In the first verse of
the second part, the translator used the omission strategy and preserved the meaning
using a few words which summarize the meaning of the first and second verses of
the sestet of the original version. In the fifth verse of the Arabic version, the
translator used the word ‘¢S« /al-sakana/ which is a noun instead of using the word
‘oSl Jal-sakin/ which is the equivalent of the adjective ‘indwelling’ in the English
version. In the last two verses, the translator used the word ‘4x3’ /khaybatan/ as an
equivalent to the word ‘nothing’ with a great difference of meaning and used the
two adjectives ‘Ui | s’ /kastyran haziynan/ as equivalents to only one word of

the original version ‘withdrew’ which is a verb.
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4.412. Poem 12

Original Version (English)

Translated Version (Arabic)

Acquainted with the night

| have been one acquainted with the night.
I have walked out in rain - and back in rain.

| have outwalked the furthest city light.

| have looked down the saddest city lane.
| have passed by the watchman on his beat

And dropped my eyes, unwilling to explain.

I have stood still and stopped the sound of feet
When far away an interrupted cry

Came over houses from another street,

But not to call me back or say good-bye;
And further still at an unearthly height,

One luminary clock against the sky

Proclaimed the time was neither wrong nor right.

| have been one acquainted with the night.

D Jall) pa DG

/talaqaytu ma‘a al-layl/

an 5 Uy Jalll e G 5 y0 0l

/dhata maratin talagaytu ma‘a al-
layli wa ’ana wahiyd/

Dl i eyl i Eia A
/kharajtu fty al-matari wa ‘udtu fiy
al-matar/

el Al £ g )5 slaiae

/mutajawizan daw’a al-madiynati al-
ba‘tyd/

Geiall el @iy e ollia &
/nazartu hunaka ‘ald dhaka al-tariyqi
al-haziyn/

L 2t a8 Guplall | e

/maran bi al-harisi fly nawbati
hirasatihi al-layliyah/

Oatinny ¥ O 35l e e (g pan adss

/wa waqga‘a bibasarly ‘ald ma
’awadu ’an 1a yastabtyn/

il gUad " g S5 TSL i
/waqaftu sakinan wa ’askatu sawta
khutaya al-ratiyb/

A el ) e (e

/min ‘ala al-bu’di qata’atni sarkhah/
Cu B g LS e, Joall (e "]

/atiyatun mina al-manazili min
shari‘in qartyb/

Sl W sl ae I Jas ol

/lam taqul Ity ‘ud ’aw ’ila liqa’/
05 (b i 5 shall 58 ) e
/wa ‘ala al-bu‘di fiy nawriha al-
‘ulwiyi taqifu fiy sukiiwn/

elawdl 4a) g3 "dipcas Aol

/sa‘atun mudiy’atun tuwajihu al-
sama’/

O goa gl Und (5 i gl o Ailaa
/mu‘linatan ’ana al-wagta lam yakun
khata’an ’aw sawab/

dﬁju\Sj dﬂﬂ\@cﬁ&b&&ﬂ)ﬁ}

/wa talaqaytu dhata maratin ma‘a
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al-layl wa kana liga’/
s G dad i
/tarjamatu hasan hijaziy/

Table 19: Acquainted with the Night
http://host.amrhost.com/~almol3/vb/showthread.php?12626-%CA%E1%C7%DE%ED%CA-
%F5-%E3%DA-%C7%EI1UNEIWEDY%EL-%D1%E6%C8%D1%CA-
%DD%D1%E6%D3%CA-%CD%D3%E4-%CD%CC%C7%D2%ED

4.4.12.1. About the Poem

The poem describes the loneliness of the poet as he walks in the isolated city
streets at night. He has walked beyond the city limits and along every city lane, but
has never found anything to comfort him in his depression. Even when he makes
contact with another person (the watchman), the poet is unwilling to express his
feelings because he knows that no one will understand him. At one point he hears a
cry from a nearby street, but realizes that it is not meant for him; no one is waiting
for him. He looks up at the moon in the sky and acknowledges that time has no
meaning for him because his isolation is unending. Thus, he was acquainted with the
night.

-Textual Analysis

This poem 1s commonly understood to be a description of the poet’s
experiences with depression. The most crucial element of his depression is his
complete isolation. Frost emphasizes this by using the first personal pronoun ‘I’ at
the beginning of seven lines. Even though the watchman has a physical presence in
the poem, he does not play a mental or emotional role: the poet, the sole ‘L’
remains solitary. Similarly, when the poet hears the ‘interrupted cry’ from another
street, he clarifies that the cry is not meant for him, because there is no one waiting

for him at home.

The poet’s inability to make eye contact with the people that he meets
suggests that his depression has made him incapable of interacting in normal society.
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http://host.amrhost.com/~almol3/vb/showthread.php?12626-%CA%E1%C7%DE%ED%CA-%F5-%E3%DA-%C7%E1%E1%ED%E1-%D1%E6%C8%D1%CA-%DD%D1%E6%D3%CA-%CD%D3%E4-%CD%CC%C7%D2%ED
http://host.amrhost.com/~almol3/vb/showthread.php?12626-%CA%E1%C7%DE%ED%CA-%F5-%E3%DA-%C7%E1%E1%ED%E1-%D1%E6%C8%D1%CA-%DD%D1%E6%D3%CA-%CD%D3%E4-%CD%CC%C7%D2%ED
http://host.amrhost.com/~almol3/vb/showthread.php?12626-%CA%E1%C7%DE%ED%CA-%F5-%E3%DA-%C7%E1%E1%ED%E1-%D1%E6%C8%D1%CA-%DD%D1%E6%D3%CA-%CD%D3%E4-%CD%CC%C7%D2%ED

While normal people are associated with the day (happiness, sunlight, optimism), the
poet is solely acquainted with the night, and thus can find nothing in common with
those who are around him. The poet is even unable to use the same sense of time
as other people in the city instead of using a clock that provides a definitive time

for every moment, the poet relies solely on ‘one luminary clock’ in the sky.

Ironically, since night is the only time that he emerges from his solitude, the
poet has even less opportunity to meet someone who can pull him from his
depression. His acquaintance with the night constructs a cycle of depression that he

cannot escape.

Frost adds to the uncertainty inherent in the poem by incorporating the present
perfect tense, which is used to describe something from the recent past, as well as
something from the past that is still ongoing in the present. It seems as if the poet’s
depression could be from the recent past because of the phrase: ‘I have been...’
However, the verb tense also suggests that his depression could still be a constant, if
unseen, force. With that in mind, it is unclear whether the poet will truly be able to
come back to society or if his depression will resurface and force him to be, once
again, acquainted with the night.

-Music

This poem is written in strict iambic pentameter, with the fourteen lines of a
traditional sonnet. In terms of rhyme scheme, Frost uses the ‘terza rima’ (‘third
rhyme’) pattern of ‘aba cdc dad aa,” which is exceptionally difficult to write in
English. This type of poetry was first used by the Italian poet Dante Alighieri in The

Divine Comedy.
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4.4.12.2. Analysis of the Translation

-Form

This poem follows the rhyme scheme of ‘tersa rima,” i.e., the poem is written
in three lines stanza having the same rhyme scheme. The first stanza is ‘aba,” the
second is ‘bcb,” the third is ‘cde,” and the fourth and last is composed of two line
following the ‘dd’ rhyme scheme. Concerning the rhyme of this poem, it is written
in iambic pentameter where each line has ten syllables and each unstressed syllable is
followed by a stressed syllable as in: ‘I have been one ac-quaint-ed with the
night.” It seems that this is one of the very difficult ways Frost used to organize the
lines of his poem. Yet, it is a very important way of organizing this poem since the
steady rhythm of this iambic poem is like the steady rhythm of the footsteps of the
poet on the pavement when he walks around at night. The rhyme of the Arabic
version follows the same pattern of the English version since the poet-translator has
used the same rhyme scheme in the first and the third lines within a stanza but he
did not rhyme the two last lines of the poem using the same rhyme. Punctuation
marks are used in the original version (commas, semicolons, and dots). On the
contrary, the Arabic version is free from the use of punctuation marks except the
exclamation mark present in the title. The structural pattern is complicated in both
versions because the poet is echoing the past while moving in circle like the moon

meaning that he starts from a given point and returned to it.
-Sound

The sound of this poem reflects the poet’s loneliness and the darkness of the
environment he is in. This is clearly seen in the word °‘ome’ which represents
loneliness and other words which come at the end of lines and which represent

external rhymes and alliteration at the same time such as; °‘night,” ‘light,” ‘bye,’
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‘sky,” ‘height,” and ‘right.” The Arabic version follows the same path because there
is the same spirit of emphasizing on the same things the poet of the original poem
emphasized on such as: ‘eu@ i l/imiay nia /amdl aag’  /wahlyd/ /al-ba‘tyd/
/haziyn/ /yastabiyn/ /al-ratiyb/ /qariyb/.

-Words

The words which have been used by the poet are very simple, but they are
really expressive and more significant than those of the translated version. This may
be seen in the repetition of words such as: ¢ walked out in rain, and back in rain’
and ‘I was one acquainted with the night.” The words of the Arabic version on
the other hand, are not as expressive as the original, but they have their deep impact
on the reader’s ear which is delighted.

-Images

The images used by the poet are metaphor which is present in the first line
when the poet says ‘I was one acquainted with the night’ meaning that he met
depression. Also metaphor is used in the third line when he outwalks the city lights.
Metaphor is also used in the ‘luminary clock’ which stands for the moon, i.e., the
moon is compared to a clock. The moon is the biggest image in the poem which is
symbol for how the natural world prevails over civilization. In the line 13, the poet
uses personification when saying that the moon ‘proclaims was neither wrong nor
right.” The poet finished his poem by a refrain which he used to open the poem ¢l
have been one acquainted with the night.” The same images are used in the Arabic
version because the translator has focused on transmitting both the meaning and the
form at the same time from the source language to the target language. The translator
used some strategies like free translation which includes: ‘adaptation’, ‘imitation’,

‘compensation’, and in some parts ‘explicitation’ (to make the implicit explicit for
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understanding purposes). All these resulted in the good form and meaning of the
Arabic version and its elevated style as expressed in the first terset of the Arabic
version:

aa g Ul Jall) aa EuBNG B e il

/dhata maratin talagaytu ma‘a al-layli wa ’ana wahiyd/
Sl bl jhall bl A

/kKharajtu fiy al-matari wa ‘udtu fiy al-matar/

aadl Adaal) £ g ) glatia

/mutajawizan daw’a al-madiynati al-ba‘iyd/
-Tone

The tone of the poem is serious and sad. This is shown in the psychic of the
poet who was lonely at night. As if he resigned all human beings all the world and
acquainted the night alone. The same tone is duplicated in the Arabic version by the
translator who respected the rules of the target language and benefited from his
creativity. The seriousness and the sadness of the poem are exemplified in:

S &1 (S 9 Julll aa B e il EuBDl g
/wa talaqaytu dhata maratin ma‘a al-layl wa kana liqa’/

-Content

The content of the poem is mythical, but it is clear since it reflects the
psychic state of the poet. The Arabic version of the poem is very expressive since it
reflects the rhetoric and eloquence of both the English and the Arabic poetry. The
first one is clearly seen in preserving the content, i.e., the meaning of the original
poem written in the English language, while the second is represented in the way of
expressing ideas without affecting the rules that govern the Arabic language. In short,

the translator has succeeded to translate this poem ‘Acquainted With the Night.’
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-Linguistic Analysis
! 3l ae <SS /talaqaytu ma‘a al-layl/

The title of this poem is translated in a way that suits the Arabic language.
The translator adapted the first word which is an adjective ‘acquainted’ to a verb
which suits better the Arabic language.

a9 Uiy Jull) pa Eu8355 5 i3 /dhata maratin taligaytu ma‘a al-layli wa ’ana wahiyd/
shall b &ue s jhall o jd /Kharajtu fiy al-matari wa ‘udtu fiy al-matar/
aad) A3l £ g ) jslada /mutajawizan daw’a al-madiynati al-ba‘lyd/

This stanza is the equivalent of the first English stanza. In the first verse, the
translator added the expression which expresses loneliness ‘xagUis’ /wa ’ana wahiyd/
and which is implied in the original version. The poet focused on preserving both the
meaning and the form (rhyme scheme).

Gaiall gkl 3 e dlia &S /nazartu hundka ‘ala dhaka al-tariyqi al-haziyn/
4L At 2 Ay g B (ulaly T /maran bi al-harisi fiy nawbati hirasatihi al-layliyah/

Oty ¥ 0 350 La o g an adss  /wa waqa‘a bibasarly ‘ald ma ’awadu ‘an la
yastabiyn/

This stanza is the equivalent of the second stanzza in the English language.
The translator preserved the meaning and the form. In the third verse of this stanza,
the translator used his own poetics in translating the expression into Arabic as o 3si L
‘Odfis ¥’ /ma ’awadu ’an 1a yastabiyn/ which is ‘unwilling to explain’ in the
English version.

i) Ul “Ciga Culg Uslu cdly /wagqaftu sakinan wa ’askatu sawta khutaya al-
ratiyb/
A3 e iahld ) e e /min ‘ald al-bu’di qata’atni sarkhah/

u B g Ld o, JUel) e A8 /atiyatun mina al-manazili min shari‘in qariyb/
This stanza stands for the third English stanza. In the first and third verses,

the translator used the adjectives < ¥ /al-ratiyb/ and <u# /qariyb/. While the first
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adjective is not used in the original version, the second is used differently from the

original version.

s ) ol 2o JJE Al /lam taqul Iy ‘ud ’aw ’ila liga’/
OsSe b il g glall W68 B ) e g /wa ‘ald al-bu‘di fiy naiwriha al-‘ulwiyi taqifu fiy

sukuwn/

slacad) 42 g8 disiaa “delu /sa‘atun mudiy’atun tuwajihu al-sama’/

This stanza stands for the fourth English stanza. In the third verse of this

stanza, the translator used the word ‘43l /tuwajihu/ which is a verb as an

equivalent to the word ‘against’ which is an adverb.

Gilga gl Usd 0 al ‘cdgll ¢ Al /mu‘linatan ana al-waqta lam yakun khata’an ’aw

sawab/

A& S5 Jall) aa e 03 &8NS9 /wa taldqaytu dhata maratin ma‘a al-layl wa kana

liga’/

This stanza is the equivalent of the last stanza of the English version. In the

second verse, the translator used the expression ‘s@& \Ss> /wa kana liga’’ which does

not exist in the English version as an ending point. The translator followed a good

strategy which is called ‘adaptation’. He preserved the meaning and robed the

translated poem in a beautiful form.

4.413. Poem 13

Original Version (English)

Translated Version (Arabic)

Prayer in Spring

Oh, give us pleasure in the flowers to-day
And give us not to think so far away
As the uncertain harvest; keep us here

All simply in the springing of the year

& ‘éA 3Sua

/salatun fiy al-rabiy‘/

Dl 138 Sl 3V b Al Liae |

/’ah ’a‘tina al-mut‘ata fly al’azhari
) hadha al-nahar/

oo 12 U S XY Lileal

/wa j‘alna 1a nadhhabu bitafkiyrina
) ba‘Tydan/
/mithla hasadin ghayri mu’akadin
lakin —ihfazna huna jamiy‘an/
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Oh, give us pleasure in the orchard white
Like nothing else by day, like ghosts by night
And make us happy in the happy bees

The swarm dilating round the perfect trees

And make us happy in the darting bird
That suddenly above the bees is heard
The meteor that thrusts in with needle bill

And off a blossom in mid air stands still

For this is love and nothing else is love
The which it is reserved for God above
To sanctify to what far ends He will

But which it only needs that we fulfil

ol 1 )

/fiy rabiy‘i hadha al-‘am/

Gl il 138 8 dxiall Likae |

/’a‘tina al-mut‘ata fly hadha al-bustani
al-’ashiyab/

Jalll 8 ALV ¢ leall el e Y e d e
/mithla shay’in 12 mathiyla lahu fiy
al-nahar wa ka al-’ashbahi fiy al-layl/
)ﬂu\dﬂ\g)‘n&c\.\m\ﬂx;\}

/wa j‘alna su‘ada’a mithla sirbi al-
nahli al-muntashir/

BT\ BRSEN> {FS PN

/hawla al-’ashjari al-zahiyah/

il Aol slaaw Uileal 5

/wa — j‘alna su‘ada’a fiy —ndifa‘ati
al-tair/

Jaill s (358 3lad 4% gam ey (53
/al-ladhiy yusma‘u sawtuhu faj’atan
fawga sirbi al-nahli/

Gl o jliiey iy & 5 Jia

/mithla nayzakin yanquru biminqarihi
) al-mudabab/

ll Caatia 8 llaa Jlay a3V

/wa fly al-’azhari yazalu mu‘alagan
fiy muntasafi al-riyah/

DAT e s s a5 ll3 Y

/li’ana dhalika huwa al-hubu wa laysa
“aya shay’in ’akhar/

e Gl 2 ol

/wa huwa al-ladhiy yudakharu li al-
rabi fly al-’a‘alty/

adal s el e e gl ) ety 531

/wa al-ladhiy yuqadasu ’ila ’ayi
madan mina al-nihayati bi’iradatih/
..... L Jaii (el dala (g s pald aall (Sl
/lakina al-huba laysa siwéd hajatin
nahnu nunjizuha/

[tarjamatu ’amar kazim muhamad/

Table 20: Prayer in Spring

http://www.alimbaratur.com/index.php?option=com content&view=article&id=791&Itemid

=18

4.4.13.1. About the Poem

The purpose behind this poem is to show how we have to fulfil and embrace

the goals that God has set out for us. It portrays clearly that we are supposed to be
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happy in life. This is represented in nature and shown through the birds and the
swarming bees. Thus, the poet moves on from the unpleasant (swarming bees) onto
something happy like the stampeding birds.
-Textual Analysis

In the poem ‘A Prayer in Spring’, meaningful symbols and metaphors are
used in Frost's lively and beautiful portrait of nature. Spring is a symbol for the
happiness in our life. However, happiness in our life does not last long, just as ‘the
springing of the year.” In spring, although ‘the flowers’ and ‘happy trees give us
pleasure,” they only last for a short period of time. Similarly, happiness in our life
is slowly slipping out of our hands as time flies. The only thing we can do is to
enjoy the simple pleasures in our life. Metaphors are also used to develop the theme
of the poem. While we try to enjoy our life, ‘the uncertain harvest’ is on our way
and ‘keep us here.’ This ‘uncertain harvest’ is a metaphor for the goals that are
not achieved in our life. We always try to achieve many goals and forget to enjoy
the pleasures of our life. If we worry too much about these unachieved goals and
‘think so far away,” we will not be able to enjoy our life to the fullest before it
comes to an end. Clearly, Frost develops the main idea that we should enjoy our life

while we have it and not to worry about tomorrow.
-Music

The poet follows the rhyme scheme of a couplet, i.e., each two verses of this
poem have the same letter that they end with. These letters are ‘y, t, s, d, 1, v, I’

respectively.
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4.4.13.2. Analysis of the Translation

-Form

The rhyme of this poem is an end rhyme. The poem follows the traditional
pattern of stanzaic form, rhyme, and metrical scheme. The poem is composed of four
lines in each stanza with the rhyme scheme of ‘aabb, ccdd, eeff, gghh.” Each line
consists of ten syllables. So, the poem is an iambic pentameter because there are five
poetic feet in each syllable each with two syllables the first is stressed and the
second is unstressed. The Arabic version does not rhyme and it has no rhythm. It is
translated in simple prose which does not have the same authenticity of poetry.
Punctuation marks are missing from the two versions especially the English version
where punctuation is more meaningful than it is in the Arabic language. Here,
punctuation is present in some verses in the form of three dots which mean
continuity, and a comma. The structural pattern of the poem in the English version is

simple, but it is simpler in the Arabic version.
-Sound

The sound of this poem is reflected in alliteration which is used in the end
rhyme such as: ‘day, way/ here, year/ white, right/ bees, trees’ etc. In the Arabic
version, no importance is given to the sound features because the translator focuses

on the content more than the form.
-Words

The words used in this poem are not straightforward because of the use of
poetic diction applied by the poet which is represented in uncommon words like:
orchard, darling birds, and meteor. The first word is used as an equivalent to the
word ‘garden’ in order to explore the beauty of nature in spring which is maintained

through special care to get the best fruit which makes its presence in normal gardens
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almost impossible. This word is used to make the reader enjoy the arrival of spring
which is not an everyday event. The second word ‘darling birds’ is used in order to
mean the quick movements of the wings of birds which dart quickly full of
enthusiasm to welcome the spring coming. The third word ‘meteor’ is also used to
describe the change of the place of birds like meteors do. The words of Arabic
version are used to express the real meaning; they are simple and straightforward.
-Images
The images used in this poem are: similes, and metaphor. The use of simile is
seen in the following verses: ‘And give us not to think so far away
As the uncertain harvest; keep us here.” Here the simile is seen clearly because of
the use of the connective ‘as’ which compares between ‘to think so far away’ and
‘the uncertain harvest.” Simile is also used in: ‘Oh, give us pleasure in the
orchard white Like nothing else by day, like ghosts by night.” On the other hand,
the Arabic version reflects the use of the same figurative language since the translator
wanted to transmit the same meaning which is present in the English version even if
the form is not the same. The figures are expressed in the following verses in
Arabic:
o) i) 138 & datial) Uik
/’a‘tina al-mut‘ata fiy hadha al-bustani al-’ashiyab/

Jill) o LS g ¢ gl Al Jila Y g i Sl
/mithla shay’in 1a mathiyla lahu fiy al-nahar wa ka al-’ashbahi fiy al-layl/

-Tone

The tone of the poem is straightforward, serious and joyful; its happiness is
taken from the happiness of the coming of the season famous for newness and birth
of everything in nature where trees wear a new awesome clothing and the birds are
moving everywhere and building their nests. The same tone is used in the Arabic
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version noting that the English version is more expressive than the Arabic one since
the words used in the Arabic version are very easy and the combination between
them is not tricky.

-Content

The content of the poem is clear because of its straight meaning which reflects
the prayer of nature in spring; the peculiar season when everything is changes and
becomes a source of joy, rejoicing, and happiness. This meaning of happiness is
inferred from the birth of nature where everything is young and praying for God.
This specific meaning is repeated in the Arabic version. However, the translator
failed to make the form impressive. As a result, the meaning is preserved but the
form is neglected.

-Linguistic Analysis
/salatun fiy al-rabiy*/g= ) 8 83a

The title of the Arabic version reflects the same meaning of the title of the
English version. The translator followed the original version, used equivalent words,
and adapted the relation between words to the rules that suit the nature of the Arabic
language. Yet, in Arabic when we speak about seasons, the word ‘au)l Juwad & 3%’
should preceeds the name of the season. In this case, the title should be ‘J«®
/salatun fiy fasli al-rabiy‘/

/’ah ’a‘tina al-mut‘ata fiy al’azhari hadha al-nahar/J4) 13 Ja3¥) & dadal) Uke , of
/wa j‘alna 13 nadhhabu bitafkiyrind ba‘Tydan/.... Iy U Sl caXi ¥ Ulea) g

/mithla hasadin ghayri mu’akadin lakin —ihfazna lagan Uin Liliia) oS0 ¢ 30 8 dlas Jia
huna jamiy‘an/

/fiy rabiy‘i hadha al-‘am/... sl 13 gy b
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These Arabic verses stand for the first English stanza. Here, the translator used
literal translation and tried to focus on the meaning then to combine between words
according to the Arabic sentence structure.

/’a‘tina al-mut‘ata fiy hadha al-bustani al-’ashiyab/cud¥) Glicad) 138 3 daial) Like |
/mithla shay’in 1a mathiyla lahu fiy al-nahar Jal 3 zLaYSy ¢ il A4 Jda Y o d Jia
wa ka al-’ashbahi fiy al-layl/

/wa j‘alna su‘ada’a mithla sirbi al-nahli al-muntashir/ <&dial) Jail) e Jia ¢lane Uleal g
/hawla al->ashjari al-zahiyah/.... &30 Ja&¥ Jsa

These verses stand for the second stanza of the English version. In the second
verse of the Arabic version, the translator used the expression ‘A Jda ¥ s b Jiw’
/mithla shay’in la mathiyla lahu/ which is somehow long in order to find an
equivglent to the word ‘else’. In the other verses the poet used word-for-word
translation.

/wa — j‘alna su‘ada’a fiy —ndifa‘ati al-tair/ial) dsldail 8 oo Ulea

/al-ladhily yusma‘u sawtuhu faj’atan fawqa sirbi al-Jail) i (35 3lad 45 gua pacy 3
nahli/

/mithla nayzakin yanquru bimingarihi al-mudabab/cuaall o jliey a5 & 35 Jia

/wa fiy al-’azhari yazalu mu‘alagan fly muntasafi gl chuaiis B Gl JBy ¥ by

al-riyah/

These verses stand for the third stanza of the English version. In the second
verse, the translator added the word ‘s’ /sirb/ which denotes the noun ‘Jas> /nahl/
because in Arabic this word cannot be used without an adjective in this context.

Mli’ana dhalika huwa al-hubu wa laysa ’aya shay’in Al s ) Gl call ga i oY
’akhar/

/wa huwa al-ladhly yudakharu li al-rabi fiy al-’a‘aly/ e 2 cll Ay 3 sag
/wa al-ladhiy yuqadasu ’ila ’ayi madan mina al-433 L CULEN Ga sda gl M) ey g1
nihayati bi’iradatih/

Ndkina al-huba laysa siwa hajatin nahnu nunjizuha/ g dals (5 g (ud al) (S
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These verses are the equivalent of the last verse of the English version. The

translator followed the same strategy but in the last verse he used the word ‘ead’ /al-

hub/ which is not expressed in the original version where the poet used the relative

pronoun ‘which’.

4414. Poem 14

Original Version (English)

Translated Version (Arabic)

Revelation

We make ourselves a place apart
Behind light words that tease and flout,
But oh, the agitated heart

Till someone find us really out.

'Tis pity if the case require

(Or so we say) that in the end
We speak the literal to inspire
The understanding of a friend.

But so with all, from babes that play
At hide-and-seek to God afar,
So all who hide too well away

Must speak and tell us where they are.

S —

) ) /bawh/

12 e LlSa LY piual o

/nahnu nasna‘u ’anfusana makanan
munfaridan/

g5 Jaad ) Apaal) LIS Cala

/khalfa al-kalimati al-mudiy’ati al-latly
tughtyzu wa tahza’/
Mu;cuumbm(;\;@u QEG‘JQSS
/lakin ’ah fa al-qalbu ha’ijun hatd yajidana
shakhsun ma haqan ba‘tyd/

(S Jsii WS 5l ) dpaill 3l ) o sall e
/’ina mina al-mu’sifi ’an tastalzima al-
qadiyata (aw kama naqawlu dhalik)/
Goanall agd agli SILd ja HST A0 4 L)
/’inana fly al-nihayati natakalamu harfiyan
likay nulhama fahma al-sadiyq/

ld JS e oS0

/lakin ma‘a kuli dhalik/

Cril ) laanii) ¢ sualy cpdl) Jlalal) g

/mina al-’atfali al-ladhiyna yal‘abtwna al-
‘istikhfa’a il al-rabaniytyn/

Jais aguadil () 583 aglS

/kuluhum yukhfuwna ’anfusahum jayidan/
oY ol Uyl ) faaty O agile

/wa ‘alayhim ’an yatahadathiiw
liyukhbiriwna ’ayna humu al-’an/

dada PB\S JLAQ L@ﬂ

/tarjamatu ’amar kazim muhamad/

Table 21: Revelation

http://www.alimbaratur.com/index.php?option=com content&view=article&id=791&Itemid

=18
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http://www.alimbaratur.com/index.php?option=com_content&view=article&id=791&Itemid=18

4.4.14.1. About the Poem

This poem depicts how difficult it is to bare our souls to others. It is really
difficult to tell them who we are. It is fear that keeps us from showing our true
nature. We are scared others will not like us or will not like what they see. It is a
pity if, in the end, we have to try to talk to a friend or to tell him or her what we
are feeling frankly while we have never done that before. Will our friends
understand? But, eventually everyone must show themselves. There will come a time,
so it is better to be honest about what you think and feel from the start.

-Textual Analysis

People always hide their faces, their personalities, and their real innates behind
a mask because they dislikes to reveal their realities. However, whatever a human
being does in order to hide what is inside his soul, there come a day when all the
people will know what is inside his pot.

-Music

The poem is composed of three quatrains. The rhyme scheme of this poem is

‘ab ab cd cd ef ef.’

4.4.14.2. Analysis of the Translation

-Form

The poem follows the ¢ab ab cd cd ef ef” rhyme scheme which is an end
rhyme. In other words, the poem is composed of three quatrains (stanzas composed
of four lines); each first and third lines and second and fourth lines from each stanza
rhyme together. The number of lines in the original poem are twelve. On the
contrary, they are nine in the Arabic version. The punctuation marks used in the

poem are commas, dots and parentheses. In the Arabic version, no punctuation is
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used except one dot. The structural pattern of both the English and translated versions

are simple.
-Sound

No alliteration, either assonance or consonance, is used in both the original

(English) and translated versions (Arabic).
-Words

The words used in the English version are simple. They are expressive because
the poet wants to transmit a valuable message which is keeping secrets and not being
able to reveal them or to talk loosely with others either because we are ashamed or
we are afraid to lose some close friends. The words used in the Arabic version are
prosaic as in:

(<3 55 LaS gl ) dpacall) o bt () a'gall (1 )

/’ina mina al-mu’sifi ’an tastalzima al-qadiyata (aw kama naqawlu dhalik)/

Grall pgh pgli (81T o A1 Al (B L)

/’inana fiy al-nihayati natakalamu harfiyan likay nulhama fahma al-sadiyq/

Thus, the proof translator should present his piece of translation in a good form
which is not the case here.
-Images

The whole poem reflects the meaning of one word ‘Revelation’ which
summarizes and makes the reader feel the poem from the beginning till the end. The
image which is used is a metaphor in the first line; ‘Behind light words that tease
and flout,” which reflects the use of tease and flout with the words which have
worn the cloths of human beings. The same thing can be said about the Arabic

version.
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-Tone

The tone of the poem is straight and sad because it describes the feeling of
the poet which makes him suspicious about giving confidence to other people, about
treating them naturally or using fake faces as they do, and about revealing everything
we know or keeping some secrets in our hearts till we die. The same tone is
duplicated in the Arabic version giving the reader the same feeling of the original
version of the poem. The tone is inferred from the fisrt verse: 12 iia Ulsa Liuddl adual ¢l

/mahnu nasna‘u ’anfusana makanan munfaridan/
-Content

The content of the poem is ambiguous to some extent since the idea which
the poet wants to transmit to the readers may be adapted according to the feeling of
each person, his personality, and his way of thinking. The Arabic version, on the
other hand, is not as expressive as the original version because the poet used prosaic
phrases and sentence structures which do not reflect the abundance, and beauty of the
Arabic language’s rhetorical meaning and the eloquence of its words as it is

undisputed and unquestionable that it is the language of rhetoric and eloquence.
-Linguistic Analysis
/bawh/ T$——

The title of the Arabic version expresses the same meaning of the title of the
original version. Its word category is a noun in the singular form.
/nahnu nasna‘u ’anfusana makanan munfaridan/iJJﬁ-{ Ula Lol puaad
/khalfa al-kalimati al-mudiy’ati al-latly tughiyzu wa 3¢9 5as Al dlaal clalsl) atd

tahza’/
Nakin ’ah fa al-qalbu ha’ijun hatd yajidana s Ua e gadd Uiy s mils QIAl of ol

shakhsun ma haqan ba‘tyd/

These three verses stand for the first stanza of the English language. In the

first Arabic verse, the translator added the letter ¢’ /li/ which is a preposition. It is
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very important in the first verse of the Arabic language since if we drop it the verse
becomes meaningless. In the verses that follow, the translator used word-for-word
translation method.

/’ina mina al-mu’sifi ’an tastalzima al-( <3 Jsii LaS i ) dpiall) o 30ud o Chasall (e )
gadiyata (aw kama naquwlu dhalik)/
/inana fiy al-nihayati natakalamu harfiyan likay Gl agd agli SIUS s Al 4gdl) 3 L)
nulhama fahma al-sadiyq/

These verses are the equivalents of the second stanza of the original version.

In these verses, the translator followed the original version literaly. No differences are
mentioned.

/Mlakin ma‘a kuli dhalik/«l3 JS g ¢S

/mina al-’atfali al-ladhiyna yal‘abiiwna al-Gmsibdl ) WS ¢ gaaly Cpdl) JUkY) (ya
’istikhfa’a il al-rabaniytyn/

/kuluhum yukhfiiwna ’anfusahum jayidan/ i agedil ¢ sidy agls

/wa ‘alayhim ’an yatahadathiiw liyukhbiriwna ’ayna humu al->an/ )il Ol agele g
OV ab Gl Ui

These verses are the equivalents of the third and last stanzas of the English
version. In the last verse, the translator used the word ¢¥ /al-’an/ in order to
express the simple present because Arabic generally expresses the difference between

tenses through the use of adverbs.
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4.4.15. Poem 15

Original Version (English) Translated Version (Arabic)

Devotion O 1 J5Y) Alaa gl
/al-wamdatu al-’twla : ’ikhlag/
ceda] A S8 o) Qlll (S Y

The heart can think of no devotion /la yumkinu li al-qalbi ’an yufakira fiy
. ’ikhlasin/

Greater than being shore to the ocean— b all B ¢ o (yn i
Holding the curve of one position, /’a‘zama min ’an yakiiwna shati’an li al-
. . hiyt/
Counting an endless repetition. iy
9 P caal g C‘A}A (eindiay Siudia
/mutamasikan bimunhanan limawdi‘in

wahid/

Al VTS5

/ya‘udu takraran la nihayata lah/

S s )55 siSall daa

[/tarjamatu al-duktGwri nizar sartawi/

Table 22: Devotion

http://kenanaonline.com/users/nizarsartawi/posts/261601

4.4.15.1. About the Poem

This is one of the greatest poems of Frost not because of its form but
because of its philosophical weight which carries a deep meaning representing its
beauty as a short piece. Ocean needs shore for its existence and shore needs ocean
for its existence. No one can exist in the absence of the other, since we have the
relation of something and its complement. Quite unexpectedly poetry and mathematics
meet in this poem. So, nothing can contrast devotion except a human quality.
-Textual Analysis

The first verse of this poem which is ‘the heart can think of no devotion’
combines between very simple words which are manipulated in a magical way. In
fact, this results in the figurative meaning of clear items. This verse combines
between ‘heart’ and ‘think’ in a figurative way. This latter is called ‘metaphor’

because it is the human being who thinks rather than the heart. The second verse
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‘greater than being shore to the ocean’ is deeply related to the first one. Here,
there is a deep meaning which makes us impressed in terms of the relation between
the shore and the ocean. In addition, there is a kind of metonymy since it reflects
the closeness of the ocean and its shore which is specific to human beings. Moreover,
the poet used the comparative style in order to emphasize on the coming idea which
attracts the attention of the reader. The third verse ‘holding the curve of one
position’ reflects that when the heart is very sincere it holds the same position and
takes the same line and does not deviate from it. Here, also we have a kind of
metonymy since it shows us the degree or the extent to which someone can hold in
something. The fourth and last verse ‘counting an endless repetition’ means when
someone (the heart) is faithful he may repeat the same thing many times without
being tired of it. It shows us the meaning of eternity.
-Music

There is a kind of music since the poet used the same rhyme which is ‘tion’
‘aaaa’. Moreover, when we read the poem we feel a kind of rhythm which attracts
our attention to the type of the poem which is iambic.
4.4.15.2. Analysis of the Translation

The Arabic version has deep meanings since it reflects the same meaning that
the English version has. However, it does not have the form of poems in Arabic. It
resemble more prose. Here, the translator used the simplest strategy of translation
which is literal translation since the meaning is clear and the words are simple.
-Linguistic Analysis
oD 1 AV Laagl/al-wamdatu al-’awla: ’ikhlas/

The title of the Arabic version reflects the same meaning of the title of the

English version.
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DA A 8hy o) Al ¢Sy ¥ /13 yumkinu li al-qalbi ’an yufakira fiy ’ikhlasin/
haall UL 098 of ¢ ali=] a‘zama min ’an yakiwna shati’an li al-muhiyt/
(3l g g gal [iaies Susia /mutamasikan bimunhanan limawdi‘in wahid/
4l3¢5Y 1,8 %5 /ya‘udu takraran 1a nihayata lah/
In this poem, the translator followed the same pattern of the original version

yet he did not pay attention to the aesthetic side which is important in translating
poetry.

4.416. Poem 16

Original Version (English) Translated Version (Arabic)
Plowmen QA AnG duaa gl

/al-wamdatu al-thaniyah: al-harathun/

| hear men say to plow the snow. A s e ¢ siaad Vs ) cand
/’asma‘u rijalan yatahadathiiwna ‘an
hirathati al-thalj/.

They cannot mean to plant it, though— aie) ) (G sialy agdl 5eatl ¥
/la ’atasawaru ’anahum yaqsidiiwna
hirathatah/

Unless in bitterness to mock 3 ) g i oo s ) K13 Y)Y
/’ila ’idha kanu yuriydiiwna ’an yaskhariw
bimararah/

At having cultivated rock. Dsaaall ) ald 38 agi S (g
/min kawnihim qad falahtiw al-sukhtwr/
G oMam I3 sl daa 3

/tarjamatu al-duktiiwri nizar sartawi/

Table 23: Plowmen

http://kenanaonline.com/users/nizarsartawi/posts/261601

4.4.16.1. About the Poem

This poem reflects the humorous style of the poet which reflects the intended
meaning related to plowing the snow. In reality, we plow a field in order to prepare
the soil for planting a crop in order to get something fruitful. Snow is never plowed
unless we want to get it out of the way. So plowing the snow is a pointless

exercise. Then, the poet suggested in a sarcastic kind of ways that if plowmen
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wanted to mock bitterly they may cultivate rocks. This last exercise is more pointless

than plowing the snow.
-Textual Analysis

The first verse of this poem ‘I hear men say to plow the snow’ reflects the
use of irony since the poet used mockery and travels in his imagination by thinking
that the snow can be plowed. The second verse ‘They cannot mean to plant it,
though’ implies the meaning of impossibility because the poet focuses on the use of
the modal ‘can.” Plowmen can never think of planting the snow unless they were
mocking bitterly at themselves for cultivating rocks since it is useless to do so, and
this is the meaning of the third and fourth verses ‘Unless in bitterness to mock’ and
‘At having cultivated rock.’

-Music

The rhythm which is used in the poem reflects music. This seems clear in the
poem which is really a miracle of irony as it implies saying something and meaning
something else. The poet rhymes the two first verses alone through the use of the
meter ‘w’> and the two second ones alone by using the meter ‘k.” So, he used the

pattern of a couplet. The poem is iambic ‘aabb.’
4.4.16.2. Analysis of the Translation

The translator of this poem used a simple and direct style since he translated
the poem through the use of equivalent and simple words. In fact, the poet could
have been more creative through putting his expertise as a translator in doing this art
rather than being very direct and not respecting the rules of Arabic poetry which
would have given the poem a wonderful shape. Here, the translator has just created

the skeleton of the text and neglected the form.
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-Linguistic Analysis

QA 148l Aaagl /al-wamdatu al-thaniyah: al-harathun/

The title of the translated version is one word (noun) which reflects the same

meaning.

2 ) a oo Ggiak Yo gaul asma‘u rijalan yatahadathiiwna ‘an hirathati al-thalj/.

die) ) ¢ smaly agdl 43ail Y /12 atasawaru ’anahum yagqsidiiwna hirathatah/

B0 e ) g Of g4 1638131 Y) ila ’idha kanu yuriydiiwna ’an yaskhariiw bimararah/
J5iall 1 gald B agig< a /min kawnihim qad falahiw al-sukhiiwr/

The translation of this poem is word-for-word translation because the translator

followed the original version in order to preserve the same meaning but did not use

rhymed poetry.

4.417. Poem 17

Original Version (English)

Translated Version (Arabic)

Lodged

The rain to the wind said,

"You push and I'll pelt.’

They so smote the garden bed
That the flowers actually knelt,
And lay lodged--though not dead.
| know how the flowers felt.

da g laa AAIE) Alaa gl

/al-wamdatu al-thalithah : matrawhah/
gl bl g

/qala al-mataru 1i al-riyh/

Man Il sl i gas g @dally ol o

/"qum ’anta bi al-daf'i wa sawfa
’aqiwmu ’ana bi al-rajm"/

sl Gl gal Gl ey il

/wa tafiga yadribani ’ahwada al-hadiyqah/
Slad Jla Y1 S of
/’ila ’an raka‘ati al-’azharu fi‘lan/

Caal ?l \.@.&SS — LAJi &L\;JL.‘\\}

/wa —mntarahat ’ardan l:c'lkinahﬁ lam tamut{
DY) ) gl YIS S G e

/a‘rifu kayfa kana shu‘Gwru al-’azhar/

G S g8l Ay i

/tarjamatu al-duktiiwri nizar sartawi/

Table 24: Lodged

http://kenanaonline.com/users/nizarsartawi/posts/261601
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4.4.17.1. About the Poem

This poem reflects the relation of Frost with nature since he describes the
relation between the rain and the wind which take their turn in beating the flowers.
So, they started beating the flowers till they knelt yet did not die. The poet knows
how did the flowers feel. They have been forced down, held down, and beaten down.

He lost hope when he felt that.
-Textual Analysis

In the first verse of this poem ‘The rain to the wind said,” personification
sounds clear since the poet depicts both the rain and the wind in the form of two
persons who are talking to each other and preparing for a conspiracy for the poor
flowers. The second verse ‘You push and I'll pelt.’ reflects the cruelty of the wind
who pushes and the rain who pelts which is stated in the form of reported speech.
The third verse ‘They so smote the garden bed’ represents the application of what
the rain said and they started beating the garden without any sentiment of mercy.
After that, the flowers bowed lodged weakly because they can do nothing. This is
what the fourth verse means ‘That the flowers actually knelt,”. The fifth verse ‘And
lay lodged--though not dead.” describes the feeling of the flowers. Once more, the
poet uses personification and the scene may be imagined as if there is a very
powerful and cruel person who uses his power negatively speaking in order to beat
the heads of others. Frost closed his poem by turning from speaking about a given
incident to saying that he felt or knew what the feeling of the flowers in the last
verse was ‘I know how the flowers felt.’

-Music

When we read this poem we feel a kind of music which results from the

rhythm felt when reading the poem. In fact, the poem reflects the wuse of
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personification from its beginning till its ending. The poem is an iamb which is

specified for the use of two different phonemes which alternate ‘ababab.’
4.4.17.2. Analysis of the Translation

The translator carries on using the same strategy which is literal translation
since he finds just the equivalents and tries to combine between them in a way that
suits the Arabic language, but as the first two poems, there is no creativity and the
form seems rather a piece of writing prose but not a poem.

-Linguistic Analysis
da g ke ;A L2agl /al-wamdatu al-thalithah : matriwhah/

The title of the Arabic version is one word (adjective) reflecting the same

meaning of the title of the English version.

gl skl J& /qala al-mataru li al-riyh/
"o b a g8l Cigug adally ciif a3 / "qum ’anta bi al-daf‘i wa sawfa ’aqiiwmu ’ana bi al-
rajm"/
ddpaal) () gal Gl lidhg /wa tafiqa yadribani *ahwada al-hadiyqah/
Mab ) casy of Y 2il4 an raka‘ati al-’azharu filan/
il ol LgiS)— L jf cia jhail g /wa —ntarahat ’ardan lakinaha lam tamut/
S jed s dis el a‘rifu kayfa kana shu‘Gwru al-’azhar/
In the translated version of this poem, the translator used literal translation

method. He changed the structure of the first verse because following the same

structure of the English verse will end in a very pedestrian sentence.
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4.418. Poem 18

Original Version (English) Translated Version (Arabic)

A Question e sda) 1) duzaa o)
/al-wamdatu al-rabi‘ah : su’al/
asaill O 58 1 a1 gem JIB

A voice said, Look me in the stars /qala sawtun hadiqiw fiya bayna al-

; ; nujiwm/
And tell me truly, men of earth, i ol s c3ams 1 151 85
If all the soul-and-body scars /wa quawlaw Iiy bisidqin ya ’ahla al-’ard/

Al 5 7 5l asai JS il 1) Lo

/fma ’idha kanat kulu nudiwbi al-rawhi
) wa al-jasad/

33Ul Tk Lgmbs (o Ui § 8 canl

/laysat kathiyratan ‘alayna ’an nadfa‘aha
thamanan li al-miylad/

G oMam I3 sl Aaa 3

/tarjamatu al-duktiiwri nizar sartawi/

Were not too much to pay for birth.

Table 25: A Question

http://kenanaonline.com/users/nizarsartawi/posts/261601

4.4.18.1. About the Poem

This poem is a hypothetical question. Its interpretation is left to the reader.
Just as each one of us has his own vision of life all with its beauty, ugliness,
sorrows, and happiness. This poem may mean that all the scars and sorrows do not
measure up to the great gift of birth. God gave us the gift of life and freewill. It is
up to usto draw its joy with our own will. Even if there are terrible experiences that
we should face, the gift of life outweighs all the stress and sorrows. This poem may
also be God's inspired word through Frost's poems that resonate with us knowingly or
unknowingly.
-Textual Analysis

The first verse ‘A voice said, Look me in the stars’ portrays clearly that the
poet is speaking about a voice which may mean something for him. It may be some

words which were inspired by Frost and put in this poem. The second verse ‘And
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tell me truly, men of earth,” speaks on the tongue of this voice as if the poet is the
addressee and the voice is the speaker. The fourth verse ‘If all the soul-and-body
scars’ are probably related to the life of the poet since he suffers too much in life
from many wounds which have become body scars. The image that is used in ‘body
scars’ is metonymy since this expression stands for sadness. However, the fifth verse

‘Were not too much to pay for birth’ stands for all moments of happiness.
-Music
Frost based this poem on a rhythmic pattern which is always iamb since he

used the alternative rhyme which may be represented as ‘a b ab.” The poem is

peculiar for expressing a deep philosophy in not more than four lines.
4.4.18.2. Analysis of the Translation

The translator is not creative in this poem since he used a very simple style
and simple words. Moreover, no figurative words which express the connotative
meaning are used. As in the three first poems, the meaning is intended but the form
IS not.

-Linguistic Analysis
OV gms :day) ) Aaagll /al-wamdatu al-rabi‘ah : su’al/

The title of the Arabic version reflects the same meaning of the original
version. The only difference is the use of the indefinite article a’ in the English
version in order to express that the situation is indefinite. In the Arabic version, the
definite article is included in the word ‘J\3«’ /su’al/ and it is called ‘nunation’.

sl Om B 1 $8aa siga JB /qala sawtun hadigaw fiya bayna al-nujiwm/

cwa M Al b gaay S gl /wa qiwlaw liy bisidgin ya ’ahla al-’ard/

Lall g 7 oM g JS «ils 1Y) Lad /fma ’idha kanat kulu nudiiwbi al-riiwhi wa al-jasad/
lgall Ui Lgadas o Lile 5,88 cud /laysat kathiyratan ‘alayna ’an nadfa‘aha thamanan li

al-miylad/
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The Arabic version of this poem is a duplication of the original version. The
translator rendered the poem literally and neglected the aesthetic side which is

presented in rhyme and rhythm.

4.419. Poem 19

Original Version (English) Translated Version (Arabic)
Dust of Snow ) LS sdaldl) e gl
/al-wamdatu al-khamisah: ghubaru al-
thalj/
ler Al 44y hall
The way a crow /al-tariyqatu al-latly biha/
Shook down on me e Qe e
The dust of snow /haza ghurabun @i}iﬁ
From a hemlock tree /ghubara al-thalji/

O S 5h 5 yak (a
/min shajarati shiiwkaran/

i ‘;}ﬁ - .
Has given my heart /manahat_qalbiy/
A change of mood gl el (A s
/taghylyran fiy al-mizaj/
And saved some part Ly i
Of a day I had rued. /wa ’angadhat ba‘dan/

Ao i 08 iS5 g (e

/min yawmin kuntu gad nadimtu ‘alayh/
G S ) g8l a0

/tarjamatu al-duktiiwri nizar sartawi/

Table 26: Dust of Snow

http://kenanaonline.com/users/nizarsartawi/posts/261601

4.4.19.1. About the Poem

This poem is one of the poems which reflect that Frost is deeply rooted to
nature and that nature can remind man in the simplest way. It can show us clearly
that life is very short and we should take advantage of every moment in it. This
poem stands as a guide to the person who lost hope and is upset. Here, Frost
combines between the extremes which are happiness and sadness and tries to show

us, through the images that we may imagine when reading the poem, that the mood
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of any person may change quickly from a bad state to a good one. This is stated
clearly in the incident that happened to the poet with the crow when he was sitting
under the hemlock tree. Thus, there is always an opportunity to change what is bad

to good.
-Textual Analysis

This poem is composed of two parts each one is composed of four verses.
The first part is:
The way a crow
Shook down on me
The dust of snow
From a hemlock tree
It puts us in a place which is full of snow in winter and the poet is sitting under a
hemlock tree when the crow shook the snow down on him. This part reflects the
mood of the poet who was upset.

The second part is also composed of four verses. It is as follows:
Has given my heart

A change of mood

And saved some part

Of a day | had rued

This part focuses on the change of the mood of the poet when the flake of snow
shook down on him. The poem is a miraculous piece of writing since it describes
something very deep and the point from which the poem takes another direction in

terms of the mood which changes completely.

- 270 -



-Music
The music of this poem is very noticeable since there is rhythm which makes

the poem lovely and have a kind of musical tone alternating between the two sounds
lw/ and /i/ in the first part and /t/ and /d/ in the second. The poem is an iamb ‘aba

becdcd’
4.4.19.2. Analysis of the Translation

The Arabic version is not accepted to be a translation of the English version
since it is prosaic and weak compared first to the English version and second to the
way of writing poetry in the Arabic language. Thus, the Arabic version needs some
modifications in order to fit the Arabic circular style which is full of figures of
speech, images, and all the rhetorical functions which make it elevated, significant,
and distinguishing.

-Linguistic Analysis
&l L :dusldl) Laagll /al-wamdatu al-khamisah: ghubaru al-thalj/

The title of the Arabic version is the equivalent of the title of the original

version since it reflects the same meaning.

W AV 4% kY /al-tariyqatu al-latiy biha/
= Q£ & /haza ghurabun ‘alaya/

i & /ghubara al-thalji/

O Ss&i 8 adi (s /min shajarati shiiwkaran/
2 &ais /manahat qalbiy/

)5l &) w83 /taghylyran fiy al-mizaj/
Laany il g /wa ’anqadhat ba‘dan/

4de Cladi 8 i€ ag e /min yawmin kuntu qad nadimtu ‘alayh/
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In the translated version, the translator followed the original version literally and did
not benefit from the artistic way of translating poetry especially to the Arabic
language.

Conclusion

In short, what can be inferred from the analysis of all these poems is that the
majority of translators have neglected the aesthetic side of poetry because they
focused on the meaning which is sometimes present and sometimes absent, i.e., either
they translate what is understood or they translate the original version literally. As a
result, each one of them used only one strategy from the beginning of the poem till
the end. These strategies are more related to literal or word-for-word translations. The
translators have used some other strategies such as; adaptation, explicitation, and
compensation. In fact, the use of only one strategy in translating poetry from English
to Arabic is not as useful as the use of a number of strategies which co-work in
order to come out with a good product (translation). Hence, when one strategy does
not work, the other is present to take its place and is ready to be applied effectively
to get good results and to transmit poetic discourse from one language to another

with both its form and meaning.
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Chapter Five
The Analysis of the Test

Introduction

Some scholars assume that translators do not know how to translate poetry and
if they know, the model they follow is not exhaustive because they are not usually
exposed to the translation of poetic discouse. In other words, they do not practise the
translation of poetry all the time. For the sake of checking whether translation
students and professionals are aware of the strategies used in translating poetry and
whether they are capable to apply them, a test has been administered to thirty fourth
year translation students and four professional translators in the form of a simple
poem to translate. This chapter deals, therefore, with the information about the
sample, the description of the test and the analysis of the test findings. The test
findings are carefully analyzed in order to know if translation students have been
exposed to this type of discourse and if they are aware of the strategies used in
translating poetry from English into Arabic. The test is also considered as first
attempt to see if translation students can translate poetic discourse. In other words,
this test is a practical illustration of the strategies that both students and professionals,
as novice and professional translators, have used to render the poem of “Fire and

Ice” (Untermeyer, 2002) from English into Arabic.
5.1. The Sample

The sample of the test consists of thirty (30) fourth year students from the
Translation Department of Constantine university. The sample is said to be
homogeneous and it fits the research standards because the whole number of fourth

year translation students is about ten groups with thirty students per group. So, this
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group is a representative sample for the whole population. Most of these students
come from a literary stream in their secondary school education especially the one
that is related to languages (Arts and Foreign Languages). The choice of students of
fourth year is due to the fact that they have reached the level of being able to
render the message from one language to another effectively. In addition, this is their
last year of studies and after that, most of them will start practising translation as a
job. Moreover, they have studied the different theories of translation in general and
literary translation in particular. The sample also consists of four professional
translators who were given the same poem ‘Fire and Ice’ in order to know if they

are familiar with translating poetry.

5.2. Method Used in the Test

The method we followed in carrying out this test is based upon inductive
reasoning which is the process where a small observation is used to infer a larger
theory, without necessarily proving it, and causal reasoning which is the idea that any
cause leads to a certain effect. Causal reasoning is a subtype of inductive observation.
This research method enables us to see whether both translation students and
professional translators are able to translate poetry using some strategies. However, if
they cannot translate poetry, we think that the main reason behind that is their
ignorance of the strategies that should be used by translators to transmit the poetic

message from the SL to the TL.

Translation students have been introduced to the literary discourse in general
and to poetry specifically since they have been taught for a whole semester this
specific text-type in order to make them aware of the characteristics of English

poetry. For the purpose of the present study, these students have been asked to
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translate a simple and short poem of the American poet Robert Frost (1874-1963).

The poem is entitled ‘Fire and Ice’.
5.3. Description of the Test

The test consists of nine (9) verses which were given to fourth year translation
students to see whether they know how to translate poetic texts or not. The poem
was also given to professional translators for the same reason. The poem is a chef-
d'oeuvre of recapitulation envelopped in an epigram. It is a kind of estimate about
the end of the world and the beginning of sagacity. The poem summarizes a good
philosophy which speaks about the end of this universe from the poet’s point of
view. The topic reflects the substantiality of both geology and apocalypses. For that,
the poet started by favouring the first standpoint which assumes that the world will
end in fire because of what the poet tasted of desire; yet if this world is going to
end twice, ice is also so strong to destroy everything severely and strongly and this
will be enough as a reflection of hatred. In addition, the poet speculates about the
end of life and man, whether the destruction will be caused by natural catastrophe or
by man's innate moral weakness. His conclusion prefers the second. The poet's
masterstroke is felt when the reader realizes that these two natural elements (fire and
ice) are in fact replete with human implications. Indeed fire’ in Frost's terminology
could refer to the genial and warm intimacy while ‘ice’ is suggestive of petulance,
depression, and indifference. Here, the test aims at testing students’ ability to
translating poems from English into Arabic and whether they render them into a
verse form or a prose form. This poem was taken from the book entitled “Robert

Frost’s Poems” whose author is Untermeyer, L. (2002: 237).
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5.4. The Poem

5.4.1. Original Version (English)

Some say the world will end in fire,
Some say in ice.

From what I've tasted of desire

| hold with those who favor fire.
But if it had to perish twice,

| think | know enough of hate

To know that for destruction ice

Is also great

And would suffice.

5.4.2. Translated Version (Arabic)

5.4.2.1. Prose Form (Asfour, 2000)
QUL (i o g allall (e aguians J 8
/yaquwlu ba‘duhum sawfa yafna bi al-nar/
Al s e e sl
/wa yaquwlu ghayruhum bal bi al-jaltyd/
ey e B Le s ¢ 380 Ul
/wa ’ana ’atafiqu bisababi ma duqtu min raghbah/
O G sbas (e e
/ma‘a man yamiyliwna li al-nar/
O e ool 5aY) Gl oSl
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/wa lakin law tatalaba al-’amru fana’ahu maratayn/
sandl e A L i je ikl

/fa ’azununiy ‘araftu ma yakfly mina al-bughd/

das ady ppeill alall o) J sall

/li al-gawli ’ina al-jalida li al-tadmiyri yanfa’u jidan/
e s

/wa yu’adly al-gharad/

Concerning this translation, there is some slight rewording to suit the structure
of the Arabic sentence. However, the Arabic version is very close to Frost’s poem.
The number of words is fewer (41) than the original (52). Yet, all the ideas of the

original text are preserved (Asfour, 2000).

5.4.2.2. Verse Form (Asfour, 2000)

a8y el aa Jllly lae =8 058 ) paal J s
/yaqulu al-ba‘du ’ina al-kawna yafna ghadan bi al-nari nahnu laha waqudu/
adall g Sllale L i) i Chgu Ji tagaians ae s

/wa yaz‘umu ba‘duhum bal sawfa yafna ’idha ma ‘ada 1i al-kawni al-jaliydu/

2508 Lenaald () il e el dslile Lol K1y

/wa lakiniy lima ‘anahu gqalbiy mina al-niyrani ’ahsibuha tastwdu/
REIDP T P P I Laia S Lo 13 alall of e
/[‘ald ’ana al-jaliyda ’idha ma kana hatman fana’a al-kawni thaniyatan muftydu/
Ay Shaluia w3l ol Ly Adae | Gl (anid
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/fa ba‘du al-nasi ’a‘tanly yaqiynan bi’ana thalja magtaluhu ’akiydu/

Here, the number of words is (47), and the translated version consists of five
lines of a classical form of Arabic poetry in which the Arabic meter hazaj is used
with the same rhyme from the beginning till the end. The meter necessitates some
padding, and the uniform rhyme requires some ingenuity to find the appropriate exact
words. However, the ideas should flow smoothly and the rhyming should not appear
to be forced otherwise the verse will fail to be a good verse. Padding may be
exemplified in; 2589 4! ¢~ /nahnu laha waqiawdu/ ‘and we will be fuel to the fire.’
This verse resembles the qur’anic verse which says 3 laally sulill Wagdy’ /waqiiwduha
al-nasu wa al-hijarah/ ‘fulled by people and stones.” This elaboration adds some
resonance to the Arabic version without doing any distortion in the meaning of the
original poem. The second verse has been elaborated by alluding to the first age of
ice by saying that this age may reoccur once more. This was mentioned by Frost
implicitly. The third verse emphasizes that fire will dominate. The rhyming word in
this line as«i /tasuiwdu/ is called for by the rhyme scheme. The same may be said
concerning the word & /yufiydu/. The last line: ‘And would suffice’ is an
exaggeration in the idea of hatred and compares it to ice because ice is also for
destruction. This exaggeration is warranted by the slangy expression in the original

(Asfour, 2000).

5.2.5. Test Findings and Results

5.2.5.1. Translations of Students

-Verse 1
Some say the world will end in fire,

2585 gl coad il 102 s 058 of Gaal Jsy
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/lyaqulu al-ba‘du ’ina al-kawna yafna ghadan bi al-nari nahnu laha waqudu/

The first verse has been translated into different Arabic versions as shown in

the table that follows:
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The Strategy

The Translation

N of
Students

% of
Students

The use of Classical

Arabic verse form.

Ll ) allally oo sin U o) J sy (e lin
/hunaka man yaqiiwlu ’ana al-nara

satiwdiy bi al-‘alami ’ila al-fana’/

bl G oa Ul o Ganll ae
/yaz‘umu al-ba‘du ’ana al-nara hiya

sababu al-fana’/

b Gl i Ll Al

/nihayatu al-‘alami ‘inda al-ba‘di nar/

03

10 %

The use of free

VEerse.

b ¢S allall e o) L J sy
/yaqiwlu nafarun ’ana nihayata al-

‘alami satakiwnu naran/

DUl et Liall () J sy (aml
/al-ba‘du yaqiwlu ’ana al-duniya

satantahty bi al-nar/

A s () sSis allall s o) J 5l Gl Jaey
ol
/yamiylu alba‘du li al-qawli ’ana
nihayata al-‘alami satakiwnu

mutawahijatan bi al-niyran/

12

40%

The use of prose
form (simple

sentences).

DBl ) o sSia alladl 138 A ()l el I
/yaquwlu al-ba‘du ’ana nihayata hadha

al-‘alami satakiwnu ’ilad al-nar/

AL Al et allall O J sy (nil)
/al-ba‘du yaquwlu ’ana al-‘alama

sayantahly nihayatan nariyah/

15

50%

Total

30

100%

Table 27: Strategies Used in Translating the First Verse
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60%
50% -
40% -
30% -
20% -
10% -
0% -

The use of Classical The use of free verse. The use of prose form
Arabic verse form. (simple sentences).

Fig. 6: Strategies Used in Translating the First Verse
The majority of the translation students (15), i.e., half of the total number
have translated the first verse of the poem into a prose form especially with the use
of simple sentences. Moreover, the sentences are semantically wrong because there
may be a better translation which transmits the meaning and the structure of a poem
altogether. The students’ translation swings between the two examples shown in the

table:
L 1) S allad 130 g o Gl Iy
/yaqiwlu al-ba‘du ’ana nihayata hadha al-‘alami satakiiwnu ’ila al-nar/
5 S e el 0 sl ans)
/al-ba‘du yaqaiwlu ’ana al-‘alama sayantahiy nihayatan nariyah/

The first translation transmits the meaning of the original verse, yet there are
some mistakes such as the use of the preposition ‘)’ /’ild/ instead of the other ‘<’
/bi/ in addition to the use of the demonstrative pronoun ¢’ /hadha/ which is a kind
of redundancy since it is clear that we mean ‘this world’ not another one. The
second translation also transmits the meaning of the original verse, but there is a

repetition of the word ‘44 i’ /yantahiy nihayatan/ which is a derivation of a
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noun from a verb. In addition to the use of the adjective ‘4% /nariyah/ which is

not suitable in this context.

On the other hand, less than half of the students (12) have used the strategy

of a free verse form and their translations are as follows:
SN QS allad) Algs o S gy
/yaquwlu nafarun ’ana nihayata al-‘alami satakiiwnu naran/
LI (o L) o sy el
/al-ba‘du yaquwlu ’ana al-duniya satantahiy bi al-nar/
Ol A gia oS allad) dilgd o J g Qaamd) ey
/yamiylu alba‘du li al-qawli ana nihayata al-‘alami satakiiwnu mutawahijatan bi
al-niyran/
In the first and the second translations, the message, which is how this world
will end, is rendered to the target language readers. However, there is a use of the
word ‘.4 /nafarun/ in the first example which stands for the group of people from
three to nine and it is not acceptable and, the use of the word ‘wa’ / al-duniya/
which is related to Muslim culture. So, there is a use of ‘cultural transplantation’ in
translating the first verse. The third translation is a too long sentence and it is full of
exaggeration since it reflects the imagination of the student which appears in ¢ 4sa gia

O’ /mutawahijatan bi al-niyran/. In addition, it shows the Arabic style in

prosaic language which is circulatory rather than straight.

In spite of those who used the free verse form and the prose form, there is a
small number of students who used the classical Arabic verse form where rhyme and

meter are obligatory. This is shown in these three examples:
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SURY ) allally g3 g U G O gy (ha A

/hunaka man yaqiwlu ’ana al-nara satiwdiy bi al-‘alami ’ila al-fana’/
SUEN G A U O ) a5

/yaz‘umu al-ba‘du ’ana al-nara hiya sababu al-fana’/

8 ) die allad) Aglgs

/mihayatu al-‘alami ‘inda al-ba‘di nar/

These three translations represent a good example of translating the first verse
by taking the same meaning of the source language poem and putting it in a
template which suits the target language readers. Here, we may say that only three
students from thirty know how to translate poetry even if they have not used the
strategies put by some translation theorists, yet they have succeeded in translating this
verse. The others failed because some have sticked strongly to the source language
and they have used the verse form which erases the beauty and the sensitive meaning

of poetry.

-Verse 2

Some say in ice.

adal) el ale La ) (i g saguany oS a g

/wa yaz‘umu ba‘duhum bal sawfa yafna ’idha ma ‘ada li al-kawni al-jaliydu/

The second verse has been translated into different Arabic versions as shown

in the following table:
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The Strategy

The Translation

N of
Students

% of
Students

The use of Classical

Arabic verse form.

/wa minhum man yaquwlu ’ana al-

jaltyda yufniy al-sama’a wa al-batha’/

L) A g sl o (5 AT (5 s
/wa yara akhariiwna ’ana al-jaliyda

huwa nihayatu al-baqga’/

03

10 %

The use of free

VErSe.

Jads Lgiday HAY) Gandll
/wa ’al-ba‘du al-akharu yazunuha

jaltydan/

Adall ol 5 AV
/wa al-’akhariwna yaquwliwna bi al-

jaltyd/

Jada oS L Gmndl iy (s
/fty hiyni ya‘taqidu ’al-ba‘du ’anaha

satakiwnu jaltydan/

11

36,66 %

The use of prose
form (simple

sentences).

Aoula S e Of JAY) Gandl Js
/wa yaquwlu al-ba‘du al-akharu ’ana

nihayatahu satakiwnu jaltydiyah/

O Ll aa S AY) Gl Cady (s

Blania

[fi hiyni yadhhabu al-ba‘du al-’akharu
bitafkiyrihim ’anaha satakiiwnu

mutajamidah/

sl ¢ S ailed o) DAY Gand) (k) e s
/wa yaz‘umu (yazunu) al-ba‘du al-
’akharu ’ana nihayatahu satakiwnu bi

al-jaliyd/

16

53,33 %

Total

30

99,99
%~=100 %

Table 28: Strategies Used in Translating the Second Verse
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Fig. 7: Strategies Used in Translating the Second Verse
The great number of translation students (16) have translated this verse into
diversified versions. These versions are based upon the prosaic language which is not
as beautiful and as compact as the poetic language. But, in these renditions long
sentences have been used in order to make the meaning clearer to the target language

audience. In this case, we point out the second and third examples:
Baania ¢y gSin gl pb Sl AV (aaall cady cpa A

/fi. hiyni yadhhabu al-ba‘du al-’akharu bitafkiyrihim ’anaha satakiwnu

mutajamidah/

aladly ¢ 9S5e A% o AT Gl (ki) a s
/wa yaz‘umu (yazunu) al-ba‘du al-’akharu ’ana nihayatahu satakiwnu bi al-
jaliyd/

Here, the students used the word ‘a&S&% / bitafkiyrihim / which does not
exist in the source language and it is needless to use such a word in order to make
the meaning clearer for the readers. Furthermore, the word ¢‘ais’> /mutajamidah/
which is the equivalent of the English word ‘ice’ is not acceptable since the word

‘ice’ has different meanings and the students have not chosen the appropriate one.
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Less than the half of the students chosen as a sample for this test, have

translated this verse almost in the same way which is near to the following examples:
Sala oS g () iy s B

/fiy hiyni ya‘taqidu ’al-ba‘du ’anaha satakiiwnu jaltydan/

Jula il AV (andl g

/wa ’al-ba‘du al-akharu yazunuha jaliydan/

Here, these translations are near the prosaic language rather that the poetic exquisite
style which is very elevated and full of prosodic features compared to that of the

prose language which seems to be very simple.

Only three students have reached a good translation which represents the good

style of the Arabic verse. This is shown in these two examples:
slaball g sladl Al alall G 358 (e pgda 9
/wa minhum man yaqiiwlu ’ana al-jaliyda yufniy al-sama’a wa al-batha’/
S e o alall o 09 AT 6 9
/wa yara akhariiwna ’ana al-jaliyda huwa nihayatu al-baqa’/
If we are to compare these two renditions with the first ones, we can say that
they seem to be better than the first versions. However, if the first and second
examples are compared, the first version represents the good style of the Arabic
language rather than the second one. So, it may be said that only two or three
students know how to be creative in order to transmit the message from the source

language to the target language in a good cover. As a result, they have used one

strategy which is called ‘cultural approximation.'
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-Verse 3 & 4

From what I've tasted of desire

I hold with those who favor fire.

3 g Lgman] 0 il 1 B olile Lad gty

/wa lakiniy lima ‘anahu qalbiy mina al-niyrani ’ahsibuha tasiwdu/

The third verse has been translated into different Arabic versions as shown in

the table which follows:
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The Strategy

The Translation

N of
Students

% of
Students

The use of Classical

Arabic verse form.

bl 32l axda 38 alal) 08 e
/famin qadahi al-jaltydi ’akhadhtu

ta‘ma al-ladhati al-‘amiya’/

S 0 o

/famina al-jaliydi ataladhadh/

03

10 %

The use of free

e 438 X Le YA (e
/wa min khilali ma tadhawaqtuhu
biraghbatiy/

VErSe.

e ) e (A Le) (B pre JA (0
/wa min khilali ma‘rifatty (ma

khabirtuhu) min raghabat/

14

46,66 %

/wa ba‘da kuli ma tadawaqtuhu min

ladhat/

The use of prose

form (simple

Lile ) Lile 40l Las
/wa mima tumliyhi ‘alayna

raghabatuna/

sentences).

o e A 6l s S ol il e 61 )
7

/114 ’ayin mina al-kafatayni sa’arjah
wa ’ild ’ayi raghbatin ‘alaya ’an

’abrah/

13

43,33 %

Total

30

99,99
%~100 %

Table 29:

Strategies Used in Translating the Third Verse
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Fig. 8: Strategies Used in Translating the Third Verse
As shown in Table 6 which is mentioned previously, thirteen (13) students
have rendered this verse into a prose form, but they have not retained the meaning
of the original verse. Here, we mean the use of the interrogative form and adding

unnecessary elements in order to explain more such as this translation:
gl O o A ol (M b OIS e 6l N
/ila ’ayin mina al-kafatayni sa’arjah wa ’ila ’ayi raghbatin ‘alaya ’an ’abrah/

The other Arabic version is very far from the original verse since there is a kind of
distortion in the meaning. The Arabic version transmits a different meaning which is

present in the following sentence which distorted the real meaning:
Ll ) Uale dglatilaa g
/wa mima tumliyhi ‘alayna raghabatuna

The other rendition was based upon the literal meaning of the words in isolation

from the context:
LA (e AT g5 La JS 20y

/wa ba‘da kuli ma tadawaqtuhu min ladhat/
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Here, the Arabic version is far from the intended meaning in which the reader needs
to understand the whole version as a unit rather than understanding words in isolation

then translating them.

Fourteen students have used the free verse form in order to translate this verse

from English into Arabic as shown in Table 6:
(e A gl A (g
/wa min khilali ma tadhawaqtuhu biraghbatiy/
WL (e (A L) (8 e A (e
/wa min khilali ma‘rifattiy (ma khabirtuhu) min raghabat/

These two translations are slightly different in meaning from the original one
especially the first verse which does not transmit the meaning appropriately because it
emphasizes on the cruelty of the author which is not true. However, the second
rendition is quite simple and it transmits the intended meaning which is that from the
expertise of the author and what he tasted in his life either good or bad, he favours

b

‘fire’ because it is stronger than ‘ice.

Only three students have translated this verse into a classical Arabic verse. The
strategy seems to be a good one ‘cultural transplantation' but the meaning is somehow
lost since there is a relation between two items which have not been related to each

other by the author: .3 Lial) cped / sluaal) B3M) aad cudA) adal) 8 cyed

/famin qadahi al-jaltydi ’akhadhtu ta‘ma al-ladhati al-‘amiya’/ /fa mina al-jaliydi

ataladhadh/

The first example may be acceptable because it reflects the desire of the

author and what he felt through his life either happiness or sorrow. So, the first
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translation relates between ‘igniting’ which should be related to ‘fire.” Yet, the
translator here related between ‘igniting’ and ‘ice’ which makes a good image since
it was the source of the poet’s desire. The second example is not a good one

because it does not carry out the intended meaning.

The fourth verse has been translated into different Arabic versions as shown in

the following table:
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The Strategy

The Translation

N of
Students

% of
Students

The use of Classical

Arabic verse form.

;‘}!‘}!\}Ejsl\ J&u;&uﬂuﬁﬂ‘kﬂﬂj‘@u}j L.iij
/wa ’ana adhuwbu ma‘a ’ula’ika al-
ladhiyna yaj‘aliwna 1i al-nari al-

quwata wa al-ala’/

Aﬂla..!\ JL'A\ 3 s &

/wa ma‘a huwati al-nari ’ata‘aqad/

b QUGS Gk ae e
/wa mashaytu ma‘a tariyqin kana li

al-nari yakhtar/

03

10 %

The use of free

VErse.

OHD O shady (e g (3
/’atafiqu ma‘a man yufadiliwna al-

nar/

Al G shady 3l il
/ushatiru al-ladhiyna yufadiliwna al-nar

/

14

46,66 %

The use of prose
form (simple

sentences).

Sle SU G gang Y Gl Sl (el 03 (S
[’inly idhan ’u’minu bi’ula’ika al-
ladhiyna 1a yajiduwna li al-nari

mathtylan/

A allall e O sl sy ) Sl 5l e il
[’ana ma‘a ’ula’ika al-ladhiyna
yaquwliiwna ’ana nihayata al-‘alami

nariyah/

Al () slady 31w Uil

[’ana ma‘a al-ladhi yufadiliwna al-nar/

13

43,33 %

Total

30

99,99
%~100 %

Table 30: Strategies Used in Translating the Fourth Verse
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Fig. 9: Strategies Used in Translating the Fourth Verse
In the translation of this verse, it would have been better to relate the two
English verses in one verse in the Arabic language. Here, the number of students
remained the same since thirteen (13) students have translated the English verse
through the use of prose in Arabic, fourteen (14) through the use of free verse and
only three (03) through the use of the classical Arabic verse. The translations of

those who used prose form are as follows:
Shia JUll ¢y ¥ Gl il sl 03 (A
/inty idhan ’u’minu bi’ula’ika al-ladhiyna la yajidawna li al-nari mathiylan/
A5 el A o a5ty (i) il gf g
. ’ana ma‘a ’ula’ika al-ladhiyna yaqiwliwna ’ana nihayata al-‘alami nariyah/
JEl sl A
/’ana ma‘a al-ladhi yufadiliwna al-nar/

In the first example, the students used the word ‘cs»3P” which does not exist in
the original version. In addition, there is a great number of words compared with the
English version. Likewise, the second and third examples emphasize on the standpoint

of the author towards those who believe that the end of this world will be with fire.
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Concerning the meaning, these translations have transmitted the message, but they

have not focused on the form of the poetic verses.

As far as the second group of students is concerned, they have translated the

fourth verse as follows:
D G sliady (e (3
/’atafiqu ma‘a man yufadiliwna al-nar/
O G sbiady ) Lk
/ushatiru al-ladhiyna yufadiliwna al-nar/
These two renditions are of the same meaning disregarding the use of different
words: ‘il lai> / ushatiru ’atafiqu/ but free verse form is always dominant.

The third trend of students translated this wverse into the form of classical

Arabic verse. The following example illustrates such rendition:
SN 9 8 Rl UM & glaay cpdl) il gf @ cgdi Uil g

/wa ’ana adhuwbu ma‘a ’uld’ika al-ladhiyna yaj‘aliwna li al-nari al-quwata wa

al-ala’/

Here, the student wanted to say that the poet sticks strongly to the opinion of
those who said that the end of this world will be in fire. The student used the
explicitation strategy and added the word s¥” in order to fit the meter which is used
throughout the whole poem. Besides, it mentions that fire is useful in good things,
and it is a kind of grace. The second example says: ¢l Ul 3158 ae’ /wa ma‘a
huwati al-nari ’ata‘aqad/. It reflects the use of euphemism which is one of the
prosodic features. It implies that the poet holds strongly to the perspective which says

that the world ends in fire. This is summarized in the word #i> /*ata‘aqad/ which
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means to contract and as it is known the contract should not be repealed. The third
example which is: < Jbds JUU 0 Gk ae Cuday’ /wa mashaytu ma‘a tariyqin kana li
al-nari yakhtar/ reflects the emotive expression ‘,bdy JUll O /kana li  al-nari
yakhtar/ which means | have chosen that way with my own will without being
obliged to do that. The last three examples are an example of a good translation of
poetic discourse through the use of classical Arabic verse form. Moreover, students
have been creative to the extent of understanding the ST as it was their own and

playing the same role of the poet of the original version with the target version.
-Verse 5& 6

But if it had to perish twice,

I think I know enough of hate

Ada Al o gl L Laia oS La 130 adad) o e

/*ald ’ana al-jaliyda ’idha ma kana hatman fana’a al-kawni thaniyatan mufiydu/

The fifth verse has been translated into different Arabic versions as shown in

the table that follows:
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The Strategy

The Translation

N of
Students

% of
Students

The use of Classical

Arabic verse form.

oLl aay o lial) alsLa i€ )
/wa ’in kuntu sa’kabidu al-fana’a

ba‘da al-fana’/

O b Ll IS )

/wa ’in kana li al-fana’l tartyqan/

03

10 %

The use of free verse.

Lre Laga i o e o3kl 13 (S
/lakin ’idha —stalzama al-’amru

’an yantahiya bihima ma‘an/

e sall G0 of Y S 1A
[’idha kana labuda ’an yaktiwna

al-mawtu maratayn/

/’idha kana al-damaru mugqadaran

maratayn/

09

30 %

The use of prose form
(simple sentences).

O g 13 S 13 ()
/lakin ’idha kana dhalika

sayahduthu maratayn/

WOy 05l g ilgs culS 1)
I’idha kanat nihayatuhu wa

fana’uhu maratayn/

O e O Gllall e 55 1) (S
/lakin ’idha tawajaba ‘ala al-

‘alami al-halaka maratayn/

18

60 %

Total

30

100 %

Table 31
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Fig. 10: Strategies Used in Translating the Fifth Verse

A great number of students (27) have translated this verse by the use of the
word ‘0’ /maratayn/ which is the equivalent of the English word ‘twice’ with the
use of different words such as: ‘e3lidy 4llgd /e Lage 45 a¥I/1p80a Jladll/ cigal® /al-
mawtu/ /al-damaru muqadaran/ /al-’amru yantahiya bihima ma‘an/ /nihayatuhu
wa fana’uhu/ which stand for the English word °‘perish’. In fact, almost all the
versions of these students mean the same thing. But, it is worth noticing that the
prose versions and the free verse versions resemble each other in terms of form and
meaning. The three (03) left students have used a very good strategy in order to
transmit the source language verse which portrays their own creativity, i.e., their own

way of thinking which results in considering the translation of poetry as an art. The

first example which is:

¢pUidl) ay ¢ Ul alSlu S 0 * /wa ’in kuntu sa’ukabidu al-fana’a ba‘da al-fana’/ shows
clearly the creativity of the student in using the expression ¢sUdll sy sUdl) /al-fana’a
ba‘da al-fana’/ in order to sound emphatic and to avoid the use of the word ‘{sS<°
which has no figurative meaning. In addition, the student, here, emphasizes on the
mental state of the poet by using the word ¢x\si® /’ukabidu/ which shows us that the

poet is suffering or is enduring an unwanted situation. However, the student here
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used the first person singular and he meant the author while the meaning is directed
to the end of this world. So, the students used the ‘arabization strategy' and translated
the English verse in a way which suits the Arabic language usage. The second
example on the other hand was used by two students. It is as follows: ¢ sUdll oS iy
OWk’ /wa ’in kana li al-fana’l tariyqan/. It shows the use of two ways instead of

perishing twice but the meaning is still here.

The sixth verse has been translated into different Arabic versions as shown in

the following table:

N of % of

The Strategy The Translation
Students Students

bzl 5o jSI 5 28all (e padl G s Sl
/fa ’inly khabirtu al-jama mina al-
The use of Classical hiqdi wa al-kurhi wa al-baghda’/

. SR 03 10 %
Arabic verse form. Leaild 5 U ) asiela Ul W

/’ama ana fa’a‘taqidu ’ana al-kurha

fantyha/

A S e 5 e caedf A st
[’a‘taqidu ’aniy ’a‘rifu ma yakfiy

mina al-karahiyah/
The use of free verse. : _ 19 63,33 %
oS e i Alef S okl

[’azunu ’ani ’a‘lamu al-kathiyra

‘ani al-kurh/

LJ\S 5 _)S Lﬁﬂ ui uLi
[’azunu ’ana ladaya kurhun kafin/

The use of prose form : i
S oo 3 58 gl Y 08 26,66 %

(simple sentences).
/li’anahu ladaya quwatu hadmin

fatikah/

99,99
%=~100 %

Total 30

Table 32: Strategies Used in Translating the Sixth Verse
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Fig. 11: Strategies Used in Translating the Sixth Verse
In table 32, it is clearly shown that a huge number of students (19) have used

the free verse form which is summarized in:

Al Sl (A L e Al alie

I’a‘taqidu ’anily ’a‘rifu ma yakfly mina al-karahiyah/
SN oo S alef S ool

[’azunu ’ani ’a‘lamu al-kathiyra ‘ani al-kurh/

The first and second examples show that the poet felt lot of hatred and he knows
what it means. Thus, he has chosen between °‘ice’ and ‘fire’. For that, he considered
‘ice’ to be stronger than ‘fire’ because it may result in disasters. The two versions

transmitted the meaning carefully and thoroughly, yet the language is very simple.

On the other hand, eight (08) students have used the prose strategy in order to
render the source verse into the target language. The first example which is: ¢ o o8l
Gils o S ¢4 azunu ’ana ladaya kurhun Kafin/ shows the feeling of the author and
reflects his sentiments. This appears in the students’ translation who are embedded
within the meaning of the original poem. In contrast, the second rendition is a
distortion of the meaning: ¢ 4sid ax 348 A 4 /li’anahu ladaya quwatu hadmin
fatikah/. The students who translated the English verse in this way have failed in

transmitting the message of the source language to the target language reader because
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it is a mistranslation. Instead, three students have used the classical Arabic verse form

which is shown in the following:
AP NP PR N PPN LT Qg
/fa ’iniy Kkhabirtu al-jama mina al-hiqdi wa al-kurhi wa al-baghda’/
Mgl o <l of aiie (8 Ui L
/’ama ana fa’a‘taqidu ’ana al-kurha faniyha/
The first illustration shows the degree of hatred of the poet in this life since
the translator made it very emphatic by over exaggerating through the use of three
words which have almost the same meaning. The meaning is successfully achieved
and the student used ‘explicitation strategy' because he added some words which do
not exist in the original version. In contrast, the second example shows the thinking
of the poet who believes in the role of hatred when it destroys this universe. But
here, there is a misunderstanding of the original version which depicts the hatred the

author experienced in his life which enables him to say which way is stronger in the

destruction of the world.
-Verse 7, 8, & 9
To know that for destruction ice.

Is also great

And would suffice.
i At gl ol Ly Altae | (uldl) (and

9

/fa ba‘du al-nasi ’a‘tanily yaqiynan bi’ana thalja maqtaluhu ’akiydu/

The seventh verse has been translated into different Arabic versions as shown

in the following table:
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] N of % of
The Strategy The Translation
Students Students
bl (e alan g 2l 5uS Jal (e ad J 15
/wa ’akulu ’inahu min ’ajli kasri al-
The use of Classical | jaliydi wa ja‘lihi mina al-haba’/
) i 03 10 %
Arabic verse form. LeblS 5 Ll andae 45) J 81
/wa akiiwlu ’inahu ‘aziymun laha wa
kafiha/
sl ¢ S g o) agie ]
/’a‘taqidu ’ana nihayatahu satakiiwnu bi
al-jaliyd/
The use of free —
Adall ey o) JB8Y 14 46,66 %
verse. _ _
/I’aqula ’ana damara al-jaliyd/
o opeill sl o J BY
/li’aqula ’ana aljaltyda li al-tadmiyr/
Apula () 5Sis Adedl o
/’ana al-nihayata satakiiwnu jaliydiyah/
The use of prose i
Aulally alladl doles )
form (simple . o 13 43,33 %
[’ana nihayata al-‘alami bi al-jaliyd/
sentences). . —
SN el T Y
/li’aqiiwla ’ana ’al-damara al-’akbar/
99,99
Total 30
%~100 %

Table 33: Strategies Used in Translating the Seventh Verse
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Fig. 12: Strategies Used in Translating the Seventh Verse
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The majority of students (14) have used the free verse form which has the

same meaning of saying that ‘ice’ for destruction is also useful:
lally ¢ g8 Adlgs of attie

I’a‘taqidu ’ana nihayatahu satakiwnu bi al-jaliyd/

Sulal) las of Jo8Y

/I’aqula *ana damara al-jaltyd/

ceepalill ) o 8

/li’aqula ’ana aljaliyda li al-tadmiyr/

All these translations have the same meaning of the original version which is the

greatness of ice destruction.

On the other hand, thirteen students have used:
SV Jladl) o JBY /asladly allad) dulgs 0/ Agasda ¢ g8 Al

I’ana al-nihayata satakiiwnu jaliydiyah/ /’ana nihayata al-‘alami bi al-jaliyd/
Nli’aqawla ’ana ’al-damara al->akbar/ as equivalents to ‘To know that for

destruction ice’ which is not a complete sentence.

Only three students have used the classical Arabic verse form as a strategy

for the rendition of the meaning from the source language to the target language:
SLgd) e ddaa g alal) s Jal o 4d) J i g

/wa ’akulu ’inahu min ’ajli kasri al-jaliydi wa ja‘lihi mina al-haba’/

Mgls g Lt ki 4d) J g8l g

/wa akiiwlu ’inahu ‘aziymun laha wa kafiha/

These two examples are related to the understanding of the translator who is

the student in this case. While the student used the verse form in the first example,
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he failed to transmit the meaning since what is meant by the poet is the use of ‘ice’
for destruction not the destruction of ‘ice’ itself; the second example emphasizes on
the greatness of ‘ice’ in destruction in addition to its huge power which is stronger
than ‘fire.” So, in these two examples especially the first one, the students used

‘adaptation’ (cultural transplantation) in order to render this English verse into Arabic.

The eighth verse has been translated into different Arabic versions as shown in

the table which follows:

N of % of

The Strategy The Translation
Students Students

il 5 Lall a gy Lol alied () 5So
/sayakiiwnu a‘zama ’aydan wa yajiwdu
bi al-rida wa al-fana’/ 03 10 %

Dleall adie Ladl s

/wa huwa ’aydan ‘aziymun li al-damar/

The use of Classical

Arabic verse form.

ALE A 58 4l Y
/li’ana ladayhi quwata hadmin qatilah/
8l agdass Jal e sl J il i

/hata ’aqiiwla ’anahu min ’ajli tahttymi 10 33,33 %

The use of free

Verse.
al-jaliydi *aqwa/

/kadhalika ‘aziym/

s dled Ll

/hiya ’aydan nihayatun jayidah/
The use of prose

b Lyl e
form (simple 17 56,66 %
[fahuwa ’aydan ‘aziym/
sentences).
el cal e 8
/huwa min nasiybi al-jaltyd/
99,99
Total 30
%=~100 %

Table 34: Strategies Used in Translating the Eighth Verse
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60% -
50% -
40% -
30% -
20% -
10% - ,—l
0%

The use of Classical Arabic The use of free verse. The use of prose form

verse form. (simple sentences).

Fig.13: Strategies Used in Translating the Eighth Verse
As far as the translation of this verse is concerned, almost all students (17)
have translated it through the use of a prose form and with the use of very simple
sentences: ‘.adie Ll ogd / ulall cunal (e a/.30 4lgd Lad A ° /hiya ’aydan nihayatun
jayidah/ /huwa min nasiybi al-jaliyd/ /fahuwa ’aydan ‘aziym/. The first translation is
a good one and it transmits the meaning faithfully. However, the second and third

are not very close and the meaning is distorted.

In spite of that, the translation of the second group of students (10) have

rendered this verse into:
AL an 568 agal oY
/li’ana ladayhi quwata hadmin qatilah/
Y- RN JESCRREWERE R
/hata ’aquwla ’anahu min ’ajli tahtiymi al-jaliydi aqwa/
/kadhalika ‘aziym/

The first example does not reflect a good translation since the word ¢4Li&
/qatilah/ should be replaced by another word which is 4w’ /ha’ilah/ and which

suits best the context and stands for the word (great) in the English language. The

- 304 -



second example transmits the meaning carefully. However, the third translation is not

complete and it does not transmit the true meaning of the source language verse.

There are three students who transmitted this verse in a good manner. They
have preserved the meaning in addition to the form which resembles Arabic poetry

rather than English poetry:
SR g La 359 Ll alie) ¢ gSam
/sayakiiwnu a‘zama ’aydan wa yajuwdu bi al-rida wa al-fana’/
el alic Lyl g
/wa huwa ’aydan ‘aziymun li al-damar/

The first example focuses on the great destruction of world by ice which will
be enough. It is a good one since it transmits the meaning with the form which was
created by the translator. This student kept using the same strategy which is
explicitation. The second example also emphasizes on the greatness of ice for

destruction compared to fire.

The ninth verse has been translated into different Arabic versions as shown in

the following table:
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] N of % of
The Strategy The Translation
Students Students
The use of Classical DA O dsaa s
] 01 3,33%
Arabic verse form. | /wa yahtwlu dawna al-firar/
D gdl IS T3
/wa hadha kafin lifahmi dahlik/
The use of free hsls ol ey o
S _ ) 09 30 %
verse. /wa huwa bidhalika ajdaru wa awfa/
el (i
/wa sayurdiy al-jamiy*‘/
Ohald G S
/wa sayakiwnu shamilan/
The use of prose i
form (simple 10 33,33%
/wa hadha kafin wafin/
sentences). .
oAl
/wa sayafiy bi al-gharad/
No translation / 10 33,33 %
99,99
Total 30
%~100 %
Table 35: Strategies Used in Translating the Ninth Verse
40,00%
30,00%
20,00%
10,00%
0,00%
The use of Classical The use of free The use of prose
Arabic verse form. verse. form (simple
sentences).

Fig. 14: Strategies Used in Translating the Ninth Verse
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In this last verse of the poem some students (10) have not translated it since
they have related it to the previous verses. Thus, they have not sticked strongly to
the source language text. This is a good idea since if this verse is translated, it will
be a kind of redundancy and repetition. On the other hand, other students (19) have
translated this verse in different ways which swing between ¢Mald ¢ gSu /.l g CilS 13 5/
waadlh A 9 /wa hadha kafin wafin/ /wa sayakiiwnu shamilan/ /wa sayafiy bi al-
gharad/ which have the same meaning of the original verse. These renditions have
been reached by (10) students who wused the prose form. Yet, in reality the
transmission of the meaning of this verse will have no sense as the meaning is
embraced within the preceding verses. Nine of these students have used the free verse
form and their translations are: .3 agdl GilS 13a o/, Bglg jaal b 4 5/ amall i 9° fwa
sayurdiy al-jamiy¢/ /wa huwa bidhalika ajdaru wa awfa/ /wa hadha kafin lifahmi
dahlik/. These translations also have the same meaning of the original verse. Besides,
only one student used the classical Arabic verse form. His version was ¢ &9d Jsa 9

DAY /wa yahawlu dawna al-firar/ and it transmits the meaning which is adequacy.
5.2.5.2. Translations of Professionals

-Professional Translator 1

The following are seven different versions of the same poem ‘Fire and Ice.” One
professional provided us with four different versions of the same poem while others

gave us only one version.
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-Translation 1

Original Version (English)

Translated Version (Arabic)

Some say the world will end in fire,
Some say in ice.

From what I've tasted of desire

| hold with those who favor fire.
But if it had to perish twice,

| think I know enough of hate

To know that for destruction ice

Is also great

And would suffice.

DLl 8 alladl A o J sy (il
/al-ba‘du yaguwlu ’ana nihayata al-‘alami
fiy al-nar/
Aulall b el J 8
/wa yaqawlu al-b‘adu fiy al-jaliyd/
Al Ll e lidd S e
/min ma kuntu khfiyfan mina al-raghbah/
Ul @ shiady (pll ae
/maa al-ladhiyna yufadilawna al-nar/

b all 55yl il IS 1) (81
/wa lakin ’idha kana liyafna al-marata wa
al-marah/
i e el da) S e il i
[’a‘tagidu ’ananty mina al-karahiyati
“a‘rifu ma yakfiy/
alal) jpexill 8 () 4d jea
/ma‘rifatan ’ana fiy al-tadmiyri al-jaliyd/
i lal o
/huwa ’aydan yafiy /
(SS 8

/wa gad yakfiy

Table 36: Translation One of the First Professional

Generally speaking, the translator used a literal method of translating poetry.

He rendered the preposition ‘in’ to Arabic as ‘. /fiy/ which is not correct since this

means that there will be a huge fire and the world will be burnt by it. The best

translation is to use the preposition ¢ =’ /bi/ which means that the reason which will

lead to the end of the world is fire or ice. The translator followed the structure of

the English sentence and did not submit some translated sentences to the rules of the

Arabic language. This is seen in these verses:

48 ) (e Wda @Sl e /min ma kuntu khfiyfan mina al-raghbah/

U Gl plll 2a /mac‘a al-ladhiyna yufadiliiwna al-nar/
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Thus the translated version seems to be a prosaic text but not a poem.

-Translation 2

Original Version (English) Translated Version (Arabic)

c‘)l.ﬂ\‘éjgéﬁyelu\o\e@.byd}%\
/yaquwlu ba‘duhum ’ana al-‘alama
sayantahiy fiy al-nar/

Some say the world will end in fire,

Some say in ice. . .
y el & and) Ok s

/wa yaquwlu al-ba‘du fiy al-jaltyd/
Al (e 2 5 38 Lo (e
/fa min ma qad tadhawaqtu mina al-

raghbah/

From what I've tasted of desire

| hold with those who favor fire.

L @ shaady oAl @l ae s
/’ahmilu ma‘a ’ulaika al-ladhiyna
yufadiliwna al-nar/
(Oign gad O 5 IS 1Y) ST
/wa lakin ’idha kana wa ’an namiwta
maratayn/

But if it had to perish twice,
| think | know enough of hate

To know that for destruction ice

i3S Ll S (e G el ]
/’ahsibunily ’a‘rifu mina al-karahiyati ma
yakfy/

Is also great

And would suffice. sl eall o el oy

/li ’an ’a‘rifa ’ana li al-damari al-jaltydu/

ahac Liay
(S8

/’aydan ‘aziymun/

/wa qad yakfly/

Table 37: Translation Two of the First Professional

In the second version the first translator provided us with, the translator keeps
on using the same method which is literal translation. This method is not always
acceptable in the translation of poetry because it neglects the aesthetic side of the

poem. This is clearly seen in the fourth verse of the Arabic version:

D G sbiady cpdl) i of aa Jaal
/’ahmilu ma‘a ’ulaika al-ladhiyna yufadiliwna al-nar/
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In this version, the translator gave us some possibilities in changing the structure of

the verses (sentences) of the Arabic version but the form of the poem is totally

neglected by the translator.

-Translation 3

Original Version (English)

Translated Version (Arabic)

Some say the world will end in fire,
Some say in ice.

From what I've tasted of desire

| hold with those who favor fire.
But if it had to perish twice,

| think I know enough of hate

To know that for destruction ice

Is also great

And would suffice.

(0585 Al (A J g e alall G (aml) s
/yaquwlu ba‘duhum ’ana al-‘alama
sayaziiwlu fiy al-nari takiiwn/
st ulall b agian
/wa ba‘duhum fiy al-jaiyldi yaquwl/
e 1) (e 35 36 Lad
/fa mima gad tadhawaqtu mina al-

raghbah/
el g slindy (pea Lild
/fa’ana miman yufadiliwna al-lahab/
(il (i e alladl IS () (ST
/wa lakin ’in kana al-‘alamu maratayni
liyanqadty/
5 LAl S e Gajel sl
/’ahsibunily ’a‘rifu mina al-karahiyati ma
yakfly/ g o
adall leall b o el oY
/I’an ’a‘rifa “ana fly al-damari al-jaltydu/
s L
/’aydan yafiy/
(S 8

/wa qgad yakfiy/

Table 38: Translation Three of the First Professional

In the third translation of the first professional, he used the same strategy

which is literal translation as in the second verse of the Arabic version:

b o) (2 agulany g
/wa ba‘duhum fiy al-jaryldi yaquwl/
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Once more, there are structural mistakes as in the first verse of the Arabic version.
The translator overlooked the structure of Arabic sentences and the rhyme and rhythm

which are indispensable in the Arabic version.

-Translation 4

Original Version (English) Translated Version (Arabic)

05 3 T Bl I e
/al-ba‘du yaquwlu nihayatu al-‘alami fiy
al-nari taktwn/

Some say the world will end in fire,

Some say in ice. . .
y st ulall 8 agimay
/wa ba‘duhum fiy al-jaltydi yaquwl/
e Ll (pe 8 55 08 Laad
/fa mima tadhawaqtu mina al-raghbah/

From what I've tasted of desire

| hold with those who favor fire.

But if it had to perish twice, . :
P /fa ana miman yufadiliwna al-lahab/
| think | know enough of hate L, et one el g 0l o5l
/wa lakin ’in kana al-‘adlamu maratayni

S liyanqadty/
To know that for destruction ice i€ L) S e e
Is also great /’ahsibunily ’a‘rifu mina al-karahiyati ma
yakfly/
alall ¢l b of Gael oY
/li’an a‘rifa ’ana fly al-damari al-jaltydu/
s Lyl

And would suffice.

/’aydan yafiy/
(S8
/wa qgad yakfiy/

Table 39: Translation Four of the First Professional

The translator keeps on using the same strategy in this version. There are
some gaps in the Arabic version because the translator followed the poet without
giving much importance to the language he is translating into. In fact, there are many
gaps between the original version and the fourth Arabic version because the translator

overlooked the structure of the Arabic language and the form of the poem even if he
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provided us with different possibilities and a rich vocabulary as in the fourth English

verse and its four possible Arabic versions:

But if it had to perish twice,
B all 98 all A8 S 1Y) Sl
/wa lakin ’idha kana liyafna al-marata wa al-marah/
(O e cigad O 5 S 1Y) o8l
/wa lakin ’idha kana wa ’an namuwta maratayn/
(i (o 5o lal) IS ¢ (L
/wa lakin ’in kana al-‘alamu maratayni liyanqadry/
(il (oo lal) OIS ¢ (L
/wa lakin ’in kana al-‘alamu maratayni liyanqadiy/

-Professional Translator 2

Original Version (English) Translated Version (Arabic)

Some say the world will end in fire, A e )L O suas 8
.. /qiyla masiyru al-kawni narun muhrigah/

Some say in ice. a N 1
LS 13 5an 1350 ypan Jd 5

From what I've tasted of desire /wa qiyla masiyruhu bardan jumiwdan

_ _ karithah/
| hold with those who favor fire. i .
sl B dasheb AoV
But if it had to perish twice, /wa li’ana Iy ba‘un tawiylun fiy al-hawa/
| think | know enough of hate A 058 ol ) s
/’ar4 al-nara ’awld ’an takiwna al-
To know that for destruction ice halikah/
- u 4 . | i Lo
Is also great i elle 058 Ol i s
/walaw shiy’a ’ana al-kawna yuhlaku
And would suffice. thaniah/

1 le Gael s Sl A Ul
/fa ’ana bikunhi al-kurhi ’a‘rafu ‘arifah/
EEL R P TR\ PPN N T

/wa huwa jal tydun yakfTy liwaq‘i al-
wagqi‘ah/

Table 40: Translation of the Second Professional

In the translation of the second professional, we notice that he preserved the

meaning of the original version and tried to create a good form based upon the
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nature of Arabic poetry which is based upon having the same rhyme, meter, and
creating rhythm. The translator used at least three strategies which are ‘'adaptation’ as

in:

Gl ) gl (S Ml 5 g
/wa huwa jal iydun yakf1y liwaq‘i al-wagqi‘ah/

modulation as in:

4 U sl juan 8

/qiyla masiyru al-kawni narun muhriqah/
and explicitation such as:

&S 13500 120 0 an Jg

/wa qiyla masiyruhu bardan jumiaiwdan karithah/

All this is done since the translator followed dynamic translation method and did not

stick to only one strategy.
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-Professional Translator 3

Original Version (English) Translated Version (Arabic)

Some say the world will end in fire, DLl A e alladl O () 51 68y Gl (s
/ba‘du al-nasi yaquwliiwna ’ana al-‘alama

Some say In Ice. sayantahiy il4 al-nar/

From what I've tasted of desire sl ) J s pgians s
/wa ba‘duhum yaquawlu ila al-jaliydi /
| hold with those who favor fire. 5 setl) Cpe i 43 Lia

/mima tadhawaqtu mina al-chahwah/

Sl ¢ shaady cpall a Ul

/’ana ma‘a al-ladhiyna yufadiliwna al-nar/
Ol e i ol Al Y S 3 oSl

/wa lakin ’idha kana labuda lah an
yandathira maratayni /

Is also great GEaladal S e el Gl pRU
/fa’zunu ’anly ’a‘rifu ’ani al-karahiyati
ma yakfly/

pexill sl of e oY

/li’an a‘rifa ’ana al-jaliyda li al-tadmiyri /
palac Ladl 52

/’aydan ‘aziymun/

LS O 58 a5

/wa sawfa yakawnu kafyan/

But if it had to perish twice,
| think I know enough of hate

To know that for destruction ice

And would suffice.

Table 41: Translation of the Third Professional

In the translation of the third professional, the focus was on preserving the
meaning and structure of the original version. In fact, the translator overlooked the
form which represents the beauty of poetry. The translated version seems to be a
prosaic text because it lacks some poetic feature such as meter and rhyme. The
translator used the literal method of translating poetry which includes some strategies
such as: 'approximation' as in the example which follows:

But if it had to perish twice,

(Onfipa Sidy O A Y 1) oSl

/wa lakin ’idha kana labuda lah an yandathira maratayni/
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-Professional Translator 4

Original Version (English)

Translated Version (Arabic)

Some say the world will end in fire,
Some say in ice.

From what I've tasted of desire

| hold with those who favor fire.
But if it had to perish twice,

| think I know enough of hate

To know that for destruction ice

Is also great

And would suffice.

Al 138 le L ()5Sl

fal-naru satakuwnu sababan lidamari
hadha al-alam/

ol (amy J 58 1388
/hakadha yaquwlu ba‘du al-nas/
Grall (o (S 3355l o Jsiy AN Gl

/wa alba‘du al-’akharu yaqiwlu bali al-
buriiwdatu satakiiwnu hya al-sabab/

Al ) (e 4B Lo JOA (e

/wa min khilali ma dhuqtuhu min
raghabat/

Dol G Ul ¢ ) 58 Al ae Ul

/fa’ana ma‘a al-ladhiyna yaqiwliwna al-
naru sababu al-damar/

Ofi e ety ) allall 508130 (S

/wa lakin ’idha qudira li al-‘alami ’an
yatadamara maratayn/

Al Sl e LK) 8 o e Ula

/fa’ana ’a‘rifu qadran kafian mina al-
karahyah/

L DS 305l O ) (Aleay

/yaj‘alunily ’aqiiwlu ’ana al-burtiwdata ka
al-nari qawyah/

lalladl iy 4lsS

/wa kafiylatun bitadmiyri al-‘alam/

Table 42: Translation of the Fourth Professional
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In the translated version of this poem, the fourth and last translator used the
same method used by the previous translators who focused on the meaning and
followed the original version word for word. As a result, the beauty of this poem is
lost in the Arabic language because of negligence of the poetic features. The best
example is stated in the third English verse and its equivalent stated in the fourth

Arabic verse:

From what I've tasted of desire
Gl e aBi La P& g
/wa min khilali ma dhuqtuhu min raghabat/

-Test Results

The main results we can get from this chapter are that translation students are
not aware of the strategies used in translating poetry except two or three students
have used some strategies such as; explicitation, Arabization, cultural approximation,
and cultural transplantation or what is called by others ‘adaptation’. In fact, these
students have taken the meaning from the English language (culture) and transplanted
it in the Arabic language (culture). They have also preserved both the meaning and
the content except some shades of meaning. Hence, we may evaluate the translation

of these students by saying that it gains meaning rather than loses it.

On the other hand, the rest of students have failed to preserve the form of
poetic verses since they have used the prose form. As a result, they based their
translations upon the meaning rather than the form. Moreover, they used a very
simple language which makes the impact of the artistic work absent. So, we may
generalize the results of this test by saying that translation students are not aware of
the different strategies translators use in order to transmit the poetic message which

may be vague for the translator and based upon probabilities and possibilities.
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As far as the professionals’ translations are concerned, the four professional
translators have tried to preserve the meaning which is the essence of translation in
general and poetic translation in particular. Yet, in poetic translation the focus should
be on the form, the content, and the prosodic features which has not been the case
for the four professionals' translations. In fact, only the second professional has
provided us with a good translation where the use of different strategies such as;
adaptation, modulation, and explicitation is found. The three others have just focused
on ageneral strategy which is called gist translation. This latter preserves the meaning

only.

Conclusion

In conclusion, we can say that the translation of poetry is a very difficult task
since it is the act of taking a poem all with its linguistic, cultural, aesthetics, and
sensitivity and trying to modify a lot of things especially word category and cultural
aspects in order to suit the target language readers. This operation is analogical to
surgery. If a surgeon takes an organ from one person’s body and tries to transplant it
in another person’s body, some complications may occur since the body may accept
it and it may refuse it. Thus, here both students and professionals have failed to
transmit the poetic message as it should be since they have neglected creativity which
is an important feature in translating poetic verses in addition to the characteristics of
poetry which may be summarized in prosodic features and figures of speech. For that,
they need to know first what the strategies are in order to be able to apply them for

the translation of poetry.
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Chapter Six
The Analysis of the Data Gathered from the Questionnaire to

Teachers

Introduction

For the purpose of knowing the strategies used in translating poetry from
English into Arabic, a questionnaire is given to teachers of translation in both the
English and the translation departments. This chapter deals foremost with the answers
provided by translation teachers as they have expertise in this domain which is
teaching translation and the translation activity. The findings of this questionnaire are
analyzed starting by giving the characteristics of the sample, the description of the
questionnaire, and then analyzing the data. This chapter aims at analyzing the
opinions of translation teachers, who are at the same time professional translators,
about the translation of poetry from English into Arabic. So, from this chapter we
can get opinions and assumptions about the translation of poetry and the strategies

used to render this specific discourse.
6.1. The Sample

The sample consists of fifteen permanent teachers with degrees and
qualifications in translation from both the English and the translation departments at
Brothers Mentouri University - Constantine; five from the former and ten from the
latter. Yet, only eleven teachers have responded and returned the questionnaires. The
sample is a combination of teachers from both departments in order to know what
they think as proof translators about the translation of poetry, if it is translatable or
not, the strategies used in translating poetry, and whether the translators of poetry

should be poets themselves or not.
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6.2. Description of the Questionnaire

The teachers’ questionnaire aims at knowing what teachers of translation,
especially at the translation department, think of the translation of poetry in general
and the strategies used in translating poetry in particular. The questionnaire is added
at the end of this piece of research in order to back up the hypotheses with the
opinions of the people who have expertise, competence, and experience in the domain
of translation. The questionnaire given to teachers consists of twenty six questions.
Seven questions are concerned with the experience of the teacher in the field of
translation and specifically whether translated texts have the same impact as the
original ones. Seven questions deal with translating literary discourse and especially
poetry which some scholars have called the art of the impossible. Six questions are
devoted to the translation of the poetic features, whether poetry is always translated
into poetry or prose or is not translated neither to poetry nor to prose, and whether
this area of interest should be given more importance. Five questions are devoted to
the methods generally used in translating poetry, if the proficiency of translators plays
a great role in translating poetry, the claims about the characteristics and the
competence of the translator of poetry (if he should be a poet or not), and the
appropriate suggestion that can be provided by teachers concerning the strategies

which are necessary to render this specific type of discourse.
6.3. Analysis of the Information

Q1. How long have you been teaching translation?

The aim behind asking this question is to know about the experience in
teaching translation among the teachers of translation. The rate of the period of years

taught ranges from three to nineteen years in both departments. Thus, the teachers
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who have been given the questionnaire to answer have the experience needed in the

field of translation. The results are as follows:

Number of years % of years taught in
] _ _ Number of
taught in the field of the field of % of Teachers
. ) Teachers
translation translation

03 3,44 % 02 18,18 %
05 574 % 01 9,09 %
07 8,04 % 01 9,09 %
08 9,19 % 01 9,09 %
09 10,34 % 02 18,18 %
10 11,49 % 01 9,09 %
11 12,64 % 01 9,09 %
15 17,24 % 01 9,09 %
19 21,83 % 01 9,09 %
87 11 99,99 %~100%

Table 43: Experience of teaching translation
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15,00% -
10,00% -
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= Number of Years
= Number of Teachers

Fig. 15: Experience of teaching translation

Both the table and the figure show clearly the number of teachers which is
described in our sample and the number of years taught by those teachers. The figure
portrays the number of teachers in percentage and the number of years taught by
each teacher in the domain of translation. These two are represented in the form of
cones in different colours. The number of teachers is represented in the figure in red
(at the back) and the number of years taught by each teacher appears in the figure
in blue (in the front). The number of teachers corresponds to the number of years

taught by each teacher.

Q 2. Do you practise translation:
a. Always?

b. Somewhat?

c. Every so often?
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d. Not at all?

This question aims at knowing if teachers of translation keep in touch with
practising translation because if they do so, this means that they know how to
translate different types of texts. Thus, proof translators are known through practising
translation since once they do not practice it, they may lose the ability of rendering
one text correctly from one language into another. The answers of this question are

organized in the table below:

Answers N %
Always 08 72,72 %
Somewhat 03 27,27%
Every so often 00 0%
Not at all 00 0%
Total 11 99,99 %=~100 %

Table 44: Frequency of practicing translation by teachers

80,00%

70,00%

60,00%

50,00%

40,00%

30,00%

20,00%

10,00%

0,00% - . . ‘-.-.. ‘-.-'.

always somewhat every so often not at all
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Fig. 16: Frequency of practicing translation by teachers
It is clearly shown in the diagram that almost all teachers (eight) from thirteen
always practise translation. This increases the degree of experience in this field and
in the fields related to translation such as contrastive studies. On the other hand, only
three teachers somewhat practise translation. The scale goes from the very high which
is ‘always’, i.e., 72,72 %, passing by ‘somewhat’ whose percentage is 27,27 % and

ending by both ‘every so often’ and ‘not at all’ where the percentage is 0 %.
Q 3. Is translation an:

a. Easy task?

b. A difficult task?

c. It depends upon the register?

This question aims at knowing if translation is an easy task which is done
automatically, a difficult task which needs careful attention in dealing with all the
types of texts, or it depends from one register to another and goes from the most

general registers to the specialized ones.

Answers N %
An easy task 01 8,33 %
A difficult task 05 41,66 %
It depends upon the
_ 06 50 %
register
Total 12 99,99 %~=100 %

Table 45: Difficulty or easiness in translation
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the register

Fig. 17: Difficulty or easiness in translation
The table shows that translation is considered by the majority of teachers (06)
as a task which depends upon the register since translating varies from one register
to another. However, five (05) teachers say that translation is a difficult task. Only

one says it is an easy task (see table 45).
Q 4. Whatever your answer, please justify.
The justifications which teachers provide are as follows:

Five from the six teachers who answered ‘it depends upon the register’ have
justified their answers by saying that some registers are more difficult especially when
they are highly specialized. For that, each register has its own specificities mainly
while dealing with formal documents. Moreover, translation may be an easy task
when it is put in context and thus it may be a difficult task when it is not put in a
context because the translator should do a search task first. For those who answered

‘it depends upon the register’, translation is a multi risk challenge which depends
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upon the context, the typology, and the nature of the text. One teacher from the six

teachers who answered ‘it depends upon the register’ has not justified his answer.

On the other hand, those who answered that translation is a ‘difficult task’
said that its difficulty rises from the fact that it covers all aspects of language;
lexical, structural, cultural, and above all contextual. In addition to that, areas which
are highly technical or not mastered are less easy. Thus, the nature of translation, the
absence of consensus on the rules of transfer, and the difficulty of transmitting the
meaning as it exists in the source language are the main reasons behind the difficulty

of translation.

The teacher who responded that translation is ‘an easy and a difficult task at
the same time’ by selecting two alternatives (a and b) has justified the answer by
saying that translation may be easy with some text types for which the translator is

well trained, and it is difficult when the translator lacks training.

As a result, since translation is the act of transmitting the meaning expressed
in one language from that language to another, it is considered to be a difficult task

even if it seems to be easy for some.

Q5. Do translated texts really have the same impact on the target language readers

as source ones have on the source language readers?

a. Yes

b. No

The aim behind this question is to know if translated texts really have the
same impact upon target language readers or not, i.e., whether the translator should

be faithful when dealing with source language items or he should adapt them with
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target language readers. The informants know that through practicing the translation as

an activity.
Answers N %
Yes 00 0%
No 06 54,54 %
It depends upon the
_ 05 45,45 %
context/register
Total 11 99,99 %=~100 %

Table 46: The impact of translated texts on target language readers

60% -

50% -

40% - /\
30% - I ‘

20% -
10% -
-
0% -
yes no It depends upon

the register

Fig. 18: The impact of translated texts on target language readers
Six teachers from eleven have responded by saying that translated texts do not
have the same impact as source texts have on source language readers. On the
contrary, only five teachers have said that it is neither ‘yes’ nor ‘no’ and have

provided another response which is ‘it depends upon the context’ or ‘upon the
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register’ and which has been put in the table and the figure. No teacher has
answered positively. All these different answers have been clearly shown in the table
and in the diagram where the highest rate is the one of those who said ‘no’, i.c.,
54,54 %, the middle is ‘it depends upon the context or the register’ with the
percentage of 45,45 %, and the lowest is ‘yes’ which is represented in the 0 %

percentage.
Q 6. Whatever your answer, please explain why:

In the previous question, there are only two possibilities (‘yes’ and ‘no’) which
have been suggested, and the other (it depends upon the register) has been provided
by the teachers in answering this question. They have, however; neglected the third
answer which is ‘yes’. As a result, those who answered ‘no’ have explained that
sometimes it is really difficult to achieve the same effect which exists in the target
text as it exists in the source text. Furthermore, this may depend on the translator’s
capacity and competence and the text- type, the cultural background, and the nature of
the text translated because translated texts lose a bit of their authenticity and hence,
lose a bit of their meaning because every language has its own intrinsic

characteristics which cannot be easily transferred to the TL.

However, those who provided the answer ‘it depends upon the register’ have
justified by saying that producing the same impact in the translated version depends
on how competent the translator can be and how faithful the translation is. Generally
speaking, there is always a shortage of effect in the target text because the impact
varies according to text typology and the translator’s competence. Moreover, this
depends on specific cases because there are good translators and bad ones. One

teacher has answered by saying “it depends upon the register” but he has not justified
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his answer. Consequently, preserving the same effect (impact) in the target language

is the task of proof and well trained translators.

Q 7. Should translators stick to the source language text in order to be faithful to the
original version or should they translate the source text in a way that suits the target

text audience?

In answering this question, some have opted for sticking to the source language
by responding that the source language text should always be taken into consideration

in order to remain faithful.

Others have answered by saying that the translator should opt for the latter and
focus on it to a great deal, i.e., he should translate the source text in a way that
suits the target text audience because different audiences require different translations
that go with the nature of their languages and their cultures. In short, it all depends

on what the customer or the audience wants.

The third category focussed on saying that both ways of translation are
practiceable because the translator is responsible for both the source and target texts'
meanings. One teacher responded by saying that this depends on the types of texts,
translator’s training and education. Another teacher has justified his answer by saying
that the personal strategy is more practical which means that this is related to the
translator’s competence which enables him to create the suitable strategy. A last
teacher has not justified his answer. So, the translator should give the priority to the

meaning which is the most important thing without forgetting the form.
Q 8. In general, is literary discourse translatable or not?

a. Yes

b. No

- 328 -



The aim behind this question is to know if the highly artistic type of
discourse is translatable or not because there are many researchers who find

difficulties in rendering literary texts from the source language to the target language.

Answers N %
Yes 10 90,90 %
No 00 0%
Somehow 01 9,09 %
Total 11 99,99 %~100 %

Table 47: Translatability and untranslatability of literary discourse

100,00% -
90,00% -
80,00% -
70,00% -
60,00% -
50,00% -
40,00% -
30,00% -
20,00% -

10,00% - / \

0,00%

yes no | somehow
Fig. 19: Translatability and untranslatability of literary discourse
The majority of teachers (10) have answered this question positively. This is
clearly portrayed in the diagram under the form of percentage (90,90 %). No one has
answered negatively from the teachers as shown in the figure (0 %). The last answer

which was not offered in the alternative of the question but has been provided by
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one teacher who thinks that the translation of literary discourse is not totally difficult.

The percentage of the last answer is 9,09 %.
Q9. Whatever your answer, please justify:
Those who answered the previous question positively have justified as follows:

Literary discourse is translatable. Its translation is difficult but still possible
because we have language universals which mean that what is said in a language can
be transferred into another, that is, the notions are the same among all languages all
over the world. Only the linguistic units which shape those notions are different.
Thus, literary discourse is translatable because meaning can be transferred from one
language to another but the translator needs to master the literary skills of the
language including cultural ones since translating literary discourse is considered to be

a second creation which needs poetic change to fit the target language rules.

One teacher has answered the previous question by saying ‘somehow’ and
justified it by saying; “there may be some translators who are also novelists, poets,
or anything of that sort” which implies that some translators are themselves poets,

novelists, etc. which makes them able to translate literary discourse.
Q10. Is poetry always difficult to translate?

a. Yes

b. No

This question is asked in order to know if poetic discourse is always difficult
to translate or not because, if difficult, it will need some techniques when the

translator is in the process of rendering one text from one language to another.
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Answers N %

Yes 09 81,81 %
No 02 18,18 %
Total 11 99,99 %~=~100 %

Table 48: The difficulty of translating poetry

90,00% -
80,00% -
70,00% -
60,00% -
50,00% -
40,00% -
30,00% - .
20,00% - / \
10,00% -

0,00%

yes no

Fig. 20: The difficulty of translating poetry
In the table above, the majority of teachers (09) have confirmed that poetry is
always difficult to translate. However, only two (02) teachers responded by saying
that poetry is not always difficult to translate. This is clearly translated in the form
of the figure where the rate of those who said that the translation of poetry is
always difficult is much higher (81,81 %) than those who said that the translation of

poetry is not always difficult (18,18 %).

Q 11. Whatever your answer, please explain why:
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The teachers who answered the previous question saying ‘no’ have justified
their responses by saying that poetry is not always difficult to translate because it
just needs poetic skills. Moreover, if the translator is a poet and a translator at the

same time this will facilitate his work.

However, those who gave a positive answer to the previous question have
justified their answer by saying that its difficulty rises from the meaning, structure,
rhyme, and rhythm. So, in the translation of poetry, an aesthetic function of language
is required. One cannot translate poetry if he or she does not have sensitivity,
imagination, and creativity. That is one should be a poet or at least know poetry in
order to preserve both the form and the content which is a balance difficult to
achieve. As a result, poetry is difficult to translate but not impossible because this
depends on the poem itself, its rhyme, meter, etc. and the way the translator is doing
his job. Thus, it may be done by imitation by wandering freely from the source text

and conserving its main idea.

All in all, teachers of translation agree upon the difficulty of translating poetry.
Yet, they emphasize on the possibility of translating it focusing on the main factors
of poetic texts that should be preserved in order to have the same effect in the target

language poem.

Q 12. What do you think of the famous saying of Robert Frost “poetry is what gets

lost in translation” (in other words, is poetry the art of the impossible) ?

In answering this question some teachers have agreed upon losing some
meaning when translating poetry as when translating any other piece of writing. As a
matter of fact, they said that this saying is true to some extent because the

translation of poetry is the most challenging one. Thus, poetry may be lost when the
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form and content of the original text are difficult to preserve. Yet poetry is
sometimes gained when the translator has the ability of preserving the content and the

form in the target language.

Two teachers have answered by saying that the saying of Robert Frost is not

true (not really, not exactly).
Q 13. Amongst the following types of poems which one seems easier to translate?

a. free verse
b. blank verse
c. ballad

d. limerick
e. sonnet

f. iamb

The aim behind this question is to know which type of poetry is easier to
translate. Only the most common types of English poetry have been stated in this

table:
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Answers N %

Free verse 08 66,66 %
Blank verse 01 8,33 %

Ballad 00 0%
Limerick 01 8,33 %
Sonnet 02 16,66 %

lamb 00 0%

Total 12 99,98 %~100 %

Table 49: Easy poems in translation

70,00% -

60,00% -

50,00% -

40,00% -

30,00% -

20,00% -

pey B -

0,00%

free verse blank verse  ballad limerick sonnet iamb

Fig. 21: Easy poems in translation
The majority of teachers (08) have answered that the easiest type of poetry for
translation is free verse. On the other hand, two teachers have chosen ‘sonnet’. One

of them has chosen 'limerick' and 'sonnet' at the same time. One teacher has chosen
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‘blank verse’. No one has chosen ‘'ballad nor iamb' maybe because they are among
the most difficult types of poetry or because the teachers-translators have not been
exposed to such types of poetry. These results have been presented in the diagram
where the ratio of ‘free verse’ is the highest (66,66 %). Then, comes the ‘sonnet’
with 16,66 %, after that we have both ‘blank verse and ballad” which have the same
percentage (8,33 %). Last, both “ballad and iamb” have the same percentage which is

0 %.
Q 14. Whatever your choice, please justify:

The teachers who have chosen ‘free verse’ are eight (08). They justified their
answers by saying that it is the easiest type of poetry in translation because it
comprises no rhythm and no rhyme so, the translator just matches content because, as
its name indicates in free verse the translator does not have to stick to the form and
has more choice at the lexical, phonological, and syntactic levels. In addition, this
type of poetry has no stylistic features to be respected, no metrics or music, and the
language used is simple. One teacher has answered ‘sonnet’ but has not provided any
justification. The teacher who answered ‘blank verse’ justified by saying that this type
respects the use of rhyme and rhythm. The teacher who chose ‘limerick’ and ‘sonnet’
justified by saying when there is rhyme and meter, this makes it easier to deal with

poetry in translation.

Q 15. What are the features which should be taken into consideration when dealing
with this sensitive type of texts (poetry)?

a. figures of speech

b. denotative and connotative meanings

c. style and register

d. any other (please specify)
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This question is asked in order to know which feature among the ones
represented in the table below are of a great importance when translating poetry from

one language to another.

Answers N %
Figures of speech 02 13,33 %
Denotative and connotative
_ 03 20 %
meanings
Style and register 00 0%
Any other (please specify) 02 13,33 %
All of them 08 53,33 %
Total 15 99,99 %~100 %

Table 50: Features taken into consideration when dealing with poetry

60,00% -
50,00% -
40,00% -
30,00% -
20,00% -
- A
a
0,00% : . . : :
figures of  denotative style and any other all of them
speech and register
connotative
meanings

Fig. 22: Features taken into consideration when dealing with poetry

The majority of teachers (08) have answered either by choosing all the

suggestions or by providing this answer ‘all of them’. Three teachers, on the other
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hand, have chosen denotative and connotative meaning maybe because it is the
essence of poetic language. Others (02) have emphasized on figures of speech and
two others have provided some suggestions. None of the teachers has chosen the
answer ‘style and register’. The answers of teachers are shown in the figure which
represents the highest percentage for “all of them” (53,33 %). Then, the percentage of
‘denotative and connotative meaning” which is (20 %) and after that, we have the
percentage of both ‘figures of speech’ and ‘any other’ which is 13,33 %. Finally, we
have ‘style and register’ which have the zero percentage (0 %). It is worth noting
that some teachers have been given the possibility of ticking more than one answer.
For that, some teachers put a tick in more than one box. Consequently, they have
chosen more than one answer and because of that the total number of the answers

has been more than eleven (15).

Q 16. What should be rendered in poetry:

a. Form,
b. Content,
c. Both?

This question is asked in order to know which element should be focused on

when translating poetry whether it is the form or the content or both of them.
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Answers N %
Form 00 0%

Content 00 0%
Both 11 100 %
Total 11 100%

Table 51: The most important thing which should be rendered in poetry

100% -~
90% -
80% -
70% -
60% -
50% -
40% -
30% -
20% -

0 -
10% S—— >

0%

form content both

Fig. 23: The most important thing which should be rendered in poetry
The total number of teachers (11) have responded by choosing the answer
‘both’. This is represented in the figure where the percentage equals the whole

amount which is 100 %.
Q 17. Whatever your choice, please justify:

In answering this question, no teacher has focused on the first or second
answers alone. They have all provided the researcher of this paper with the third
answer which is ‘both’. Thus, content is as important as form because the former

- 338 -




stands for meaning and the latter represents rhyming. And, both of them constitute
the essence of poems where the coordination between them should be considered by
the translator. On the other hand, when one of them is missing, no poetry exists.
Hence, poetry is both form and content since they are both important in the source

text and should be evenly important in the target text.
Q 18. Is poetry always translated into poetry or prose?

This question is asked in order to know if poetry is always translated into
poetry or prose or is not always translated into one of them. Poetry may be rendered
into the same type of discourse. The results of the answers are represented in both

the following table and figure respectively.

Answers N %
Poetry 06 54,54 %
Prose 02 18,18 %

Both 01 9,09 %

Not 01 9,09 %

No answer 01 9,09 %
Total 11 99,99 %~100 %

Table 52: Translating poetry into poetry or prose
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Fig. 24: Translating poetry into poetry or prose

The greatest number of teachers (06) have chosen poetry may be because they
think that poetry can never be translated in any other type of discourse. Some others
(02) have chosen prose. Two teachers, on the other hand, have provided ‘both’ and
‘not’ respectively maybe because they think that poetry is sometimes translated into
poetry, sometimes into prose and some other times it is neither translated into poetry
nor into prose. One teacher has not answered. The percentage of these responses has
been shown in the figure above from the highest rate which is 54,54 % passing by

18,18 %, and ending by 9,09 %.

Q 19. Do you think that this area of interest (poetry translation) should be given

more importance in translation studies?

a. Yes

b. No

- 340 -



The aim behind this question is to know whether this area of interest

(translation of poetry) needs to be given more importance in translation studies.

Answers N %
Yes 04 36,36 %
No 07 63,63 %
Total 11 99,99 % =~100%

Table 53: Giving more importance to the translation of poetry

70,00% -
60,00% -
50,00% -
40,00% -
30,00% -
20,00% -

10,00% -

0,00% -

yes no

Fig. 25: Giving more importance to the translation of poetry
Seven teachers have answered by saying “no” maybe because they think that a
lot of studies have been done in this field. However, only four teachers have
answered ‘yes’ which means that the field of translating poetry should be given more
interest in translation studies. The results are clearly portrayed in the figure above

where the percentage goes from 36,36 % to 63,63%.
Q 20. If yes, please explain why:
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In justifying the previous question, those who responded by saying ‘yes’ have
explained by saying that translation studies should be comprising all aspects of
literature as a field of translation. Poetry translation needs more interest namely
critical studies in order to gather more theoretical knowledge because poetry
transcends the meaning to deal with the form. Three teachers have not given their
justifications. However, some of those who answered negatively have given their
justifications. They said that there is no need to give poetry more importance than
other fields because we started in translation studies by literary translation which
includes poetry. Moreover, all types of texts should be taken equally; no area is more

or less important than others. As a result, poetry is as important as any other subject.

Q 21. Are the methods generally used in translating poetry from English to Arabic

and vice-versa efficient?

a. Yes

b. No

This question is asked for the sake of knowing if the methods used in
translating poetry from English into Arabic and vice-versa are efficient. In other
words, we focused on the methods used for translation from English to Arabic in
order to know if those methods are really effective in the translation process or they
(methods) need to be elaborated in a way that makes them effective in the English-

Arabic translation of poetry.
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Answers N %
Yes 01 9,09 %
No 07 63,63 %
No answer 03 27,27 %
Total 11 99,99 %~100 %

Table 54: Efficiency of methods used in translating poetry

70,00% -
60,00% -
50,00% -
40,00% -
30,00% -
20,00% -

0,00%

yes | no | Nno answer
Fig. 26: Efficiency of methods used in translating poetry

The majority of teachers (07) have answered negatively. For them, the
methods used in translating poetry in both directions are not enough and not
effective. In spite, three teachers have avoided to answer this question and only one
teacher has answered ‘yes’. The results are translated into a figure where the
percentage ranges between ‘no, no answer, and yes’. The percentage goes from the

highest to the lowest as follows: (63,63 %, 27,27 %, 9,09 %).
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Q 22. If no, can you suggest some interesting methods?

There are five (05) teachers who responded by saying ‘no’ and have not
justified their responses. On the other hand, those who justified their answers started
by saying that there is always a method for improvement. In addition, it is not just a
question of theories, but practices since translators may have the same training, the
same background knowledge, and the same theories and methods but produce
differently while translating a poem. Thus, if we need to implement new methods or
to elaborate old ones we can only do that if we think of training specialized
translators in the translation of poetic discourse. In that case, a poet teacher and

translator would be an ideal solution.

One teacher has answered ‘yes’ and justified his answer by saying that the

methods which exist are enough since they help very much.

Q 23. What is the impact of the translator’s proficiency or translator’s competence on
poetry translation (does the proficiency of the translator add something to the process

of translating poetry)?

According to the provided answers, all teachers have confirmed that the
translator should be proficient since proficiency in translating literary texts and having
acquired a wide knowledge about poetry translation can help the translator to do
better. Thus, if the poetry translator is really competent and professional, especially if
he is a poet, he can perform a perfect translation (translate poetry into poetry). So,
the competence of the translator who is a man of letters adds a flavour which can be

felt in the task of translation.
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Q 24. Should the translator of poetry be a poet himself ?

a. Yes

b. No

The aim behind this question is to know whether the translator of poetry
should be a poet himself or he should just know the poetic skills and translation
theories in order to be able to preserve and not to distort the aesthetic nature of

poetry in his translation.

Answers N %
Yes 08 72,72 %
No 03 27,27 %
Total 11 99,99 %~100 %

Table 55: Poets - translators vs. translators — poets

80,00%

70,00%

60,00%

50,00%

40,00%

30,00%

20,00%

10,00%

0,00% -
yes no

Fig. 27: Poets - translators vs. translators — poets
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Here, the majority of teachers (08) have answered by saying ‘yes’ meaning
that the translator should be a poet because he is the one who may recreate the
effect of the poem as he knows the essence of poetry. Only three teachers have
responded by saying ‘no’. The rate of these answers is represented in percentage as it

is seen in the figure 72,72 % and 27,27 % respectively.
Q 25. Whatever your answer please explain why:

The majority have responded by saying that the translator of poetry should be
a poet himself. They have agued by saying that the translator of poetry should at
least have taste because the source poem has got to be appreciated and the best
appreciation and understanding is that of a poet. For that, the translator who is not a
poet cannot translate poetry. This is namely due to specificities that poetry has and
that the translator must know to add artistic aspects to the translation. In short, it

takes a poet to understand another poet.

Those who responded by saying ‘no’ have said that the translator may just
have poetic skills and poetry criticism competence without being a poet. Thus, just
being familiar with poetry makes the translator capable of translating poetry without
being a poet.

Q 26. What are the strategies that are used by translators in order to transmit the

message of poetic discourse to the target language audience?

a. adaptation
b. modulation
c. cultural transplantation (approximation)

d. any other (please specify)
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Through this question we intend to know if teachers of translation know the
strategies used in translating poetry and whether they tend to use some of them in
the process of translation. We have suggested some and wanted them to suggest
others but unfortunately no one of the teachers knows other strategies though there

are plenty which have not been suggested as these are the most frequently used ones.

Answers N %
Adaptation 02 15,38 %
Modulation 01 7,69 %

Cultural transplantation
o 03 23,07 %
(approximation)
All of them 07 53,84 %
Any other 00 0%
Total 13 99,98 %~100 %

Table 56: Strategies used by translators of poetry

60,00% -~
50,00% -
40,00% -
30,00% -
20,00% -
10,00% -
0,00% -

Fig. 28: Strategies used by translators of poetry
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The majority of teachers (07) have put ticks in the box provided for the
answers; there are those who have chosen only one answer, those who have chosen
two answers, and those who put ticks in all the boxes and this is all accepted. Two
teachers have chosen the first and last answers ‘adaptation and cultural
transplantation’, one has chosen the second and third answers ‘modulation and cultural
transplantation’, and only one teacher has chosen ‘cultural transplantation’ only. This
is shown in the figure where the degree of percentage goes from 53,84 % which
concerns the answer ‘all of them’ to 23,07 % representing ‘cultural transplantation,’
15,38 % representing ‘adaptation,’ 7,69 % showing 'modulation,” and 0 % representing
‘any other' which means that teachers of translation have not suggested any other

strategy.

Conclusion

In short, The majority of teachers consider the translation of poetry possible
but they specify that it needs some special poetic skills. The translator of poetic
discourse should at least have taste or be a poet himself which would make him able
to transmit what was said by the other poet in the source language. Moreover, for
the question on whether to stick to the source language or to the target language
rules, teachers have answered that the emphasis should be on both of them but it
should mostly be given to the target language audience. Concerning the strategies
used in translating poetry, the teachers have settled for what has been suggested
although there are plenty of other strategies used either in poetry translation or in
other registers. As a result, translation is a difficult task which cannot be acquired
except through practice especially the translation of poetry where the translator should
have the sense of creativity which is absent in the translation of scientific texts.
Moreover, having trainee translators or translators who are themselves poets may be a
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good and fruitful idea which results in good translations which will redound in
enriching languages and transmitting the message which the source language poet
intends to transmit to target language readers in a beautiful clothing and with deep
meaning. Thus, it is worth saying that translating poetry is not the art of the
impossible but rather art of the possible since translators have some notions which

help in preserving the meaning and effect of poetic verses.
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General Conclusion and Pedagogical Recommendations
The objective behind this part is to draw conclusions from the previous
research chapters. Here, the ideas will be discussed from a starting point which is the
importance of the translation of poetry by going through translation theories and
moving on to the translation of the poetry of Robert Frost from English into Arabic
to make it clear that the analysis of the translation process helps in understanding the
decision making and the strategies adopted by the translator, and finally ending with

the pedagogical recommendations for further research.
The Importance of Translating Poetry

Literary translation has gained its importance differently from other fields of
translation because of its peculiarity which rises from the ability to connect between
cultures and to transmit the meaning from one language to another through promoting
understanding. Poetry is the heart of literature and especially of its translation because
it is the most important type of writing. The difficulty of poetry translation rises
from its authenticity because it combines between linguistic, semantic, pragmatic, and
cultural aspects which oblige the translator to go a step further to cover all the
aspects of the poetic discourse when rendering it from one language to another. It is
the most difficult to write, to understand, and to translate. Thus, it is very important
to mention the characteristics of the translator of poetry who should be a poet-
translator who understands the style, the form, and the language of poetry rather than
a translator who works and who is equipped only with the knowledge of both the ST

and the TT.
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Translation Theories and Strategies

Most translators find difficulties concerning how they go about the translation
process. Hence, they insist on the use of a practical approach which is considered to
be effective and efficient. Yet, poet-translators rarely use translation theories because
they consider the use of theory as a waste of time and energy as each translator has
his own way of translating especially poet-translators. Thus, research, in the
translation of poetry, is fairly young and it needs to be developed because the

translation of poetry passes by two phases; interpretation and creation.

On the other hand, translation methods or strategies, may be applicable if we
deal with two distant and totally different languages such as English and Arabic.
“Omission occurs fairly frequently in Arabic /English translation” (Dickens, 2006: 23).
This implies that dynamic equivalence is the most effective method since it focuses
on the effect of words and the feeling which are the most important aspects of this

type of discourse.

Here, the poet-translator will be put between two choices; either to be
‘faithful’ or to be ‘free’. While the first focuses on the translation of words and
sentences literally, the second emphasizes less on the form of the source text but
does not neglect the meaning of words. Faithful translation cannot be applied here
since Arabic and English are two different languages. For example; if we want to
translate an English proverb like ‘forbidden fruit are sweet> we cannot be faithful
for if we follow the original sentence word for word, the target sentence will have
no sense which is sl 4ajaall JWi" /al-thimaru al-muharamatu hulwatun/. For that,

a better translation will be ‘G s gsiea J$° /kulu mamniiw‘in marghawbun/ because
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it is more appropriate in the Arabic language. Thus, the translation of poetry needs

more research because cultures need to learn from each other.
Translation of the Poetry of Robert Frost

Robert Frost is the father figure of American poetry. He has written poetry
and put theories about writing poems and so, he is also a poetry theorist. Moreover,
he participated in many seminars and conferences trying to make his audience
understand his poems. Thus, it is essential that the translation of his poetry should be
critically analysed. His English is written in a simple style which combines between
deepness, philosophy and richness. These aspects should be reflected in the
translations of his poems. Hence, some poet-translators use elaborate sentence structure
and elevated style while translators who are not poets tend to use simple sentences
and prosaic language. In this respect, Frost is famous for the use of simple words
and expressions, yet his language is loaded with deep meaning which lies behind the
surface of words and sentences and which calls the insight of the poet-translator and

makes the process of translation a difficult one.

If the poems of Robert Frost are translated using explicitation and especially
implicitation theory, dynamic equivalence will be achieved in order to show the ideas
and the feelings of the original poem in the English language. The use of such
strategies enhances the meaning in the ear of the hearer and enriches the TL which
is in this case Arabic. Faithful translation is acceptable and satisfactory but a good
translator is never satisfied with what is acceptable and satisfactory. Thus, the
translator does not always achieve dynamic equivalence when faithful translation
theory is used because foreignising the text and being faithful to the original phrases

and words of the source text results in losing the effect of the source text.
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Consequently, it is very important for the translator of a literary work to have the
spiritual and linguistic fluency in the language he translates from because this enables
him to underatand and transmit the intended meaning to the target language readers.
For that, the translator should be creative in order to end up with creative equivalent

of the source text in the target language.

Through the whole research, we have tried to see whether the translation of
poetry is possible or not. This has been done through asking four questions in order
to confirm the hypotheses which have been put as suggested answers for these
questions. Two of the questions were related to the first hypothesis and two in order

to confirm the second hypothesis. The research questions are as follows:
- Is literary discourse and especially poetry translatable or not?

- Should translators stick to the source language text in order to be faithful to the
original version or should they translate the source text in a way that suits the target

text audience?

- What are the strategies that are used by translators in order to transmit the message,

here, poetic discourse, to the target language audience?

-Should the translator be a poet in order to render poetry effectively or should he be

a proof translator?

In order to answer these questions we have put two hypotheses which are as

follows:

1. Translators should translate the source language text in a way that suits the target

language audience in order to transmit the poetic message? and

2. In order to overcome the problem of untranslatability of poetry, translators use

some strategies in order to avoid distorting the meaning of the original text.
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For the sake of answering the previous questions, we have used the following tools:

U Parallel language corpora consisting of poems of the American poet Robert

Frost and their Arabic tranalations.
U Examples of translated versions directed to novice and professional translators.
O A questionnaire directed to translation teachers.

We have come to those results:

-Poetic Translation is different from other types of translation. So the specificity of
poetic discourse should be taken into account when translating it.

-There should be a unified model of the strategies used in translating poetry in order
to simplify the difficult task of translating poetry.

- Translating poetry to a verse form is better than prose.

-There is no importance to mention the two extremes: faithfulness and treachery in
translating poetry because what is important in the translation of poetry is to create a
good target poem.

-Poetry translation is an art. In other words, it should be performed by an artist who

is the poet-translator.

As a result, the two hypotheses have been confirmed since through the
analysis of the poems of Robert Frost, we have found that some translators have
rendered the source text in a way that suits the target language audience and
transmitted the poetic message and the meaning it carries as it is. Thus, the first
hypothesis is comfirmed. The second has also been confirmed because this is the
result we have found from the analysis of the questionnaire that was directed to

teachers.
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Pedagogical Recommendations for Further Research

This research examined the translation of poetry at two levels; novice
translators and professionals touching on the characteristics of this specific type of
writing and focusing on strategies used to render this specific discourse from one
language into another. Identifying areas where further research is needed, highlighting
key matters of concern or enquiry, and making recommendations for further action is
needed. Thus, to wind up, these are some pedagogical recommendations which may
have a practical application to help translators of poetry cope with all the features

which should be taken into consideration when translating this type of discourse.

Besides the importance given to the translation of poetry and the studies that
have been carried out, translators should be aware of the strategies used in translating
poetry, when to apply them, whether the presence of one avoids the others, when to
apply one rather than the others, and above all whether they co work to form a

good product (target text) in the target language.

So, it is difficult to easily translate poetry from one language to another
because some strategies should be applied to get good results. Attempts have been
made to establish such a unified model of the strategies used in translating poetry
especially from Arabic into English. Yet, this may not be applicable since each
translator has his own way of dealing with a given piece of written poetry in order
to transmit the same meaning of the source language text to the target language

readers.

In addition, there is a need to provide translators with training courses since
this may help them to be aware of the main constituents of poetry and how they

should render it from one language into another. Practice is the key towards the
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perfection and the mastery of translating a given type of texts, in this case poetry
translation.

It would also be relevant and necessary to undertake further research which
looks into the comparison of the translation of various English and American poets
and vice versa where the poet-translators have used the most effective theory of
translation which deals with comprising different strategies and renders the source text
(poem) freely without following its words and structures literally.

The Study focused on:

- Academic limitation: The problems encountered in translating poetry, and the
strategies used to overcome those problems.

- Human Limitation: proof translators and translation teachers.

The limits of this research are restricted to the nature of this study. It would be
intresting to undertake further research which would look at many more samples of
Arabic translations of the poetry of Robert Frost in order to gain more thorough
understanding of the translation strategies used in this area which will be of a great

intrest in the area of translating poetry.

In sum, The process of translation is not only a linguistic transfer, but it is
also a cultural transfer. It is worth mentioning that poetry translation should take
cultural aspects of both the SL and the TL into account. Thus, cultural aspects of
translation cannot be grasped by a pure linguistic analysis. The translator may
encounter some features which govern the piece of poetic discourse and which do not
have an equivalent in the target language. In this stage, the translator should opt for
a strategy that works with the problem he confronted. Hence, the translation process
is based on the selection of the appropriate procedures along the whole process which

is complicated because it goes through different steps. As a result, the translator of
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poetic discourse should understand the meaning of the piece he intends to translate

because the meaning is the essence of translation.

In general, the translation of poetic discourse is possible but it needs attentive
understanding in order to transmit the meaning intended by the poet. In addition, the
application of strategies in translation and especially with literary texts (poems) leads
to fruitful results. For that, it may be said that the translation of poetry is very

crucial; it is the key towards understanding others’ cultures.
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Appendices
Appendix One: The parallel language corpora

1. English Versions

-The Road Not Taken

Two roads diverged in a yellow wood,
And sorry | could not travel both

And be one traveler, long | stood

And looked down one as far as | could
To where it bent in the undergrowth;

Then took the other, as just as fair,
And having perhaps the better claim,
Because it was grassy and wanted wear;
Though as for that the passing there
Had worn them really about the same,

And both that morning equally lay

In leaves no step had trodden black.
Oh, 1 kept the first for another day!
Yet knowing how way leads on to way,
| doubted if | should ever come back.

| shall be telling this with a sigh
Somewhere ages and ages hence:
Two roads diverged in a wood, and |
| took the one less traveled by,

And that has made all the difference.

-Stopping by Woods on a Snowy Evening

Whose woods these are | think | know.
His house is in the village, though;

He will not see me stopping here

To watch his woods fill up with snow.

My little horse must think it's queer
To stop without a farmhouse near
Between the woods and frozen lake
The darkest evening of the year.

He gives his harness bells a shake
To ask if there's some mistake.
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The only other sound's the sweep
Of easy wind and downy flake.

The woods are lovely, dark, and deep,
But | have promises to keep,

And miles to go before 1 sleep,

And miles to go before | sleep.

-Mending Wall

Something there is that doesn't love a wall,
That sends the frozen-ground-swell under it,
And spills the upper boulders in the sun,

And makes gaps even two can pass abreast.
The work of hunters is another thing:

| have come after them and made repair

Where they have left not one stone on a stone,
But they would have the rabbit out of hiding,
To please the yelping dogs. The gaps | mean,
No one has seen them made or heard them made,
But at spring mending-time we find them there.
I let my neighbor know beyond the hill;

And on a day we meet to walk the line

And set the wall between us once again.

We keep the wall between us as we go.

To each the boulders that have fallen to each.
And some are loaves and some so nearly balls
We have to use a spell to make them balance:
‘Stay where you are until our backs are turned!"
We wear our fingers rough with handling them.
Oh, just another kind of out-door game,

One on a side. It comes to little more:

There where it is we do not need the wall:

He is all pine and | am apple orchard.

My apple trees will never get across

And eat the cones under his pines, I tell him.
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He only says, 'Good fences make good neighhors'.
Spring is the mischief in me, and | wonder

If I could put a notion in his head:

'"Why do they make good neighbours? Isn't it
Where there are cows?

But here there are no cows.

Before | built a wall I'd ask to know

What | was walling in or walling out,

And to whom | was like to give offence.
Something there is that doesn't love a wall,
That wants it down." | could say ".Elves' to him,
But it's not elves exactly, and I'd rather

He said it for himself. | see him there

Bringing a stone grasped firmly by the top

In each hand, like an old-stone savage armed.
He moves in darkness as it seems to me —
Not of woods only and the shade of trees.

He will not go behind his father's saying,

And he likes having thought of it so well

He says again, Good fences make good neighbours.
-Birches

When | see birches bend to left and right

Across the lines of straighter darker trees,

I like to think some boy’s been swinging them.
But swinging doesn’t bend them down to stay

As ice storms do. Often you must have seen them
Loaded with ice a sunny winter morning

After a rain. They click upon themselves

As the breeze rises, and turn many-colored

As the stir cracks and crazes their enamel.

Soon the sun’s warmth makes them shed crystal shells
Shattering and avalanching on the snow crust—
Such heaps of broken glass to sweep away

You’d think the inner dome of heaven had fallen.
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They are dragged to the withered bracken by the load,
And they seem not to break; though once they are bowed
So low for long, they never right themselves:

You may see their trunks arching in the woods
Years afterwards, trailing their leaves on the ground
Like girls on hands and knees that throw their hair
Before them over their heads to dry in the sun.

But | was going to say when Truth broke in

With all her matter of fact about the ice storm,

| should prefer to have some boy bend them

As he went out and in to fetch the cows—

Some boy too far from town to learn baseball,
Whose only play was what he found himself,
Summer or winter, and could play alone.

One by one he subdued his father’s trees

By riding them down over and over again

Until he took the stiffness out of them,

And not one but hung limp, not one was left

For him to conquer. He learned all there was

To learn about not launching out too soon

And so not carrying the tree away

Clear to the ground. He always kept his poise

To the top branches, climbing carefully

With the same pains you use to fill a cup

Up to the brim, and even above the brim.

Then he flung outward, feet first, with a swish,
Kicking his way down through the air to the ground.
So was | once myself a swinger of birches.

And so | dream of going back to be.

It’s when I’'m weary of considerations,

And life is too much like a pathless wood

Where your face burns and tickles with the cobwebs
Broken across it, and one eye is weeping

From a twig’s having lashed across it open.

I’d like to get away from earth a while
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And then come back to it and begin over.

May not fate willfully misunderstand me

And half grant what | wish and snatch me away
Not to return. Earth’s the right place for love:

I don’t know where it’s likely to go better.

I’d like to go by climbing a birch tree,

And climb black branches up a snow-white trunk
Toward heaven, till the tree could bear no more,
But dipped its top and set me down again.

That would be good both going and coming back.
One could do worse than be a swinger of birches.
-The Pasture

I'm going out to clean the pasture spring;
I'll only stop to rake the leaves away
(And wait to watch the water clear, | may):
I shan't be gone long.— You come too.

I'm going out to fetch the little calf

That's standing by the mother. It's so young,
It totters when she licks it with her tongue.
| shan't be gone long. -- You come too.

-A Time to Talk

When a friend calls to me from the road
And slows his horse to a meaning walk,
| don't stand still and look around

On all the hills 1 haven't hoed,

And shout from where | am, What is it?
No, not as there is a time to talk.

| thrust my hoe in the mellow ground,
Blade-end up and five feet tall,

And plod: | go up to the stone wall

For a friendly visit.

-Bond and Free
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Love has earth to which she clings
With hills and circling arms about
Wall within wall to shut fear out.

But thought has need of no such things

For thought has a pair of dauntless wings.

On snow and sand and turn, | see
Where love has left a printed trace
With straining in the world’s embrace.
And such is love and glad to be

But thought has shaken his ankles free.

Thought cleaves the interstellar gloom
And sits in Sirius’ disc al night,

Till day makes him retrace his flight
With smell of burning on every plume,
Back past the sun to an earthly room.

His gains in heaven are what they are.
Yet some say love by being thrall
And simply stays possessing all

In several beauty that thought fares far
To find fused in another star.

-The Birthplace

Here further up the mountain slope
Than there was every any hope,

My father built, enclosed a spring,
Strung chains of wall round everything,
Subdued the growth of earth to grass,
And brought our various lives to pass.
A dozen girls and boys we were.

The mountain seemed to like the stir,
And made of us a little while—
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With always something in her smile.
Today she wouldn't know our name.

(No qirl's, of course, has stayed the same)
The mountain pushed us off her knees.
And now her lap is full of trees.
-Unharvested

A scent of ripeness from over a wall.
And come to leave the routine road

And look for what had made me stall,
There sure enough was an apple tree
That had eased itself of its summer load,
And of all but its trivial foliage free,
Now breathed as light as a lady's fan.
For there had been an apple fall

As complete as the apple had given man.
The ground was one circle of solid red.

May something go always unharvested!

May much stay out of our stated plan,
Apples or something forgotten and left,

So smelling their sweetness would be no theft.
Reluctance

Out through the fields and the woods
And over the walls | have wended;

| have climbed the hills of view

And looked at the world, and descended;
| have come by the highway home,

And lo, it is ended.

The leaves are all dead on the ground,
Save those that the oak is keeping

To ravel them one by one
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And let them go scraping and creeping
Out over the crusted snow,
When others are sleeping.

And the dead leaves lie huddled and still,
No longer blown hither and thither;

The last lone aster is gone;

The flowers of the witch hazel wither;
The heart is still aching to seek,

But the feet question "Whither?"

Ah, when to the heart of man
Was it ever less than a treason
To go with the drift of things,
To yield with a grace to reason,
And bow and accept the end
Of a love or a season?

-Range-Finding

The battle rent a cobweb diamond-strung
And cut a flower beside a ground bird's nest
Before it stained a single human breast.

The stricken flower bent double and so hung.
And still the bird revisited her young.

A butterfly its fall had dispossessed

A moment sought in air his flower of rest,
Then lightly stooped to it and fluttering clung.

On the bare upland pasture there had spread

O'er night 'twixt mullein stalks a wheel of thread

And straining cables wet with silver dew.

A sudden passing bullet shook it dry.

The indwelling spider ran to greet the fly,

But finding nothing, sullenly withdrewAcquainted with the night
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| have been one acquainted with the night.
| have walked out in rain - and back in rain.
| have outwalked the furthest city light.

I have looked down the saddest city lane.
| have passed by the watchman on his beat
And dropped my eyes, unwilling to explain.

I have stood still and stopped the sound of feet
When far away an interrupted cry
Came over houses from another street,

But not to call me back or say good-bye;
And further still at an unearthly height,
One luminary clock against the sky

Proclaimed the time was neither wrong nor right.
| have been one acquainted with the night.
-Prayer in Spring

Oh, give us pleasure in the flowers to-day
And give us not to think so far away

As the uncertain harvest; keep us here
All simply in the springing of the year

Oh, give us pleasure in the orchard white
Like nothing else by day, like ghosts by night
And make us happy in the happy bees

The swarm dilating round the perfect trees

And make us happy in the darting bird
That suddenly above the bees is heard
The meteor that thrusts in with needle bill
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And off a blossom in mid air stands still

For this is love and nothing else is love
The which it is reserved for God above
To sanctify to what far ends He will
But which it only needs that we fulfil
Revelation

We make ourselves a place apart
Behind light words that tease and flout,
But oh, the agitated heart

Till someone find us really out.

'Tis pity if the case require

(Or so we say) that in the end
We speak the literal to inspire
The understanding of a friend.

But so with all, from babes that play
At hide-and-seek to God afar,

So all who hide too well away

Must speak and tell us where they are.
Devotion

The heart can think of no devotion
Greater than being shore to the ocean—
Holding the curve of one position,
Counting an endless repetition.
-Plowmen

| hear men say to plow the snow.
They cannot mean to plant it, though—
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Unless in bitterness to mock

At having cultivated rock.
-Lodged

The rain to the wind said,

"You push and I'll pelt.’

They so smote the garden bed
That the flowers actually knelt,
And lay lodged--though not dead.
| know how the flowers felt.

-A Question

A voice said, Look me in the stars
And tell me truly, men of earth,
If all the soul-and-body scars

Were not too much to pay for birth.

-Dust of Snow

The way a crow
Shook down on me
The dust of snow
From a hemlock tree

Has given my heart
A change of mood
And saved some part
Of a day I had rued.

2. Arabic Versions

-Poem 1

-Translation 1

e Aok
/tarTyqani fi ghabah/
Ok G el jladle
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/fiy ghabatin safra’a yanbathiqu tariyqan/
OSY) A G 431 i

/’asiftu ’anahu laysa fry al-’imkan/
Lagal€ 321 () Tl 5 1 5ilse 3 S

/hawnly musafiran wahidan an ’akhudha kilayhima/
S sk i g J oY) ol

/’amama al-’awali waqgaftu tawtylan/
ki Galladll Al )

/wa ’ila ’akhiri al-matafi nazart/

Can g Calaniall Al

/wa nihayata al-mun‘atafi tabi‘t/
GEPEN o i PPN

/lakinty al-thaniya —Kkhtart/

Gl Y

[fa al-’amru siyan/

Gt phall Jmdl (S Lay

/wa rubama kana afdala al-tariyqayn/
claall ey 4

/fty dhalika al-sabah/

el (i ylall ia)

/’imtada al-tariygani amamiy/
a5 5 Lagabasy

/yughatiyhima waraqu al-shajar/

A8V cda g 03 Gy ]

/lam yusawidhu wat’u al-’aqdam/

350 e sl U S

[fa taraktu al-awala liyawmin maw‘Gwd/
s el J e o

/lakin bima ’ani ’a‘rifu kayfa/

58 AV ) Gkl

/al-tariyqu ’ila al-’akhiri yaqawd/

KPS G I [ P REi

/’ashuku fiy ’anily ’ild al-’awali sa’a‘twd/
B b dadl) s 55 )

/sa’arwly hadhihi al-qisata fly tanhiydah/
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Ba (s g (e 2

/ba‘da siniyna wa siniyna madiydah/
Ok dde oo

/*an ghabatin wa tartyqayn/

Y1 (e S

/wa kayfa ’anly mina al-’ithnayn/
SR Gkl & Al

/—Kkhtartu al-tarTyqa al-khali/

sl s au 1

/wa hadha sayughayiru jamiy‘a ahwalty/
dxs () 3 s 33ELY)

/al’ustadhah siiwzan sa‘d/

-Translation 2

Sl ol o3 3y ykall

/al-tariyqu al-ladhiy lam aslukh/

Rl e e slad o)l LN Gy 2

/fty khariyfi al-ghabati al-safra’a faj’atan tariyqly lidarbayni —nshatar/
il Lo Lo il o a0

/wa li’asafly lam astati fiyhima ma‘an al-safar/

il 8 "gpaal Sy gk iy (53 jhan s

/wa bimufradiy waqaftu tawiylan um‘inu fi al-nazar/

el 5 s e 8 e Lansay &g

/wa nazartu li’ahadihima ‘ald qadri ma yaqwa al-basar/

il i oS e e

/’ila haythu ma yantahly wa lakin yukhfly muntahahu al-shajar/

Al "l "cagie ) L "ekle it & &Y

/wa li’akiiwna munsifan salaktu ma —‘tagadtu ’anahu al-darb/

" A 55 e (i g (s 0 )

/al-qariybu min nafsiy wa yuhaqiqu ma yarnaw lahu al-galb/

"adiall § gy 58 juzadll "ady 35 Taal 18 50y

/lam yartadahu qabliy ahadun tuzayinuhu al-khudratu wa yaksiiwhu al-‘ushb/
Gl e i OIS 5AY ol g

/raghma ’ana al-darba al-’akhara kana yarniw ‘ala al-‘ushb/
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S e s Y sk 134 2o sl
/yushbihu darbiy hadha fiy ‘ardi/

ol Gl sk Thie pluall 13 LadS

/kilahuma hadha al- sabaha kana mughatan bi’awraqi al-shajar/

e e T e g o8 ol i

/lam tartadahu gadamun wa lam yamura ‘alayhi ’ahadun min bashar/
Sl 531 5 e il it

/wa—htafaztu linafsty ‘alayhi yawmun ’akharu li al-safar/

Diiall ol 5 (o "al ol “Jead (1Y)

/’ila ’aniy ’ajhalu ’ayna yadhahabu biy wa ’ayna al-mustaqgar/

D3y Ledie e dgelu ad) Al ek

/wa shakaktu ’aniy ilayhi sa’a‘dwdu yawman ‘indama yuriydu al-gadar/

Sases il 3y ot isd Sal

/sa’ahki qisatty hadhih wa fiy al-qalbi tanhiydah/

Sy (ya ) AU e gl e Ladie

/indama tamuru al-sanawatu wa ana fiy ardin ba’tydah/
B e b ki sk o

/ana tariyqayni —nshatara fiy ghabatin fariydah/

AL alag] "4 e sl TGl Gl

/wa salaktu al-darba al-ladhiy ‘abarathu agdamun qaliylah/
Ala Llal 3aaY b je Lol

/wa hadha ma ghayara hayatiy li’uhaqiqa ’ahlaman jaltylah/
TR EENENER PNy

/tarjamatu hasan hijaziy/ .

-Translation 3

a8 yall g Ll

/al-shari¢ al-marfuwd/

OB yida Liala ojle LA

/al-shari’ani hahuna muftariqan/

il ¢l jhoa B e

/‘inda ghabatin safra’a yabisah/

e bae LeglS 3yl

/wa al-sayru fiy kilayhima muhal/
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O b el Cass

/fa kayfa Ity asluku shari‘ayn/

el g de Lo a5 1)

/lidha waqaftu saa‘atan/

hasmy ey J 52U kil

/anzuru li al-’awali yamtadu ba‘tydan/

ol Gk g il

/yaltawly khalfa al-shajar/

2xia¥l i abia Y g Ll

/wa al-shari‘u al-’akharu mithluhu fiy al-imtidad/
Glall 5 aliall (arg 0 slay

/ya‘liwhu ba‘du al-‘nabat/

4 i clll g Clie Y Jiadl) als

/la‘alahu al-’afdalu fa al-’a‘shabu wa al-nabatu tartadiyh/
/lakinahu yaftaqidu al-tarmiym/

DAl etk Legle LaaSIS

/kilahuma ‘alayhima malmhiu al-murtawr/

B Y A skl

/bi al-tasawiy fiy al-’irhaq/

il Ohiaa Fluall @llh gle LA

fal-shari‘ani dhalika al-sabah mumtadani bi al-tasawi/
A8 Lga ol LY Lagale

/‘alayhima al-’aliyafu lam tamasaha al-’aqdam/

AT A AY g jlall ey a5 5 LS

/kama tara faqad taraktu al-shari‘a al-akhara khayaran ’akhiran/
Ll sladl 5k CaS & jof s

/lakinanty udriku kayfa turuqu alhayati da’iman/

DAY g L G L

/taqiwduna min shari‘in li’akhar/

g bl e gy ¢ lia

/fashari‘un yaquwduna lishari‘/

Al Ll 4 e il s e of elaf 1Al

/lidha ’ashuku ’an ’a‘twda lishari‘in taraktuhu — khtiyaran akhiran/
A i Lo Sal Co g
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/sawfa ahkly ma hakaytuhu lakum/

OISl s eV 3550 A

/fty dawrati al-zamani wa al-makan/

dle s Lile claYL

/bi al-ahati ‘aman ba‘da ‘am/

OB yida Liala ojle LA

/al-shari‘ani hahuna muftarikan/

DA e La gl & yial ausd

/lakinanty — khtartu al-ladhty ma marahu kathiyr/
GoAY) sha e (5 sl Jany Le 3l

/wa dhaka ma yajalu khatwly ghayra khatwi al-akharyn/
salall | ol dan i

[tarjamatu al-dukttwr al-hamid/

-Poem 2

-Translation 1

Al e

/ ‘inda al-ghabah/

Saall oda Gyal

/liman hadihi al-ghabah/

lgaalia Ca el bl

/azununiy ’arifu sahibaha/

Wl B

/ya‘lyshu fiy al-garyah/

Lo sl 2l 8

/falan yaranily ’aqifu bijanibiha/

Ll i Ul 5 elilly ¢l

/tamtali’u bi al-thalji wa ’ana ’urakibuha/.
g sadl (G laan 2a

/yajidu hisanty fiy al-amri gharabah/

Uiy L 8 e Y il o

/an naqifa wa 1a manzila qariyban min huna/
el g 3aeatiall 3yl g

/bayna al-buhayrati al-mutajamidati wa al-ghabah/
Ll A L il
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/’ashadu al-’umsiyati zalaman fiy al-sanah/
Llas il oylay

/yazunu ’anana ’akhta’na/

il (B Al e

/fayahuzu ra’sahu fiy —stighrabin/

g A s gl & guall

/wa al-sawtu al-wahiydu al-ladhiy nasma‘u/
ac il bl bl

/tasaquta al-thalji al-na‘im/

Gl Uy 8 e Hll

/wa al-rfiyhu qurbana tansab/

Aallal) A<M Alies Al

/al-ghabatu jamiylatun halikatu al-zulmah/
L A 5o 5 Gl (1

/lakina ladaya wu‘dwdan afty biha/

AUl ol i L lad Yl

/wa ’amyalan ’ajtazuha gabla ’an ’anam/

-Translation 2

/waqfatun ’amama al-ghabati dhata masa’in mulabadin bi al-ghuyiiwm/

foal (g5 da sl o2
/hadhihi al-ghabatu hal tadriy liman/
CAISEIENE

/bal ’ana adriy liman/

Al ol 8 (Sl (0

/hiya li al-sakini fiy al-hayi al-ba‘Tyd/

o Clall = o1 g1 YV )

/lan yaranly al-’ana ’arniw lithuldwji al-ghabi fatrah/
R AP JCT R RN

/hadhihi al-ghabah takstiwha al-thultiwj/

soa JI ke 525 Slas

/wa hisanly wa huwa mazala saghiyran/

elém ol e
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/haza ’ajrasa al-lijam/

s ad Ay (I 50 Jlal

/sara yarniw Ity wa fiy fiyhi su’al/

gy Jalll g ol 8 Y gl

/lima nahnu al-’ana fiy al-bardi wa fiy al-layli wuqtwfun/
lati 13kl s Slia 13k ) )

/qala Ity madha huna wa limadha tatamala/

LB TISCNFPLLED

/rubama fiy al-’amri sir/

s g oY) (8 Lay )l

/rubma fry al-’amri stiw’/

Ilald de ) 5e W g lall & & S Y Ligh

/fahuna 1a kukha fiy al-ghabi wa 1a mazra‘atan fa limadha/
sl 1aa 5 55 Ll

/ya tura hadha al-tamalty/

Blanie By 5 ueld e (g

/bayna ghabin damisin wa buhayratin mutajamidah/
Hendg\gmg}uayuaﬂ

/wa huna la sawta fiy al-layli al-bahtym/

S L oaal Y1 elallal

/fa al-masa’u al-’ana ’adja ma yakiawn/

SLial) Al lal b il da ghas il gaal 5 o 1 (5 gus Ll

/ma siwa al-riyhi wa ’aswati sukiiwti al-thalji fiy ’ahlaki ’ayami al-shita’/
SISl 18 & Jal 5 Ul )

/wa ’ana wa al-khaylu fiy hadha al-makan/

Lia i y) Sl

/lakinanly ’arniw huna/

055 L Jeal Lilalls

[fa al-ghabu ’ajmalu ma yakawn/

055 Le lla] Al

/al-ghabu ’ahlaku ma yakiwn/

Ol (3ae ) izl

/al-ghabu ’amaqu ma yakawn/

250 ) il sl J el gin) ey L)

/lakinanly ya ghabu ’ahthiiw al-sayra gabla al-nawmi ’astabiqu al-wu‘tGwd/
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Ao 5 (AKX Gle gxie

/‘indly ‘ald katifly wu‘tawd/

asill J Jlee W) JaS) ) I Y

/labuda liy ’an ’ukmila al-’a‘mala qgabla al-nawm/
el 5 Jleally adli Lle L]

/ya ghaban talfa‘u bi al-jamali wa bi al-zalam/

b ol Jad s AT Alle b e

/wa ‘alaya tayu masafatin ukhra qubayla al-nawmi tay/
ok ol s AT Alle b e

/wa ‘alaya tayu masafatin ukhra qubayla al-nawmi tay/
salall ) 5ol dan 3

/tarjamatu al-dukttwr al-hamid/

-Translation 3

i el 3 LAY e A

/wagfatun ‘inda al-ghabati dhata masa’in muthlij/

ad el bl A o3 @l

/maliku hadhihi al-ghabati azununiy ’a‘rifub/

fi il i 4ty o)

/lakina baytahu fiy al-garyah/

L a5 3050 ()

/lan yaranty wakifan huna/

il o et a5 aile alaY,

/li’ushahida ghabatahu wa hiya tamtali’u bi al-thalj/
Oaginn izl Jlas of 1Y

/labuda ’ana hisanily al-da’tyla yastahjinu/

sl (Fde je Cmasmy s Bl

[al-wuqiwfa diwna wujawdi bayti mazra‘atin fiy al-jiwar/
slaniall 3_paall g Al u e

/ma bayna al-ghabati wa al-buhayrati al-mutajamidah/
alall b el dllaf,

/’ahlaka masa’in fiy al-‘am/

ax s il e

lyahuzu ’ajrasa sarjihi/

bl i S 13 Lad Sl

/liyas’ala fma ’idha kana hunaka —Itibas/
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Appendix Two: The Test directed to Translators
1. The Test Directed to Translation Students

Translate the folowing poem of Robert Frost into Arabic.

Some say the world will end in fire,

- 407 -



2. The Test Directed to Professional Translators

Would you please translate the following poem of Robert Frost into Arabic.

Some say the world will end in fire,
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Appendix Three: Questionnaire for Teachers

Dear teachers,

This questionnaire seeks to find the different strategies that translators usually use in
rendering a poem from a source language, in this case English, to a target language, in
this case Arabic. We shall be grateful for your precious help through your experience in

the field of translation.

1. How long have you been teaching translation?

2. Do you practise translation

always [] somewhat [] everysooften [] notatall []

3. Is translation an

easy task [ | adifficulttask [ ] it depends upon the register [ ]

4. Whatever your answer, please justify:

5. Should translated texts really have the same impact on the target language readers

as source ones have on the source language readers?

yes [ no []

6. Whatever your answer, please explain why:



7. Should translators stick to the source language text in order to be faithful to the
original version or should they translate the source text in a way that suits the target

text audience?

8. In general, is literary discourse translatable or not?

yes [ no [
9. Whatever your answer, please justify:

10. Is poetry always difficult to translate?

yes [ ] no []
11. Whatever your answer, please explain why:

12. What do you think of the famous saying of Robert Frost “poetry is what gets lost

in translation” (in other words, is poetry the art of the impossible) ?
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13. Amongst the following types of poems which one seems easier to translate?
free verse[] blank verse[] ballad []  limerick[] sonnet []

14. Whatever your choice, please justify:

15. What are the features which should be taken into consideration when dealing with
this sensitive type of texts (poetry)?

a. figures of speech []

b. denotative and connotative meanings [ ]

c. style and register ]

d. any other (please specify)

16. What should be rendered in poetry?
The form[] the content [] both []

17. Whatever your choice, please justify:

18. Is poetry always translated into:
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Poetry? [] Prose? []

19. Do you think that this area of interest should be given more importance in

translation studies?

yes [] no []

20. If yes, please explain why:

21. Are the methods generally used in translating poetry from English to Arabic and

vice-versa efficient?

yes [ ] no []

22.If no, can you suggest some interesting methods?

23. What is the impact of the translator’s proficiency or translator’s competence on
poetry translation (does the proficiency of the translator add something to the process

of translating poetry)?

24. Should the translator of poetry be a poet himself ?
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yes [ ] no []

25. Whatever your answer please explain why:

26. What are the strategies that are used by translators in order to transmit the
message of poetic discourse to the target language audience?

a. adaptation [

b. modulation []

c. cultural transplantation (approximation) [ ]

d. any other (please specify)

Thank you
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Résumé

Traduire la poésie a toujours fait lI'objet de débats chauds pendant des siecles et est
toujours a l'origine de beaucoup de controverses. De nombreux chercheurs soulignent
la difficulté de traduire la poésie soit de I'Anglais vers I'Arabe ou vice versa. Certains
d'entre eux affirment que la poésie est intraduisible et il est inutile pour le traducteur
d'essayer de la traduire parce que quand la poésie est traduite, elle peut perdre sa
beauté. D'autres insistent sur la traduisibilité de la poésie en utilisant des stratégies qui
oscillent entre I’occidentalisation, c’est a dire prendre en considération les regles de la
langue source, et la domestication, c’est a dire, la présentation ou l'adaptation des
regles de la langue source a ceux de la langue cible. Par souci de connaitre les
stratégies qui conviennent le mieux a la traduction de la poésie, cette étude se
concentre sur ces aspects qui devraient étre pris en considération lorsqu'on traduit la
poesie. En outre, I’étude tente de trouver une solution pour certains écarts culturels qui
peuvent constituer des probléemes pour les traducteurs professionnels. Elle se concentre
aussi sur les modifications qui doivent étre faites au texte source afin de transmettre
le discours poétique avec tous ses aspects linguistiques, stylistiques, sémantiques, et
ésthétiques. L’étude tente aussi d’éloigner le stéréotype de l'intraduisibilité de la poésie
a travers une étude linguistique contrastive entre les versions anglaise et arabe de la

poésie de Robert Frost.

Mots-clés: la poésie anglaise, la poésie arabe, la traduction, Robert Frost, stratégies.
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