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Abstract
A good translation of a literary text is described as creative. This paper argues for the translation
of Short Story creatively by constructing a literary piece of translation in the target language.
Otherwise, the translation will be spiritless, non-creative and non-literary. The elements of
creativity in literature are many, but the core element is style. This argument is confirmed by
practical evidence derived from translated extracts from English short stories into Arabic. The
elements of creativity and non-creativity in both texts, the SL and the TL, are pointed out and
discussed in detail in relation to each example. The conclusions aimed to arrive at toward the end
of this paper assert that short stories can be translated creatively and non-creatively, but the
approved translation is the creative literary translation which is based on the elements of
creativity highlighted in the discussion throughout the paper.
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Introduction
Mostafa
Next
to poetry, the Short Story is the most popular literary genre (popular in terms of readability
and impact). It is the youngest genre in World Literature. It can be defined as a work of literature
created deliberately for artistic and entertaining values and cannot be replaced by a mere
narration of events (Bates, 1954: 13). The modern short story is different from older literary
forms and subgenres like myths, legends, fables and anecdotes. Poe (1809-1849) is one of the
creators of the short story. He views it as a short prosaic narration characteristic if the specific
effect intended by the author is achieved by a proper combination of events, that is, a specific
unity of motives and actions. Newmark(year) considers the short story as a compact narrative,
and rates it next to poetry as "the most intimate and personal form of writing in imaginative
literature … . Its essence is compactness, simplicity, concentration, cohesion. Its symbolic
connotative power transcends its realism and its denotative effect (1993: 48). On the other hand,
Raffel asserts that the translation of prose, including the short story, is sharply different from the
translation of poetry. While poetry's most important features in translation are prosodic, prose is
based on syntactic and semantic features (1994). At translating the Short Story, Newmark singles
out nine significant features (ibid.):










Its grammatical structure and layout: opening and closing sentences and paragraphs and
the title point to the story's theme and resolution. Punctuation, paragraphing and
capitalization are significant to attend to.
Leitmotifs: repeated key words or leading concepts related to the story's theme. These
have to be reproduced in the translation.
Stylistic markers of the author's style: typical words and structures related to the theme.
These have also to be reproduced in the translation.
Cultural and universal references which have to be explained economically by the
translator.
Cultural metaphors.
Genre: tale or story, spoken or written mode. The written form may conform to ordinary
social usage.
Tradition: the story has to be in line with established literary tradition of short story
writing. This tradition should be preserved in the translation to enrich the target literature.
Collateral works (i.e. intertextuality): understanding the story in relation to other works
by the same author.
Functional sentence perspective: stresses that any coherent and cohesive links within the
sentence must be reproduced in the translation.

Other factors might be as important as, or more important than these suggested above by
Newmark. Chief among these is the style-based creative / literary approach to translating short
stories in sharp contrast to content-based literal translation of sense. In other words, a sharp
distinction is recommended to be drawn between the translation of short stories into expressive
meaning (i.e. style-based creative literary meaning) and their translation into non-expressive
meaning (i.e. non-expressive, literal, ordinary or non-creative meaning). This means that the
major difference between the two methods of translation lies in the use of expressive, effective,
rhetorical, figurative, pragmatic, impressive and emotional language vis-à-vis literal,
nonfigurative, non-effective, non-expressive and not necessarily emotional language. This is the
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approach aimed at by this paper, the creative literary approach, without dismissing the other nonMostafaordinary approach as unacceptable. It might be a matter of preference.
creative,
1. Creativity in Translation
Creativity is a term that is not taken here to mean „creation‟ in the sense of „creating something
out of nothing‟, nor to mean „re-creation‟ in the sense of reproduction of the source text‟s
implied meaning in the target language. “Translative creativity” is intended to mean creating a
new translated text that is constructed by the translator in stylistic terms set forth throughout.
Describing what is prescribed by rules and what is creative in the translator‟s work is that
translation is continuously hovering between governed rule of science and intuition. It is a
balancing act of five changing factors: languages, cultures, traditions, readerships, and settings;
and five universal factors that keep it steady: reality, logic, morality, aesthetics and pure
language. (See also (Pym, 1998) and (Newmark, 1988,95 & 1998)
Creativity is defined as the ability to form new combinations. Further, it can be the ability to join
commonly independent and different elements. As a process, it is described as that which gives a
new product, and brings something new into existence. It can also be viewed as a behavior which
produces something unique and valuable. On the other hand, creativity is seen by some as any
sociolinguistic feature of language. It calls for changing traditional renderings of texts of
different types. Changes of style, grammar, cultural expressions, compensations for losses and
adjustments of any kind to the original can be seen as a kind of creativity in translation.
Creativity is against translation as imitation. “Creativity in translation starts where imitation
stops”. A translation like literary translation that changes dynamically and constantly with the
changes of time, societies, cultures and connotations is a creative translation due to the change of
interpretation of literature with the change of time. It is with this dynamic change that creativity
lies. See also (Nida, 1964 & 1998); (Newmark, 1993); (Gran, 1998) and (Ghazala, 2012&2014).
Following is a list of some creative strategies based on the development of cognitive linguistics
during the acquisition of translation / interpretation skills by trainee translators:






comprehension and analysis of the source text (i.e. grasping the functional components of
the source discourse);
(ii) abstracting and compressing the incoming discourse (i.e. the translator‟s cognitive /
mental and rigorous ability to subdivide the source texts concepts);
(iii) reproduction of the discourse in the target language;
(iv) didactic implications (i.e. creative reformulation techniques including paraphrasing,
semantic abstraction, shared knowledge and elaboration of personal strategies of
maintaining textual cohesion); and
(v) acceleration and partial automation of the interpreting process (based mainly on
implicit, internalized memory; implicit competence and explicit knowledge (see Gran
(1998); Paradis, 1994, Feo, 1993 and Viaggio (1992b),in Gran, ibid.).

On the other hand, the wider the choices, the more creativity is required. The dynamic
equivalence which unearths the sub-text, the hidden agenda of literary texts in particular, is
mainly target-text oriented and more creative than formal, or literal equivalence, or meaning.
(1988/95: 76). Newmark(1993) views creative translation as a matter of a play of words and a
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cites
the following examples (1993: 39-40):
Non-creative

Creative

„a true passion‟
„a downright passion‟
(تٓذ عتغفذ١)ػ
(ذ عتغفذ١م١)ؿم
‘becoming a rhetoric, even though tortured ’ ‘turning into rhetoric, however
lacerated that rhetoric might be‟
(يّٛت وتْ هٌه ةٌىالَ سـِٙ ، والَ ِّٕكٌٝ)ٓوى ِوى إ
(إْ وتْ أصخؾٚ ٝ ؿش،ً)ِٔششت ً والِت ً ِّٕمت
‘a mine of hatred’
‘a time-bomb of hatred’
(ذ لٕخٍذ١٘سذ ويةٛلِٛ)
(ٌْٚذ ِل١٘)ِٓ ةٌىية
‘absolute night’
‘night in its most absolute sense’
(فًٛ ػ١ٌٍُ ة١ٙ)ةٌخ
(ً١ٌ ً )ِمٍُ الِت ً مةِِت
‘the prose of the world’
‘the humdrum world’
(ٌُ ِٓ ةٌيستحذ عت/ ج١)ىس
(ٌُ ِخشوي عت/ ٞ)عتم
'the cat lay on the rug’
‘the cat sat on the mat’
(يد١ ةٌمطذ ةٌصغٍٝيد ػٍِز ع١)ةٌـص
( ةٌمطذ ةُشٍمزٍٝ)ةٌِؼتمد ع
(The last one is suggested by Jakobson, one as non-poetic / non-creative; another poetic (i.e.
creative) (1960).
The creative versions and their translations can be described as literary translations. The major
point of difference between the two groups is the choice of words (underlined) (with the last
example being an exception, deriving creativity from rhyme). The creative choices are more
impressive, expressive, formal and, thus, more literary than their non-creative counterparts which
can be described as normal, average, less expressive, less emphatic and, hence, less literary than
the creative versions.
Newmark (year )lists what he describes as the most obvious occasions for the need for creativity,
admitting that the list is not exhaustive, but useful (see ibid.):as above









Cultural words that are specific to one community: objects or activities with connotations
(„koa‟ for furniture).
Transcultural words with similar referents and different connotations in the target language
(e.g. staples like bread, rice, tea, sugar, drink, etc.)
Concept words with different emphases in different communities (obedience, liberation,
freedom fighters, terrorism, liberalism, democracy, etc.).
Peculiar syntactic structures.
Cultural metaphors, idioms, proverbs, puns and neologisms.
Significant phonaesthetic effects (e.g. bauble, pullulate).
Words of quality with no one-to-one equivalent in the target language.
Words as images and prosodic features (e.g. in poetry, stories, novels and sagas).
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Some conclusions from the foregoing account of creativity in translation can be drawn. In
Mostafa creativity is a major issue in translation studies and practice, especially literary
principle,
translation. The extent of its frequency depends mainly on the type of text, register, purposes of
the translation and the demands and type of the intended audience of the target text. In abstract,
legal technical and the majority of non-literary texts (advertising is an exception), creativity is
not a big issue and is not sought for by target readers. However, in literary texts in particular,
creativity is the core of translation. A non-creative translation of literature is claimed to be dim
and poor, and might not be recognized as a good translation. However, the concept of creativity
may be approached differently in cognitive stylistic translation of literature.
We may restress the key point of this subsection that the source of creativity in literary
translation definitely style and stylistics in both the SL and TL. One essential perquisite for a
creative literary translator is, then, to take style as the springboard as much as the source of a
creative construction of the TL translation. This can be achieved more essentially than partly by
thinking of the literary translator as writer.
2. Creative (Literary) vis-à-vis Non-creative (Ordinary) Translation:
The creative, or literary method of translation can be defined as “a special type of translation that
is concerned solely with translating literary genres and sub-genres into literary pieces of work in
the TL, accounting for all features of literariness and creative style of the original, especially,
semantic density, syntactic and lexical intricacies, polysemy, Displaced interaction, multilayeredness, symbolism / hypersemanticization, aestheticism, figurativeness and, most importantly,
tone: the involvement of human feelings, sentiments and emotions” (see also Raffel, 1988; Carter
&Nash, 1990; and Landers, 2001). On the other hand, non-creative, or non-literary translation is
defined as “an ordinary translation that focuses on capturing the sense of a literary text as literally
and directly as possible with no concern with aesthetic, figurative, expressive, effective, emotional
or impressive language”. Although the difference between the two methods is a matter of personal
preference, precedence is given to literary translation for, first, it is equivalent to creative
translation as creativity is in the most part at the level of style; and secondly, a good literary
translation cannot be described as literary if it ignores, emotions, impressiveness, figurativeness,
elaboration of syntax, intricacies of lexis and semantic density of meanings and implications. The
researcher believes that a source literary text should read literary in the target language. And when
a translation reads literary, it is creative.
Accordingly, and on the basis of this distinction, the following extracts of English short stories
are translated below into two main versions of translation each, one non-creative (or non-literary
/ ordinary); another creative (or literary). Each pair of translation is juxtaposed and discussed in
the light of the features of literariness and style highlighted crisply in the definition put forward
above.
2. TEXT (1):
"Once upon a time a lady was sitting in a train with a small dog upon her lap. The
conductor came along, looked at the dog and then said, 'Madam, do you have a ticket for
the dog?' 'No,' she answered, 'but he's just a little dog, and he's not taking up a seat...' I'm
sorry, madam, ' said the conductor, 'but rules are rules, and you'll have to buy a ticket for
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the dog.' So the lady paid. Meanwhile, a clergyman sitting next to the lady is becoming
Mostafa
visibly uneasy and, before the conductor passes on, he reaches up to the luggage rack and
lifts down a small box. He opens it, revealing to the conductor that he is transporting a
tortoise. 'Must I buy a ticket for my tortoise?' he asks. The conductor scrutinizes the
animal, scratches his head, opens his little book of rules and searches through the pages.
Finally, he snaps the book shut and makes his pronouncement, 'No,' he says, 'you don't
have to pay. Insects are free.' "
(An English Anecdote: Jon Udall. In Carter, 1987: 29)
2.1. Non-creative Translation:
ُ ةٌىٍج طٌٝ ٔمي إ، ػتء٘ت ػتِع ةيسوةوي. تٕٙ ؿعٟي ف١ت وٍج صغِٙعٚ  لطتىٟذ سؼٍَ ف٠ٌ١ٍند إٔؼ١ُ (" هةر ِيد وتٔز
 لتي ػتِع ةٌشوةوي ’أٔت آُف.‘... ًـؼٌ ِمعنة٠ الٚ ،ي١ سوويد ٌٍىٍج؟ لتٌز ’ال‘ ٌىٕٗ وٍج صغٍٝ ً٘ ؿصٍز ع،َ ِنة،لتي
ٍَؼ٠ َ١ِصخؾ ل٠ ، ٘وٖ ةألطٕتءٟ ف. ند طّٓ سوويد ٌٍىٍج١ٌِ فنفعز ة.‘ ه ٓيةء سوويد ٌٍىٍج١ٍعٚ ،ةعنٛةعن لٛ ٌىٓ ةٌم،َِنة
. ًية١لت ً صغٚلٗ صٕنٛي ِٓ ىف ةٌـمتاج ِٓ فٚشٕت٠ٚ َ١ِط ةٌمٕٙ٠ ،غتمى ػتِع ةٌشوةوي٠ ًْ أ١لخٚ ،ًمد لٍمتٌِٟةى ةٛ ػٌٝإ
شفـص٠  أكو ػتِع ةٌشوةوي.ٌِٗؤ٠ ‘ ؟ٟ سوويد ٌٍِـفتسٞ أْ أٓشيٍٟ ’ً٘ ع. ٕمً ٍُـفتد٠ ٗٔىٔف ٌؼتِع ةٌشوةوي أ٠ٚ ٗفشـ٠
ٗٔعٍٓ إعال٠ٚ غٍك ةٌىشتث حٔىً كتغف٠ ،ًية١ أك. ٗمٍج صفـتس٠ ٚ ،ةعنٛي ٌٍم١فشؾ وشتحٗ ةٌصغ٠ٚ ،ُٗـه ىأ٠ ٛ٘ٚ ،ْةٛ١ةٌـ
.)"ذ١ٔ فتٌـٔيةر ِؼت. مفع طّٓ سوويدٌٝ ال سـشتع إ، ’ال:ي١ةٌلط
The translation is obviously committed to the lexical literality of both words and meaning. The
words are translated in context into their literal and ordinary senses. The referential meaning of
the text is generally comprehended by readers. However, the pragmatic, stylistic, cultural and
literary implications are not accounted for, as the second literary version does.
Yet, the translation here is too literal. For example, 'the conductor' is translated into its dictionary
meaning as ػتِع ةٌشوةوي, rather than into its common collocation  ٔت ي/  ةٌشوةويٟػتح. Likewise, 'have a
ticket', buy a ticket, and 'pay (for a ticket)' are translated into their literal sense successively as
نفع طّٓ سوويد٠ ، سوويدٞٔشي٠ ، سوويدٍٝـصً ع٠, in preference to the recurrent collocation مطع سوويد٠. Here
is a list with these and other examples and their possible alternatives:
once upon a time
ُ ةٌٌِتْ هةر ِيد٠ لنٟت ِت وتْ ف٠ ْوت
to have/buy ticket / نفع٠ / ٞٔشي٠ / ٍٝـصً ع٠
مطع سوويد٠
pay
طّٓ سوويد
Conductor
ػتِع ةٌشوةوي
 ةٌٕت ي/  ةٌشوةويٟػتح
Madam
َِنة
ند١ُ
rules are rules
ةعنٛةعن لٛةٌم
ْٛٔ ةٌمتٛ٘ ْٛٔةٌمت
ً صخؾ لٍمت٠
become uneasy
ًٍّّش٠
Transport
ًٕم٠
ٗـًّ ِع٠
insects are free
ذ١ٔث ةٌـٔيةر ِؼتٔت ً ةٌـٔيةر ِؼتٛ ىو/ ُفي
However, except for the punch line of the anecdote, i.e. 'insects are free', the ironical, literary and
pragmatic touches of the meaning of the original are lost. Further, ambiguity can be lurking
behind some literal translations like 'transport' (ًٕم٠) (instead of صطـج٠ / ًّـ٠), 'sit in a train'
(  ةٌمطتىٟ( )سؼٍَ فrather than )سِتفي, 'insects are free' (ذ١ٔ)ةٌـٔيةر ِؼت, which does not specify either
word (replacing ً ث ةٌـٔيةر ِؼتٔتٛ)ىو, which specifies both words, etc. On the other hand, foreign
words are transferred rather than naturalized or translated into Arabic (e.g. 'madam' is transferred
into َِنة, rather than translated into (ند١ُ / ٟنس١ُ . Moreover, the grammatical case of vocative of
'madam', is ignored in the TL. That is, it is translated into َِنة, dropping the Arabic vocative
particle ‟ت٠„ (i.e. َت ِنة٠).
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Hence,
this version of ordinary translation of the text is mundane, disregarding all features of
literariness of effective, expressive, rhetorical, figurative, symbolic, metaphorical or emotional
language. A literary, creative translation of the same text may compensate for these features in
the Target Language:
2.2 Creative Translation
تٙوٍخٚ ٟ٘  ةٌمطتىٟذ سِتفي ف١ٙذ هةر غٍعذ ح٠ٌ١ٍند إٔؼ١ُ ْةٚةألٚ  ُتٌف ةٌعصيُٟ ةٌٌِتْ ف٠ لنٟت ِت وتْ ف٠ ْ(" وت
 لطعز ٌٍىٍجٜت سي٠ ً٘ َت ِنة٠ " : ت ةٌِؤةيٙ١ٍ عٝ طُ أٌم، فيِمٗ حٕميد، ةي سوةويٟت ػتحٙ١ٌ لنَ إ. ْ ةألؿعتٟي ف١ةٌصغ
ت٠  " عوىةً ِٕه:  فٌّٛ لتي ة... ي١ِ٠ ًـؼٌ ِمعنةً ح٠ ي ال١ إال وٍج صغٛ٘  فّت،ىدٚ ِت ٕ٘تن ظي، ال: َسوويد؟ لتٌز ةٌّنة
ْند إال أ١ٌِ فّت وتْ ِٓ ة."!ي١ط٠ َي أ١ِ٠ ْةء أوتُٛ ي١ه لطع سوويد ٌٍىٍج ةٌصغ١ٍعٚ !َت ُال٠ ،ْٛٔ ةٌمتٛ٘ ْٛٔ فتٌمت،َِنة
 ف حتالٔصيةف ةٔشصجٌٌّّٛت ٘ َُّ ةٚ . َٕشًٍّّ حعن أْ ك٠ ند١ٌِةى ةٛ ػٌٝ ٘وٖ ةألطٕتء حنأ لَ لن ػٍَ إٟ ف. لطعز سوويد
ْ  ف ةٌٕمتث عٌٍّٛ ؤفٚ قٚ ففشؾ ةٌصٕن. يد١بت ً حتٌعؼتاج ةٌّظ١ٍِ ية١لت ً صغٚي ِٓ ىف ةٌـمتاج صٕنٚسٕتٚ ،لفٚٚ َةٌم
ُٗـه ىأ٠ٚ ،ْةٛ١شفـص ةٌـ٠  فٌّٛ سوويد؟ أكو ةٟ ٍُـفتسٍٝ عٜت سي٠ ً٘ " :  حتٌِؤةيٟ فختمى ةٌؼتح. يد١ٍُـفتد صغ
ً أغخك ةٌىشتث حٔى،ذ ةٌّطتف٠تٙٔ ٟ ف.  صفـذ حعن صفـذ،ٗمٍج صفـتس٠ٚ ٗ١ٕعُ ةٌٕمي ف٠ٚ ٓ١ٔةٛج ةٌم١فشؾ وش٠ٚ ،ْية١ؿ
.)" ت ُٓطّتى٠  ةٌمطتىٟ فتٌـٔيةر سيوج ِؼتٔت ً ف، ال سوويد ٌٍِـفتسه،ه١ٍ ال ع،ه١ٍ ال ع: ي١أغٍك إعالٔٗ ةٌلطٚ ،كتغف
The English anecdote is obviously English culture-specific. This translation is claimed to have
gathered literary momentum due to the overwhelming change of style into prose-rhyme style
(which is classical in Arabic Language, revived here to give the sense of humor that is
overwhelming in the original) and expressive language, and taking pragmatic, literary cultural
and stylistic implications into account. Expressive language is a superordinate term that
subsumes effectiveness, impressiveness, expressiveness, formality, emotiveness, collocability,
connotativeness, pragmaticality, rhetoric, prosody, figurativeness and, above all, overall ironic
tone of the literary text concerned. It must be stressed that some of these features of literariness
overlap (e.g. effectiveness / impressiveness / expressiveness; rhetoric / collocability / formality;
etc.). Here are illustrative examples:









Effective features: ذ١ٙيد ;غٍعذ ح١ ;عؼتاج ِظetc.
Collocational / rhetorical / formal features: e.g.  ؤف ةٌٕمتث،ذ١ٕٙعُ ةٌٕمي ;ىِمٗ حٕميد ;غٍعذ ح٠;
ذ ةٌّطتف ;سًٍّّ ; حتمى حتٌِؤةي٠تٙٔ ٟ ةٌِؤةي ;فٝ ;أٌمٜت سي٠ ً٘; ْٛٔ ةٌمتٛ٘ ْٛٔةٌمت, etc.
Assertive repetition: e.g. ٜت سي٠ ً٘ (rhetorical question repeated twice); ه١ٍه ال ع١ٍصفـذ ;ال ع
ْ ;حعن صفـذٛٔ ةٌمتٛ٘ ْٛٔ( ةٌمتto sharpen the sense of irony).
Sound features: e.g.
 Prose rhyme and rhythm: ْت ِت وت٠ ُْ وت٠ لنٟ ُتٌف ةٌعصي ةٌٌِتْ فٟةْ فٚةألٚ ; ند١ُ ذ٠ٌ١ٍهةر إٔؼ
ذ غٍعذ١ٙت ;ح٠ ً٘ ٜ سًٍّّ حعن أْ ػٍَ لن لَ ;سوويد لطعز ٌٍىٍج سيٞ ند١ٌِةى ةٛ ػٌٝشفـص ;كَٕ إ٠
ُٗـه ىأ٠ٚ ،ْةٛ١يةْ ةٌـ١لت ً ;ؿٚ صٕن... يٚسٕتٚ ية١بت ً حتٌعؼتاج صغ١ٍِ يد١ت ;ةٌّظ٠  عوىةً ِٕهٛ٘ ْٛٔ فتٌمت،َِنة
ت٠ ،ْٛٔ ُالَ ةٌمتetc.
 Alliteration: e.g.  فٌّٛي ;ػٍَ لن لَ ;حتالٔصيةف ة٠َ٠ ي٠ػ٠ َت ٓطتى ;أ٠  ةٌمطتىٟف
 Leitmotifs: ( repetition of the same sound in consecutive words in different places):
e.g. ُٗؽن ىأٞٚ ،ْةٛ٠يةْ ةيؽ٠ي ;ؽ٠أغٌك إعالٔٗ ةٌقغٚ ، أ غحك ةٌىشتث حٔىً كتغف،ت ّغةى ;ةٌُ غةف٠ قغةى
Synonyms: ُ٠ لن/ ةْ ; ُتٌفٚ أ/  عصي/ ْلف ;ًِتٚ /  ؤف ;ةٔشصج/  ;فشؾetc.
Formal Periphrasis: e.g. ٜت سي٠ ً٘ (c.f. ً٘);  ةٌِؤةيٝ أٌم/ ( حتمى حتٌِؤةيc.f. ;)ُؤي
Functional additions: e.g. the addition of the ironical َت ُال٠ (to rhyme with َحعن أْ كَٕ ;)ِنة
to rhyme with ٍَػ...َت ٓطتى ;)ل٠ (to rhyme with  ;)لطتىetc.
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 Disrupted word order (to achieve rhyme and rhythm): e.g. ت ةٌِؤةيٙ١ٍ عٝ( أٌمinstead of ٝأٌم
Mostafa
تٙ١ٍ( لطعز ٌٍىٍج سوويد ;)ةٌِؤةي عrather than the normal فتٌـٔيةر سيوج ِؼتٔت ً ;)لطعز سوويد ٌٍىٍج
(replacing ً  ;)سيوج ةٌـٔيةر ِؼتٔتetc.
 Traditional clichés (for sharpening the sense of irony): e.g.  ُتٌفُٟ ةٌٌِتْ ف٠ لنٟ ِت وتْ فٞوتْ ة
ْةٚةألٚ ةٌعصي
 Rhythmical grammatical structures: e.g. ىدٚ( ِت ٕ٘تن ظيcf. ىدٚ( حنأ لَ لن ػٍَ ;)ال ظيcf. حنأ
ٍَ;)لَ ػ
 Functional vocalization: end stop vocalization(ْٛ )ُى: كَْٕس... سووي ْسٖ ;لَْس لن ػٍَْس...ٜ;سي
ْس
ْس
كتغف
...ِطتف
; ٓطتىْس...  ;لطتىْسetc.
 Ironic tone: The ironic tone of the anecdote is overwhelming. The punch line of the joke
at the end is sharpened extraordinarily by most of the features outlined above. A case in
point is the translation of 'once upon a time' into a traditional equivalent in Arabic ( ت٠ ْوت
ْةٚةألٚ  ُتٌف ةٌعصيُٟ ةٌٌِتْ ف٠ لنٟ )ِت وتْ فwhich is an excessively redundant, but rhymed and
rhythmical version, compared to short versions like: َت٠َ ِٓ ةألٛ٠ ٟ ف/ ْت ِت وت٠ ْ وت, to make
the contrast and irony sharper. That is, starting a very short anecdote with a long cliché
suggests an ironical contrast between them. Further, the rhymed, rhythmical and
synonymous sequence of the statement adds to this tone of irony.
On the other hand, the functional additions made in the translation - which can be
justified on stylistic, pragmatic and cultural grounds - are chosen deliberately and with
care not only to achieve rhyme, but also to insinuate sarcasm, for, lexically and culturally,
َت ُال٠ and ت ٓطتى٠ are used among other things for humorous and exclamatory purposes.
Moreover, the latter suggests a still sharper sense of irony for the speaker is supposed to
use it mocking the listeners, but it turns against him and, in fact, describes him as a fool
by implication, which is what the whole anecdote wants to say. Culturally speaking, it
reflects the famous English way of joking by fooling oneself.
The sharpest ironic feature of all is the manipulation of prose rhyme and rhythm on a
large scale in the translation of the text. It is not so much aimed at creating a poetic effect
of some kind as reinforcing the sharp tone of irony in a unique way that draws much on a
classical literary style of writing in Arabic literary heritage. In Arabic tradition of literary
writings, prose rhyme and rhythm are two distinctive basic and indispensable features of
style aimed first and foremost at creating poetic, literary effects. Now, however, this type
of style is no longer common in use; yet, when used, it suggests primarily a tremendous
sense of irony, as the case may be here.
Hence, these are the features of literariness behind describing the second version of translation as
literary. Obviously, all of them are uniquely elaborated to sharpen the overwhelming tone of
irony of the original.
3. TEXT (2):
"There was no hope for him this time: it was the third stroke. Night after night I had passed the
house (it was vacation time) and studied the lighted square of window: and night after night I had
found it lighted in the same way, faintly and evenly. If he was dead, I thought, I would see the
reflection of candles on the darkened blind for I knew that two candles must be set at the head of a
corpse. He had often said to me: I am not long for this world, and I thought his words idle. Now I
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knew they were true. Every night as I gazed up at the window I said softly to myself the word
Mostafa It had always sounded strangely in my ears, like the word gnomon in the Euclid and the
paralysis.
word simony in the Catechism. But now it sounded to me like the name of some maleficent and
sinful being. It filled me with fear, and yet I longed to be nearer to it and to look upon its deadly
work."
(James Joyce, The Sisters)
3.1 Non-creative Translation:
سفـصز ةٌّيحعٚ ) ً عند ِيةر (وتٔز فشيد إػتًد١ٌٍ ةٟ ِيىر حتٌٌّٕي ف.  ٌمن وتٔز ةألًِذ ةٌظتٌظذ. خك ٌٗ أًِ ٘وٖ ةٌّيد٠ ٌُ"(
ٌٛ ٗٔ أِٟ ٔفٟ فىير ف. شـين٠  حٔىً حت٘ز ال،ًوة ةٌٌّٕي وٕز أػنٖ ِعت ًء وّت وتْ مةاّتٍٙذ ِيىر ح١ٌ ً وٟفٚ . ةٌّعتء ٌٍٕتفود
ٌٟ  لتي. ز١ٌّٓ عٕن ىأٍ ة١ظع ّٓعشٚ ٟٕخغ٠ ٗٔ عٍّز أٟٕٔ ةٌِشتىد ةٌّمٍّذ ألٍٝر ةٔعىتٍ أٓعذ ةٌَّٔ عٞ ٌيأ،ًشت١ِ ْوت
 ةٌٕتفودٌٝت إٙ١ٍذ وٕز أٔمي حنلذ ف١ٌ ً وٟ ف. مذ١ت وتٔز ؿمْٙٔ أ٢عٍّز ةٚ ،ذ١ ٕٕز أْ وٍّتسٗ وتٔز عخظٚ ًال٠ْٛ غ١يةً ٌٓ أع١وظ
 أظالع ٔتلصًٞةٛ ِظً وٍّذ ِش،ٟٔ أهٟخت ً ف٠ي٘ت مةاّت ً غي١ ٌمن وتْ سؤط.ًٍٓر كتفز لتاالً وٍّذ ةيٛ حصِٟوٕز أسـنص ِع ٔف
 إه،ي٠ي٘ت وتُُ وتآ ٓي١ْ فمن أصخؾ سؤط٢ أِت ة. ٓ٠ ٌٍنُٟٙ ةٌٔف١ٍ وشتث ةٌشعٟٓ ف٠وٍّذ ةٌشؼتىد حتٌنٚ ذ٠ن١ٍٕنُذ ةإللٌٙ ةٟف
.)" ًت ةٌمتسٍٙ فعٌٝت أوظي ألٔمي إِٕٙ  أؿخخز ةاللشيةثٌٟٕٕىٚ ،ًفتٛ كِٟٕألس
This is the opening paragraph of the first short story of James Joyce's Collection of Short Stories,
Dubliners, i.e. The Sisters. It provides a psychological and emotional account of the main topic
of the whole story, the death of the priest out of paralysis, the teacher of the protagonist, the boynarrator. and challenge. It ends up with the serious repercussions of the major event of the story
and the challenge put forward by it to the boy-narrator: the deadly work of paralysis. Thus, the
translation of an emotional description of inner feelings and impressions demands the translator's
attendance to every nuance of the description.
This first ordinary version of translation accounts for the contents as literally and accurately as
possible. Its prime concern is to transmit the referential, textual meaning of the text in context as
closely as possible, with all SL specific, cultural and other details being retained. Examples
include literal translations like: ةألًِذ ةٌظتٌظذ وتٔز, ًال٠ْٛ غ١ٌٓ أع, ذ٠ن١ٍٕنُذ ةإللٌٙ ةٟ أظالع ٔتلص فًٞةِٛش
ٓ٠ ٌٍنُٟٙ ةٌٔف١ٍ وشتث ةٌشعٟٓ ف٠ ةٌنٟوٍّذ ةٌشؼتىد فٚ, ًت ةٌمتسٍٙفع. These translations are SL biased, rendering
meaning in SL terms and not caring for the TL readers as to whether they understand them or
not. It is a kind of literal, or semantic translation of meaning that is accurate in the first place, but
not necessarily stylistic, pragmatic, emotional or expressive, being a literary text. However, a
literary version of translation like the one suggested below can be more convincing:
3.2 Creative Translation:
سّـصز ةٌّيحع ةٌّعتءٚ لز ةإلػتًدٚ ٍذ ِيىر حتٌٌّٕي١ٌ ٍذ حعن١ٌ . ذ١ فمن وتٔز ةٌعيحذ ةٌمتظ: ("ِت عتم ٌٗ أًِ ٘وٖ ةٌّيد
ٍٝز ً ةٌَّٔ ع٠ ٌيأ،ِٟ ٔفٟ لٍز ف،ً وتْ لن ىؿٌٛ . ً ُتوشتٚ ً ُتوٕتٚ ً  حت٘شت،ًشٗ ِعت ًء وّت وتْ مةاّت١ٍذ أٌف١ٌ ٍذ حعن١ٌٚ :ٌٍٕتفود
ٌشٗ ةٌّؤطيد ٌمن ةلشيثٛيةً ِم١ وظٟ ِِتِعٍٝ ىمم ع. ْٓ عٕن ىأٍ ةٌؼظّت١ظع ّٓعشٚ ٟٕخغ٠ ٗٔ عٍّز أٟٕٔةٌِشتىد ةٌّمٍّذ أل
 وٕز، ةٌٕتفودٌٝت إٙ١ٍذ وٕز أؿنق ف١ٌ ً وٟ ف.ةلعذٚ مذ ِيد١ت وتٔز ؿمْٙٔ أمىوز أ٢ ة.ًىةٛكٍز أْ وٍّتسٗ وتٔز ٘خت ًء ِٕظٚ ٍٟأػ
ًت وّظً وٍّذ ٓىٍٙ ِظ،َةٚ ةٌنٍٝ عٟٔ أهٟخت ً ف٠خت ً غي١ت عؼٙلعٚ ْ يلن وت. ًٌٍٔط ةٌىٍّذ ةٌّيعخذ ة١ر كفٛ حصِٟ ٔفٟي فٛأل
. ًٌٍٔ حّظتحذ ةٟ٘ٚ ،ًال١ٍ طّٕت ً لٟـ١ٌِّٓ ة٠ُ ةٌن١ٍْ حىشج سعٚٔشي٠ ِّٓ ٓ٠ ةٌنٟوٍّذ ةٌّشتػيد فٚ يٍِٛٔ ِٕـيف
ٗ ٓخُٟٕ٘ن
ٍف
 ةاللشيةثٌٝلت ً إٛٓ سمزٚ  أصيىرٟٕٔن أ١ َح،ًفتٛ كٟ لن أىعنر فيةاص،ي آطُ آحك٠لع ةُُ وتآ ٓيٛت وٙلعٚ ْ فمن أصخؾ٢أِت ة
.)"ز١ٌَّ ة١ِ ػظّتْ ةٌمٛ٘ٚ  أال،ع١ٌٕٔت ةٌمتسً ةٍٙ فعٍٝإٌمتء ٔميد عٚ أوظيٚ ت أوظيٙمغنغشٚ تِٕٙ
This translation can be claimed to have met some literary demands of expressivity, emotionality,
stylistic and pragmatic implications. Each of these literary implications of the textual meaning of
the original text is elaborated below:
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 Expressivity:
 Syntactic expressivity: e.g. ًِ( ِت عتم ٌٗ أcf. ًِخك ٌٗ أ٠ ٌُ).
 Lexical expressivity: e.g. ذ١( ةٌعيحذ ةٌمتظcf. ( ً ةٌَّٔ ;)ةألًِذ ةٌظتٌظذcf. ٌَّٔ;)ةٔعىتٍ أٓعذ ة
( سّـصزcf. شٗ ِعت ًء ;)سفصـز١( أٌفcf. ػنسٗ ِعتءٚ); ٟ ِِتِعٍٝ( ىمم عcf. ًية١ وظٌٟ ٌشٗ ;)لتيِٛم
ُ
( ;)لتئٟٕن أ١( حٟٕٕ( إلٌمتء ٔميد ;)ٌىcf. )ألٔمي, كٍز
(cf. ( أؿنق;) ٕٕزcf. ط ;) أٔمي حنلذ١ر كفٛحص
(cf. ر كتفزٛلع ةُُ ;)حصٛلعٗة وٚ أصخؾ... (ُُي٘ت وت١ أصخؾ سؤط...); ( ِشتػيدcf. أىعنر ;)سؼتىد
ً فتٛ كٟ( فيةاصcf. ً فتٛ كَٟٕ ةٌيةؿً ;)ِألس١ِ ىةؿً( ػظّتْ ةٌمinstead of ز١ِ), etc.
 Emotionality: ٍذ ِيىر حتٌٌّٕي١ٌ ٍذ حعن١ٌ (cf.(ً١ٌٍ ةٟشٗ ِعت ًء وّت وتْ ;ِيىر حتٌٌّٕي ف١ٍذ أٌف١ٌ ٍذ حعن١ٌٚ
ً ُتوشتٚ ً ُتوٕتٚ ً  حت٘شت،ًشـين( مةاُ ة٠  حٔىً حت٘ز ال،ًوة ةٌٌّٕي وٕز أػنٖ ِعت ًء وّت وتْ مةاّتٍٙذ ِيىر ح١ٌ ً وٟفٚ);
تد١ وتْ لن فتىق ةٌـٌٛ (cf. ً شت١ِ ْ وتٌٛ); ٍٟ( ٌمن ةلشيث أػcf. ًال٠ْٛ غ١ ;)ٌٓ أعetc. (all points and
examples can be described generally as expressive).
 Stylistic implications: Emphatic fronting and repetition (e.g. ٍذ١ٌ ٍذ حعن١ٌٚ...ٍذ١ٌ ٍذ حعن١ٌ, ْ وتٌٛ
تد١ ;)لن فتىق ةٌـeffective exaggeration(e.g. َةٚ ةٌنٍٝ( عcf. ً  ;))مةاّتemphatic alliteration and
rhyme (e.g. ً ُتوشتٚ ً ُتوٕتٚ ً ( حت٘شتcf. زؿين٠ )حت٘شت ً ال, ً خت٠خت ً غي١ت عؼٙلعٚ ْي آطُ آحك ;)وت٠( وتآ ٓيsee also
next point).
 Pragmatic implications: e.g. ذ١( ةٌعيحذ ةٌمتظunderstood from the direct ةٌىٍّذ ;)ةألًِذ ةٌظتٌظذ
ًٌٍٔ ِيعخذ( ةٌّيعخذ ةis understood by implication); ِٕـيف
ٗ ٓخُٟ( ٓىً ٕ٘نimplicated in the
ٍف
literal ذ٠ن١ٍٕنُذ ةإللٌٙ ةٟ أظالع ٔتلص فًٞةْٛ ةًٌٍٔ ;)ِشٚٔشي٠ ِّٓ... ٓ٠( وٍّذ ةٌّشتػيد حتٌنculturalreligious translation concluded from ٓ٠ت ;) ةٌشؼتىد حتٌنٙمغنغشٚ تِٕٙ  ةاللشيةثٌٝسمز إٚ أصيىر
( أصيىرand تٙ مغنغشare understood from context); ع١ٌٕٔت ةيلتسً ةٍٙع ( فع١ٌٕٔ ةis an emphatic
addition inferred from ًت ةٌمتسٍٙ)فع, etc.
All these features of this version of literary translation are features of creative translation of the
Joycean literary text that goes deep into it to explore normally unseen meanings and
implications. The following table is a juxtaposition of the two types of translation aimed at
sharpening and explicating the differences between them in further details:
The English original
(1) There was no hope
for him this time:
(2) it was the third
stroke. (3) Night after
night I had passed the
house (it was vacation
time) and studied the
lighted
square
of
window:
(4) and night after
night I had found it
lighted in the same
way,
faintly
and
evenly.
(5) If he was dead, I

Non-creative
Creative translation
translation
. خك ٌٗ أًِ ٘وٖ ةٌّيد٠ ٌُ(1) : ( ِت عتم ٌٗ أًِ ٘وٖ ةٌّيد1)
.) ٌمن وتٔز ةألًِذ ةٌظتٌظذ2( ٌعيحذ
) فمن وتٔز ة2(
ً١ٌٍ ةٟ) ِيىر حتٌٌّٕي ف3(
ٍذ١ٌ ٍذ حعن١ٌ )3 ( .ذ١ةٌمتظ
)لز ةإلػتًد عند ِيةر (وتٔز فشيد إػتًدٚ ِيىر حتٌٌّٕي
سفـصز ةٌّيحع ةٌّعتءٚ
سّـصز ةٌّيحع ةٌّعتءٚ
. ٌٍٕتفود
:ٌٍٕتفود
وةٍٙذ ِيىر ح١ٌ ً وٟفٚ )4(
ٗش١ٍذ أٌف١ٌ ٍذ حعن١ٌٚ )4(
ةٌٌّٕي وٕز أػنٖ ِعت ًء وّت
،َةٚ ةٌنٍِٝعت ًء وّت وتْ ع
 حٔىً حت٘ز ال،ًوتْ مةاّت
.ً ُتوشتٚ ً ُتوٕتٚ ً حت٘شت
.شـين٠
،تد١ وتْ لن فتىق ةٌـٌٛ )5(
ْ وتٌٛ ٗٔ أِٟ ٔفٟ) لٍز ف5(
ً ز٠ ٌيأ،ِٟ ٔفٟلٍز ف
ز ةٔعىتٍ أٓعذ٠ ٌيأ،ًشت١ِ  ةٌِشتىد ةٌّمٍّذٍٝةٌَّٔ ع
 ةٌِشتىد ةٌّمٍّذٍٝظع ةٌَّٔ عٚ ٟٕخغ٠ ٗٔ عٍّز أٟٕٔأل
ظعٚ ٟٕخغ٠ ٗٔ عٍّز أٟٕٔأل
.ْٓ عٕن ىأٍ ةٌؼظّت١ّٓعش
.ز١ٌّٓ عٕن ىأٍ ة١يةً ٌمن ةلشيث ّٓعش١ وظٌٟ تٌٙ) لت6(
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thought, I would see
ْ١يةً ٌٓ أع١ وظٌٟ ) لتي6(
كٍز أْ وٍّتسٗ وتٔزٚ ٍٟأػ
Mostafa
ً
the
reflection
of  ٕٕز أْ وٍّتسٗ وتٔزٚ ال٠ٛغ
،ًىةٛ٘خت ًء ِٕظ
candles
on
the
،ذ١عخظ
ت وتٔزْٙٔ عٍّز أ٢) ة7(
darkened blind for I
.ةلعذٚ مذ١ؿم
knew that two candles
ت وتٔزْٙٔ أ٢عٍّز ةٚ )7(
ٍذ وٕز أؿنق١ٌ ً وٟ) ف8(
must be set at the head
.مذ١ ؿمٟي فٛ ةٌٕتفود وٕز ألٌٝت إٙ١ف
of a corpse. (6) He had
ط ةٌىٍّذ١ر كفٛ حصِٟٔف
often said to me: I am
ٍذ وٕز أٔمي١ٌ ً وٟ) ف8(
.ًٌٍٔةٌّيعخذ ة
ً
not long for this world,
 ةٌٕتفود وٕزٌٝت إٙ١ حت حنلذ فٟت عؼٙلعٚ ْ) ٌمن وت9(
and I thought his
رٛ حصِٟأسـنص ِع ٔف
،َةٚ ةٌنٍٝ عٟٔ أهٟخت ً ف٠غي
ً
words idle.
. ًٌٍٔ كتفز لتاال وٍّذ ةُٟت وّظً وٍّذ ٓىً ٕ٘نٍِٙظ
ً ي٘ت مةاّت١) ٌمن وتْ سؤط9(
(7) Now I knew they
وٍّذٚ يٍِٛٔ ِٕـيف
ٗٓخ
ٍف
ً
were true.
 ِظً وٍّذ،ٟٔ أهٟخت ف٠ْ غيٚٔشي٠ ِّٓ ٓ٠ةٌّشتػيد حتٌن
(8) Every night as I
ٟ أظالع ٔتلص فًٞةِٛش
ٟـ١ٌِّٓ ة٠ُ ةٌن١ٍحىشج سع
gazed up at the
وٍّذٚ ذ٠ن١ٍٕنُذ ةإللٌٙ ة.ًٌٍٔ حّظتحذ ةٟ٘ٚ ،ًال١ٍطّٕت ً ل
window I said softly to
 وشتثٟٓ ف٠ةٌشؼتىد حتٌن
ْ فمن أصخؾ٢) أِت ة10(
myself
the
word
.ٓ٠ ٌٍنُٟٙ ةٌٔف١ٍةٌشع
ي٠لع ةُُ وتآ ٓيٛت وٙلعٚ
paralysis.
ٟ لن أىعنر فيةاص،آطُ آحك
ْ فمن أصخؾ٢) أِت ة10( سمزٚ  أصيى رٌٟٕٕىٚ ،ًفتٛك
 إه،ي٠ي٘ت وتُُ وتآ ٓي١ سؤطٛ٘ٚ ... تِٕٙ  ةاللشيةثٌٝإ
(9) It had always
 أؿخخزٌٟٕٕىٚ ،ًفتٛ كِٟٕألس
. ًَ ةٌيةؿ١ِػظّتْ ةٌم
sounded strangely in ٌٝت أوظي ألٔمي إِٕٙ ةاللشيةث
my ears, like the word
. ًت ةٌمتسٍٙفع
gnomon in the Euclid
and the word simony
in the Catechism.

Ghazala

(10) But now it
sounded to me like the
name
of
some
maleficent and sinful
being. It filled me with
fear, and yet I longed
to be nearer to it and to
look upon its deadly
work."

4. TEXT (3):
"The engine whistled as it came into the wide bay of railway lines beside the colliery, where
rows of trucks stood in harbour.
Miners, single, trailing and in groups, passed like shadows diverging home. At the edge of the
ribbed level of sidings squat a low cottage, three steps down from the cinder track. A large
bony vine clutched at the house, as if to claw down the tiled roof. Round the bricked yard
grew a few wintry primroses. Beyond, the long garden sloped down to a bush-covered brook
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course. There were some twiggy apple trees, winter-crack trees, and ragged cabbages. Beside
Mostafa
the
path hung dishevelled pink chrysanthemums, like pink cloths hung on bushes. …"
(D.H. Lawrence, Odour of the Chrysanthemums: in Carter, 1982).
This is the second paragraph of the famous English novelist and poet, D.H. Lawrence's short
story, Odour of the Chrysanthemums. It represents a unique literary style of providing the
slightest details of a descriptive account of background surroundings. It is unique due to the
fact that it provides even the tiniest of details about the whereabouts and accurate conditions
of everything and everybody moving or static in their small circle of setting. This accurate
description of the nuances of the elements of this setting is so impressive and passionate
making readers feel as though they were there. In addition, there is a unique style of animating
the inanimate participants, leaving them to speak for themselves, on the one hand, and turning
the animate elements (i.e. characters) into shadows at best. In our translation of this passage,
special attention has to be given to these hints. First, an ordinary version of translation is
suggested, followed by a literary one:
4.1 Non-creative Translation)
ٟف ِٓ ةٌعيحتر سمف فٛض وتٔز صف١ ؿ،ُذ حؼتٔج ِٕؼُ ةٌفـ٠ن٠ؾ ٌٍِىه ةٌـن١ِ ةٌعٕخي ةٌفٌّٕٝت مكً إ١("صفَّي ةٌمطتى ؿ
غٛ ةٌّعٍع ٌٍلطٜٛمع عٕن ؿتفذ ةٌِّش٠ . ُٙسٛ١ٓ ٌخ٠ػّتعتر وتألٓختؽ عتانٚ ٓ١ِشفيلٚ ٜ ِي عّتي ةٌّٕتػُ فيةم.ٕتء١ٌّة
تٙٔوؤٚ ، ةٌٌّٕيٍٝتحِذ ع٠  سٍِمز أغصتْ ويِذ ٔتسبذ. ػي٢ك ةٌيِتم ِٓ ة٠ أُفً غيٌٝ طالص مىػتر إ،ةغئٚ فٚذ ن١ةٌؼتٔخ
ً ةألُفٌٍٝذ إ٠ٛمذ ةٌط٠ت ةٌـنٙ ةٔـنىر كٍف. ذ٠ٛع ةٌٔش١ حعع ً٘يةر ِٓ ةٌيحٞن١ِي ةٌفٕتء ةٌميٛ ٔخشز ؿ. ػي٢سلنّ ُمف ة
ٌٝ سن. شيئِٙ فٍِٛفٚ ،ت ةٌٔشتءٙأٓؼتى ٓممٚ ،ْيد ةألغصت١ وتٔز ٕ٘تن أٓؼتى سفتؽ وظ.  حتٌٔؼيٝي ةٌّغط٠ك ةٌغن٠ غيٝؿش
.)" يد١يةر ةٌصغ١ ةٌٔؼٍٝذ سعٍمز ع٠ىمٚ تث١ وظ، ِخعظيٞىمٚ ْةٛك ألـ٠حّـتهةد ةٌطي
This translation does not drop any minute detail of the original, using a normal style of
language regarding grammar, word order and lexical choice in particular. The examples and
their discussion are left until later to be provided in juxtaposition with those of the literary
version of translation, which is in order now:
4.2 Creative Translation
. ٕتء١ٌّ ةٟض وتٔز أىستي ِٓ ةٌعيحتر سيحط ف١ ؿ،ُذ حّـتهةد ِٕؼُ ةٌفـ٠ن٠ٍغ ةٌفظتء ةٌيؿْس ج ٌٍِىه ةٌـن٠ ٛ٘ٚ ("ٔعك ةٌمطتى
فٛمخع و٠  ةٌّعٍعُٟٕنٌٙ ةٜٛ عٕن ؿتفذ ةٌِّش. ُٙسٛ١ حٌٝٓ إ١ة ىةػعٍٛلن ألفٚ ُ أٓختؽٙٔوؤٚ ً ؿنةٔتٚٚ ِي عّتي ةٌّٕتػُ ًىةفتر
ز١ سٍِمز ةٌخ. خِز٠ ت لنِٙذ عٕج ٔتسبذ حعمت١ٌ أغصتْ مة. ػي٢ ك ةٌيِتم ِٓ ة٠ أُفً غيٌٝٗ طالص مىػتر إ١ٌةغئ سٌٕي إٚ
مذ٠ سـنىر ةٌـن،تٙ كٍف. ذ٠ٛع ةٌٔش١ ٔخشز ً٘يةر ِٓ ةٌيحٞن١ِي ةٌفٕتء ةٌميٛ ؿ. ٖػي فشؼي٢ ُمف ةٟت فٙت سٕٔج ِلتٌخٙٔوؤٚ
،ت ةٌٔشتءٙأٓغ ةى ٓممٚ ،صٕذٛ ٕ٘تن سٕتطير أٓؼتى سفتؽ ِغص.  غطتٖ ةٌٔؼيٞي ةٌو٠ حٍغز ةٌغنٝ ةألُفً ؿشٌٍٝذ إ٠ٛةٌط
يد١يةر ةٌصغ١ ةٌٔؼٍٝذ سعٍمز ع٠ىمٚ ةثٛوؤٔٗ أطٚ ، أٓعضٞىمٚ ْةٛ ألـٌٝك سن٠ حّـتهةد ةٌطي. ف أٓعض أغخيٍِٛفٚ
.)"ذ١ٌِشن
The major point of departure between this and the previous ordinary version is the choice of
words and expressions in the first place. In comparison to the first, literary translation has the
following major changes in style (see table for juxtaposition):



Formality: frozen formal, or Classical Arabic is overwhelming (e.g. ٌغ؛ حّـتهةد؛ٚ ٔعك؛
ؿنةٔتً؛ ألفً ىةػعتً؛ إٌقٚٚ ًىةفتر. (c.f. ػّتعتر؛ عتمٚ ٓ١ِشفيلٚ ٜ)صفي؛ مكً؛ حؼتٔج؛ فيةم.
Expressivity:(( )ٔعك؛ أىستي؛ ىحط؛ لخع؛ إٌقc.f. لع؛ إٌقٚ لف؛ٚ ف؛ٛصفي؛ صف. ).
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 Formal collocability: (e.g. ٓ؛ إٌق١ة ىةػعٍٛؿنةٔتً؛ ألفٚٚ ًىةفتر. (e.g. ة؛ٚػّتعتر؛ عتمٚ( ٓ١ِشفيلٚ ٜفيةم
Mostafa
إٌق..
The English Original Non-creative
Creative translation
translation
-The
engine
صفي ةٌمطتىٔعك ةٌمطتىwhistled
-as it came into
ؾ١ِ ةٌعٕخي ةٌفٌّٕٝت مكً إ١ؿٍغ ةٌفعتء ةٌيؿج٠ ٛ٘ٚthe wide bay
-of railway lines
ُذ حؼتٔج ِٕؼ٠ن٠ٌٍِىه ةٌـن- ُذ حّـتهةد َ ٔؼ٠ن٠ٌٍِىه ةٌـنbeside
the
،ُةٌفـ
،ُةٌفـ
colliery,
-where rows of
trucks stood in
harbour.
-Miners, single,
trailing and in
groups, passed
like
shadows
diverging home.
-At the edge of
the ribbed level
of sidings squat a
low
cottage,
three steps
down from the
cinder track.
-A large bony
vine clutched at
the house, as if
to claw down the
tiled roof.
-Round
the
bricked
yard
grew
a
few
wintry primroses.
-Beyond, the long
garden sloped
down to a bushcovered brook
course.
-There were some
twiggy apple
trees, wintercrack trees, and
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ِٓ فٛض وتٔز صف١ؿ.ٕتء١ٌّ ةٟةٌعيحتر سمف ف

ِٓ ض وتٔز أىستي١ؿ. ٕتء١ٌّ ةٟةٌعيحتر سيحط ف

ِٜي عّتي ةٌّٕتػُ فيةمػّتعترٚ ٓ١ِشفيلٚ
.ُٙسٛ١ٓ ٌخ٠وتألٓختؽ عتان

ِي عّتي ةٌّٕتػُ ًىةفترلنٚ ُ أٓختؽٙٔوؤٚ ً ؿنةٔتٚٚ
. ُٙسٛ١ حٌٝٓ إ١ة ىةػعٍٛألف

ٜٛمع عٕن ؿتفذ ةٌِّش٠ةٌّعٍع
فٛذ و١غ ةٌؼتٔخٌٍٛلط
ٌٝ طالص مىػتر إ،ةغئٚ
ِٓ ك ةٌيِتم٠أُفً غي
.ػي٢ة

ُٟٕنٌٙ ةٜٛعٕن ؿتفذ ةٌِّشةغئٚ فٛمخع و٠ ةٌّعٍع
سٌٕي
ً أُفٌٝٗ طالص مىػتر إ١ٌإ
.عى٢ك ةٌيِتم ِٓ ة٠غي

سٍِمز أغصتْ ويِذ ٔتسبذتٙٔوؤٚ ، ةٌٌّٕيٍٝتحِذ ع٠
.ػي٢سلنّ ُمف ة

ذ عٕج ٔتسبذ١ٌأغصتْ مةخِز سٍِمز٠ ت لنِٙحعمت
تٙت سٕٔج ِلتٌخٙٔوؤٚ ز١ةٌخ
.ٖػي فشؼي٢ ُمف ةٟف

ٞن١ِي ةٌفٕتء ةٌميٛٔخشز ؿع١حعع ً٘يةر ِٓ ةٌيح
.ذ٠ٛةٌٔش

 ٔخشزٞن١ِي ةٌفٕتء ةٌميٛؿ.ذ٠ٛع ةٌٔش١ً٘يةر ِٓ ةٌيح

مذ٠ت ةٌـنٙةٔـنىر كٍفٍذ٠ٛةٌط
ك٠ غيٝ ةألُفً ؿشٌٝإ
. حتٌٔؼيٝي ةٌّغط٠ةٌغن

مذ٠ سـنىر ةٌـن،تٙكٍفٝ ةألُفً ؿشٌٍٝذ إ٠ٛةٌط
ٖ غطتٞي ةٌو٠حٍغز ةٌغن
.ةٌٔؼي

وتٔز ٕ٘تن أٓؼتى سفتؽأٓؼتىٚ ،ْيد ةألغصت١وظ
فٍِٛفٚ ،ت ةٌٔشتءٌِٙل
.شيئِٙ

ٕ٘تٌه سٕتطير أٓؼتى سفتؽتٙأٓؼتى ٓممٚ ،صٕذِٛغص
ف أٓعضٍِٛفٚ ،ةٌٔشتء
.أغخي
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Mostafa
-Beside the path
ْةٛك ألـ٠ حّـتهةد ةٌطيٌٝسن- ْةٛ ألـٌٝك سن٠حّـتهةد ةٌطيhung dishevelled
، ِخعظيٞىمٚ
، أٓعضٞىمٚ
pink chrysanthemums,
-like pink cloths
ٍٝذ سعٍمز ع٠ىمٚ تث١وظذ سعٍمز٠ىمٚ ةثٛوؤٔٗ أطٚhung on bushes.
.يد١يةر ةٌصغ١ةٌٔؼ
يد١يةر ةٌصغ١ ةٌٔؼٍٝع
.ذ١ٌِشن





Ghazala

Hyperboles: ذ١ٌت؛ سـنىر؛ سعٍمز ِشنٙ( )فعتء ىؿْس ج؛ سٕٔج ِلتٌخe.g. ؾ؛ سلنّ؛ (ةٔـنىر؛ سعٍمز؛١ِعٕخي ف
إٌق. .
Literary metaphors: (e.g. ةْ أٓعض؛ إٌقٛف أٓعض أغخي؛ ألـٛسٕٔج ةٌّلتٌج؛ سٕتطير ةألٓؼتى؛ ٍِف. (c.f.
(ةْ ِخعظي؛ إٌقٛشيئ؛ ألـِٙ فٛسلنّ؛ وتْ ٕ٘تن أٓؼتى؛ ٍِف..
Literary words and expressions (e.g. ت ةٌٔشتء؛ٙ؛ ٓممٌٝصٕذ؛ سنٛخِز؛ ِغص٠ ت؛ لنِٙذ ٔتسبذ حعمت١ٌمة
إٌق.) (c.f. ت ةٌٔشتء؛ إٌقٙيد ةألغصتْ؛ سعٍك؛ ٌِل١تحِذ؛ وظ٠ ت؛ٙٔويِذ ٔتسبذ حؤغصت.).
Directional foregrounding: Fronting of many adverbials of the passage functioning as
Signposts for accuracy of description (e.g. ك؛ إٌق٠ي (ةٌفٕتء؛ كٍف؛ ٕ٘تٌه؛ حّـتهةد ةٌطيٛعٕن ؿتفذ؛ ؿ.
. These adverbials of place direct the readers to the locations of the most significant
elements of the story's setting. In other words, the inanimate is preceding and replacing
the animate which is turned inanimate, or at best, into shadows (i.e. the miners). A further
literary implication for this foregrounding of signposts of description is the quiet and
smooth flow of description passionately as much as unconsciously, which creates for the
reader an atmosphere of tranquility and yielding to the miseries going around (see also
Nash, 1982).

5. TEXT (4):
"Ten thousand vehicles careering through the Park this perfect afternoon. Such a show! And I
have seen all – watch'd it narrowly, and at my leisure. Private barouches, cabs and coupés, some
fine horseflesh – lapdogs, footmen, fashions, foreigners, cockades on hats, crests on panels – the
full oceanic tide of New York's wealth and 'gentility'. It was an impressive, rich, interminable
circus on a grand scale, full of action and color in the beauty of the day, under the clear sun and
moderate breeze … Yet what I saw those hours (I took two other occasions, two other afternoons
to watch the same scene) confirms a thought that haunts me every additional glimpse I get of our
top-loftical general or rather exceptional phrases of wealth and fashion in this country – namely,
that they are ill at ease, much too conscious, cased in too many cerements, and far from happy –
that there is nothing in them which we who are poor and plain need at all envy, and that instead
of the perennial smell of the grass and woods and shores, their typical redolence is of soaps and
essences, very rare may be, but suggesting the barber shop – something that turns stale and
musty in a few hours anyhow."
(Walter Whitman, Specimen Days, in Nash, 1986, in Brumfit and Carter, 1986: 87)
This passage is an exquisite descriptive scene of a procession on a special New York occasion,
followed by the writer's sarcastic reaction to it in a splendid literary style. A good translation has
to attend not only to the procession but also to its implications. Here is the first, ordinary attempt,
followed by the literary attempt:
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5.1 Non-creative Translation:
Mostafa
ٍٝعٚ
ت حنلذٙء – ىةلخشٟٓ ًز و٠ٌمن ىأٚ ! ت ٌٗ ِٓ عيض٠ .  َ ةٌيةاعٛ١ٌلف عصي ٘وة ةٌّٛث عٔيد آالف عيحذ ةٛ("سؼ
ةٌِختق – والثٚ ثًٛ ةٌيو١كٚ ،ٗ١حٛعيحتر ةٌىٚ ،ذ١ً ةٌظٕتا١ِيوختر ةٌلٚ ،ذ ةٌلتصذ١ٓذ ةٌيحتعًٚ ةٌخي١ عيحتر ةٌل:ٟىةؿش
ىنٛ٠ٛ١ٔ  ٌظيةءٟط١ٕذ – ةٌّن ةٌّـ٠ً ةؽٌٛ أٍٝأعيةف عٚ ، ةٌمخعترٍٕٝذ ع٠ً عمن ٓيةاػٚ ،أػتٔجٚ ،ظترِٛٚ ،َكنٚ ،ٓؿع
 سـز أٓعذ،تىٌٕٙ ػّتي ةٟةْ فٌٛةألٚ بت ً حتٌـيوذ١ٍِ ،ُن ظل١ صعٍٝت ً ع١٘ال ِشٕتٚ ً ت١ٕغٚ ًيوت ً ِؤطية١ُ ْ ٌمن وت."تٙمِتطشٚ"
ٓ ٌّٔت٘ند١٠ٓ أكي١ش٠عصيٚ ،ٓ١٠ٓ أكي١ سٍه ةٌِتعتر (ةغشّٕز ِٕتُخشٟشٗ ف٠ ٌىٓ ِت ىأ... ُ ةٌّعشني١ٌِٕةٚ ةٌَّٔ ةٌِتغعذ
ذ ٌٍظيةء١ةالُشظٕتاٚ تِٕٙ يػذ ةٌعتِذٙ عختىةر ةٌخٍٝت عٙش١ذ أٌم١ عٕن وً ٔميد إظتفٍٟ مةكٟؤون فىيد ُىٕز ف٠ ) ِٗةٌّٔٗم ٔف
ءٟٓ نةً ػنةً عٓ ةٌِعتمد – أٔٗ ال١حعٚ ،ًيد ػنة١ أوفتْ وظِٟغٍفذ فٚ ،ًِشعّند ػنةٚ ،ت ِعطيحذٙٔ أٞ ٘وة ةٌخٍن – أٟظذ فٌّٛةٚ
ْٛؽ ٓوة ةٌصتحٛف٠ ،ةغئٌٛٔ ةٚ ةٌغتحترٚ ظت ً عٓ ةٌيةاـذ ةٌلتٌند ٌٍعٔجٛأٔٗ عٚ ،ٖةٌخَغتء أْ ٔـِنٚ ت ٔـشتع ٔـٓ ةٌفميةءٙ١ف
ذ٠ أٍٍٝذ ع١ٍْ ُتعتر لٛ غعٟعفٕت ً فٚ ً صخؾ ٔشٕت٠ ءٟٓ – ْ ؿاللذٌٛ حصتٟؿٛت سٕٙ ٌى،ً ىحّت ٔتمىةً ػنة،ى ةٌّمطيدٛةٌعطٚ
.)"ؿتي
The translation insists on rendering the literal contextual meaning of the English text as closely
as possible. Yet, the original is over-stuck to more referentially than implicationally. That is, the
implications of the style of irony of the description of the parade and the reactions to it are left
out. Further, some expressions and terms are translated ambiguously either through loan words (
or transcription / transference) (e.g. ين١ُ ،ٗ١حٛٓذ؛ وٚ )حيor literal translation of words (e.g. والث
ةؽٌٛ أٍٝ) ؿعٓ؛ أعيةف ع. Perhaps the major drawback of this translation is its lack of literary
spiritedness, as it were, for it is a translation of the description of the original in body only,
which might make it look all serious and positive, but in reality it is not. Hence a creative,
literary version is suggested below to compensate for this serious shortcoming.
5.2 Creative Translation
ء – أٔعّز ةٌٕمي حتٌعيحترٟٓ ًز و٠ٌمن ىأٚ !تٖ ِٓ عيضٙ ِت أح. َ ةٌيةاعٛ١ٌلف عصي ٘وة ةٌّٛث ةٛ("عٔيد آالف عيحذ سؼ
ذ ِمفٍذ١عيحتر ىحتعٚ ،عذ٠ذ ةٌخن١ً ةٌظٕتا١ِيوجةر ةٌلٚ ،ذ١ٙذ ةٌلتصذ ةٌخ١ذ ةٌيحتع١ً ةإلفئؼ١ عيحتر ةٌل: ٟ ىةؿشٍٝعٚ لتغخذ
،أغيةثٚ أػتٔجٚ ،الر٠مِٛٚ ظترِٛٚ ،ُٔؿٚ َكنٚ ،ٌْنةٌٛ ةألؿعتْ وتٟةٌِختق – والث ِنٌٍذ فٚ ثًٛ ةٌيو١كٚ ،عذ٠مٚ
تٙٔختٌشٚ" ج١ىن ةٌفتىٖ ةٌعؼٛ٠ٛ١ٔ ج ٌظيةء١٘ ُمُُي – ةٌّن ةٌيٚ ةؽٌٛ أٍٝأعيةف عٚ ،ْؼت١ةٌشٚ ةٌعمنٚ لخعتر ٌِمةٔذ حتٌٔيةاػٚ
،ً ٔطتق ٘تاٍٝ أحنةً عِٟٕٙميد ال سٕشٚ يػذٙحٚ ذٙهةكيد حؤحٚ كفذ حتٌغذ ةألطيٚ ذ١ٔةٍٛٙ ٌمن وتٔز فيلذ أٌعتث ح." مذ ةٌّـشن٠عي
ٗش٠ ٌىٓ ِت ىأ... ً١ٍُ ةٌع١ٌِٕةٚ  سـز أٓعذ ةٌَّٔ ةٌِتغعذ،ع٠تى ةٌخنٌٕٙظؾ ةٚ ٟذ ف١٘ةْ ةٌٌةٌٛةألٚ ذ٠ٛ١ةٌـٚ ِفعُ حتٌـيوذ
ٞت٠ٓ ؿٕت١ؤون فىيد ةُشمير ح٠ ) ِٗن ٔفٌّٙٔ ةٍٝٓ ٌٍشفيع ع١٠ٓ أكي١ش٠عصيٚ ،ٓ١٠ٓ أكي١عتر (ةغشّٕز ِٕتُخش٠ ٌِٛ سٍه ةٟف
 ٘وة ةٌخٍنٟتء ف٠ًةألٚ ظذٌّٛةٚ ةٌظيةءٚ ٕٝ ٌٍغ،ذ١ةالُشظٕتاٚ تِٕٙ  ةٌعتِذ،يػذٙ عختىةر ةٌخٍٝت عٙذ ىِمز ح١عٕن وً ٔميد إظتف
ىٛةٌـخٚ ىْٚ عٓ ةٌِيٛأحعن ِت سىٚ ،يد١فٚ يد١ أوفتْ وظِٟغٍفذ فٚ ،مدِٛشعّند ِمصٚ ،ًدٌِٚٙ ت ِعطيحذٙٔ أٞةٌّعطتء – أ
ةٌغتحترٚ ي ةٌلتٌن ٌألعٔتث١ظت ً عٓ ةٌعخٛأٔٗ عٚ ،ٗ ٔغخطٚةٌخِطتء أْ ٔـِنٖ أٚ ؼعٍٕت ٔـٓ ةٌفميةء٠ تٙ١ء فٟٓ – أٔٗ ال
ءٟٓ – ٓ١ٓ ةٌـالل١ حعخك موتوٟؿٛ سٟةٌشٚ ،ى ةٌّمطيدٛةٌعطٚ ْٛ سٕخعض ىةاـذ ةٌصتح،ْ وً ِىتٟؽ فٛف٠ ْةٌلٍؼتٚ ْةٌٔطآٚ
.)"ترٙ١ٕ٘ ْٛ غعٟعفٕت ً فٚ ً ٕمٍج ٔشٕت٠
At first sight, the original suggests a lovely and lively scene that the New Yorkers must feel
proud of. However, reading through the lines, the sense of irony is lurking everywhere in the
description. Therefore, this translation has tracked all the possible traces of irony and rendered
them in a spirited literary style, using the two general translation procedures of paraphrase and
addition. Many words and phrases are amplified by way of achieving the sharpest sense of irony
possible to match the huge sarcastic implications of the text. Following is an account of the
ironical touches, indirect and direct, which are eventually the major component of the
translation's literary flavor:


Exaggerated exclamation: (e.g. تٖ ِٓ عيضٙ)!ِت أح.
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 Pretentious synonymy: (e.g. (ذ١ِٕفتكٚ يػذٙحٚ ذٙهةكيد حؤحٚ حتٌغذ ةألطي
Mostafa
 Ostentatious pairs of synonyms (e.g.  ٔغخطٗ؛ ِعطيحذٚتء؛ ٔـِنٖ أ٠ًةألٚ ظذٌّٛةٚ ةٌظيةء؛ٚ ٌٍٕٝغ
عفٕتً؛ إٌقٚ ً ى؛ ٔشٕتٛةٌؾحٚ ىٚيد؛ ةٌِي١فٚ يد١مد؛ وظًٛد؛ ِشعّند ِمصٌِٚٙ .)
 Forced, fictitious prose rhyme: (e.g. (most words and phrases of the translation are made
rhymed) الر؛٠مِٛٚ ظترِٛ ؿُٔ؛ٚ ٌَنةْ؛ كنٌٛ ةألؿعتْ وتٟعذ؛ ف٠مٚ ... عذ٠ذ؛ ةٌخن١ٙ ةٌخ... ذ١ذ ةٌيحتع١ةإلفئؼ
ةٌلٍؼتْ؛ٚ ْ ةٌّعطتء؛ ةيٓطآ... تء٠ً ةأل... ) ةٌظيةء
 Affected rhythm: (e.g. تء؛ إٌق٠ًةألٚ ظذٌّٛةٚ / ةٌظيةءٚ ٕٝمد؛ ٌٍغٛ ِشعّند ِمص/ ًدٌِٚٙ  ِعطيحذ.)
 Classical pompous phrases: (e.g. مُي؛ إٌقٚ ةؽٌٛؿُٔ؛ أٚ َكن. )
 Triads of end-prominence: Three synonymous words with emphasis falling on the last
one: (e.g. ذ١ِٕفتكٚ يػذٙحٚ ذٙ)حؤح
 Redundant repetition (e.g. (ٓ١٠ٓ أكي١ش٠عصيٚ ،ٓ١٠ٓ أكي١ِٕتُخش
 Deliberate variation (e.g. عخك/ىةاـذ/عطي/ي١)عخ
 Rhymed variation (e.g. ترٙ١ٕ٘ ْٛ غعٟ ف/ عتر٠ُٛ ْٛ غعٟ)ف
 Harmonious rhymed antonyms: (e.g. ٌْنةٌٛ  ةألؿعتْ وتٟ( والث ِنٌٍذ فthe repulsive equation
between 'dogs' and 'children').
These features of the literary style of irony are made sharper by reading the text as a
representation of two extremes in contention: (1) The seemingly exalted, exquisite description of
the parade('ten thousand … breeze'), (2) counteracted by cynical critique ('Yet … anyhow') This
can be interpreted in terms of two polar lexical sets of positive and negative as follows:
Positive Attitude
Ten thousand vehicles careering
through the Park this perfect
afternoon. Such a show! And I
have seen all – watch'd it narrowly,
and at my leisure. Private
barouches, cabs and coupés, some
fine horseflesh – lapdogs, footmen,
fashions, foreigners, cockades on
hats, crests on panels – the full
oceanic tide of New York's wealth
and 'gentility'. It was an
impressive, rich, interminable
circus on a grand scale, full of
action and color in the beauty of
the day, under the clear sun and
moderate breeze.
لف عصي ٘وةٌّٛث ةٛعٔيد آالف عيحذ سؼ
ز٠ٌمن ىأٚ !تٖ ِٓ عيضٙ ِت أح.َ ةٌيةاعٛ١ٌة
ء – أٔعّز ةٌٕمي حتٌعيحتر لتغخذٟٓ ًو
ذ١ً ةإلفئؼ١ عيحتر ةٌل:ٟ ىةؿشٍٝعٚ
ً١ِيوختر ةٌلٚ ،ذ١ٙذ ةٌلتصذ ةٌخ١ةٌيحتع
،عذ٠مٚ ذ ِمفٍذ١عيحتر ىحتعٚ ،عذ٠ذ ةٌخن١ةٌظٕتا
ٟةٌِختق – والث ِنٌٍذ فٚ ثًٛ ةٌيو١كٚ
Arab World English Journal
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Negative Attitude
Yet what I saw those hours (I took
two other occasions, two other
afternoons to watch the same
scene) confirms a thought that
haunts me every additional glimpse
I get of our top-loftical general or
rather exceptional
phrases of
wealth and fashion in this country
– namely, that they are ill at ease,
much too conscious, cased in too
many cerements, and far from
happy – that there is nothing in
them which we who are poor and
plain need at all envy, and that
instead of the perennial smell of
the grass and woods and shores,
their typical redolence is of soaps
and essences, very rare may be, but
suggesting the barber shop –
something that turns stale and
musty in a few hours anyhow.
(ةغشّٕز
عتر٠ٌِٛ سٍه ةٟشٗ ف٠ٌىٓ ِت ىأ
ٓ ٌٍشفيع١٠ٓ أكي١ش٠عصيٚ ،ٓ١٠ٓ أكي١ِٕتُخش
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ظترِٛٚ ،ُٔؿٚ َكنٚ ،ٌْنةٌٛةألؿعتْ وت
ٓ١ؤون فىيد ةُشمير ح٠ ) ِٗن ٔفٌّٙٔ ةٍٝع
Mostafa
لخعتر ٌِمةٔذٚ ،أغيةثٚ أػتٔجٚ ،الر٠مٚ َٚ
ٍٝت عٙذ ىِمز ح١ عٕن وً ٔميد إظتفٞت٠ؿٕت
ٍٝأعيةف عٚ ،ْؼت١ةٌشٚ ةٌعمنٚ حتٌٔيةاػ
،ذ١ةالُشظٕتاٚ تِٕٙ  ةٌعتِذ،يػذٙعختىةر ةٌخ
ىنٛ٠ٛ١ٔ ج ٌظيةء١٘مُي – ةٌّن ةٌيٚ ةؽٌٛ ٘وة ةٌخً م أٟتء ف٠ًةألٚ ظذٌّٛةٚ ةٌظيةءٚ ٌٍٕٝغ
 ٌمن." مذ ةٌّـشن٠ت عيٙٔختٌشٚ" ج١ةٌفتىٖ ةٌعؼ
،ًدٌِٚٙ ت ِعطيحذٙٔ أٞةٌّعطتء – أ
كفذ حتٌغذ ةألطيٚ ذ١ٔةٍٛٙوتٔز فيلذ أٌعتث ح
يد١ أوفتْ وظِٟغٍفذ فٚ ،مدِٛشعّند ِمصٚ
ً أحنةِٟٕٙميد ال سٕشٚ يػذٙحٚ ذٙهةكيد حؤحٚ – ىٛةٌـخٚ ىْٚ عٓ ةٌِيٛأحعن ِت سىٚ ،يد١فٚ
ذ٠ٛ١ةٌـٚ  َ فعُ حتٌـيوذ،ً ٔطتق ٘تاٍٝةٌخِطتء عٚ ؼعٍٕت ٔـٓ ةٌفميةء٠ تٙ١ء فٟٓ أٔٗ ال
 سـز،ع٠تى ةٌخنٌٕٙظؾ ةٚ ٟذ ف١٘ةْ ةٌٌةٌٛةألٚ
ي١ظت ً عٓ ةٌعخٛأٔٗ عٚ ،ٗ ٔغخطٚأْ ٔـِنٖ أ
.ً١ٍُ ةٌع١ٌِٕةٚ أٓعذ ةٌَّٔ ةٌِتغعذ
ْةٌلٍؼتٚ ْةٌٔطآٚ ةٌغتحترٚ ةٌلتٌن ٌألعٔتث
ْٛ سٕخعض ىةاـذ ةٌصتح،ْ وً ِىتٟؽ فٛف٠
ٓ١ حعخك موتوٟؿٛ سٟةٌشٚ ،ى ةٌّمطيدٛةٌعطٚ
ْٛ غعٟعفٕت ً فٚ ً ٕمٍج ٔشٕت٠ ءٟٓ – ٓ١ةٌـالل
.ترٙ١ٕ٘

Ghazala

The foregoing argument is based on reading the text at more than one level: at the level of its
textual-contextual meanings (i.e. 'the ordinary version'), and its creative literary-stylistic
implications (i.e. 'the literary version'). However, the two are interrelated, and in the latter, we
usually go one direction: from textual-contextual meanings to literary-stylistic implications.
6. Conclusion
The foregoing pairs of versions of translation of texts representative of four short stories (eight
English and two Arabic) and the ensuing discussions suggest two main lines of methods for the
translation of Short Story: First, possible ordinary, non-creative translation that focuses solely on
the rendition of meaning in a straightforward way, with full commitment to sense in a normal,
unmarked style of the target language; and, secondly, creative literary translation claimed to have
been creative and accounted for the major literary delicacies, features, functions, tones and
touches. Prime among these are: metaphorical expressions and implications, symbolisms, lexical
densities, metonyms, puns, personifications, rhetorical repetitions of all types, rhetorical figures
of different types (especially syndetic, polysyndetic and asyndetic patterns, chiasmus,
hyperboles, periphrases, etc.), assertive/emphatic features of all types, lexical and syntactic
foregrounding / backgrounding, literary diction, literary structures, sound / prosodic features and
effects (especially, rhyme, rhythm, prose rhyme, sound harmony / disharmony, etc.), formality,
classical literary phrases and expressions, antonyms and contrasts, synonyms and variations,
parallel structures (lexical, grammatical and phonological), cultural expressions and implications
and deviations (lexical and syntactic in particular), to name but the major ones. All these and
other features discussed earlier in the paper are described to be features of creative impressive,
expressive and effective literary language of Short Story and other major genres of literary text.
It has been claimed throughout that, due to the speciality of the language and style of the literary
texts, and due to the abundance of features of literariness unique to these texts, our translation of
them is expected to be sensed and judged as literary in the Target Language. And these very
features of literariness and literary style are the master key, as it were, to any creative version of
translation to be described as 'literary'. This has been demonstrated in practice through a close
comparison between the Non-creative Ordinary Version and the Creative Literary Version of
translation suggested more naturally than artificially for every short story quoted from above. At
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the end, it is left to the reader to draw the final judgment about the credibility of the literary
Mostafaversion in particular.
creative
In conclusion, the translation of Short Story into equally creative and literary version in the
Target Language is by no means a straightforward process. Yet, it is not impossible nor farfetched, but rather challenging and enjoying to attempt bravely.
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