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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

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.):

e 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.

e Leitmotifs: repeated key words or leading concepts related to the story's theme. These
have to be reproduced in the translation.

e Stylistic markers of the author’s style: typical words and structures related to the theme.
These have also to be reproduced in the translation.

e Cultural and universal references which have to be explained economically by the
translator.

e Cultural metaphors.

e Genre: tale or story, spoken or written mode. The written form may conform to ordinary
social usage.

e 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.

e Collateral works (i.e. intertextuality): understanding the story in relation to other works
by the same author.

e 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-a-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 non-
creative, ordinary approach as unacceptable. It might be a matter of preference.

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:

e comprehension and analysis of the source text (i.e. grasping the functional components of
the source discourse);

e (i) abstracting and compressing the incoming discourse (i.e. the translator’s cognitive /
mental and rigorous ability to subdivide the source texts concepts);

e  (iii) reproduction of the discourse in the target language;

e (iv) didactic implications (i.e. creative reformulation technigues including paraphrasing,
semantic abstraction, shared knowledge and elaboration of personal strategies of
maintaining textual cohesion); and

e (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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‘peculiar’ stylistic / linguistic combination of lexical and grammatical choices and structures. He
cites the following examples (1993: 39-40):

Non-creative Creative
‘a true passion’ ‘a downright passion’
(fu?lal.c 3..:.\_1;) (c\slnh: PITEN

’becoming a rhetoric, even though tortured “ *turning into rhetoric, however
lacerated that rhetoric might be’

(D53 aDISI Glld (S Lagea ¢ (Baie DS ) Hhe HA) (maal OIS )5 i (liaie LK L)
’a mine of hatred ’a time-bomb of hatred*

(AL 40 S 25 8 50) (23 330 2l )

"absolute night* ’night in its most absolute sense*
(Casa Jall) angal) (O Lsals Ll k)

’the prose of the world* ’the humdrum world*

(e L) o / i) (Plle JXina / g3l

'the cat lay on the rug° ’the cat sat on the mat*

(Bpreall Adadll e Cuils 5 juasll) (i Adasl) e salall)

(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

e Cultural words that are specific to one community: objects or activities with connotations
(‘koa’ for furniture).

e Transcultural words with similar referents and different connotations in the target language
(e.g. staples like bread, rice, tea, sugar, drink, etc.)

e Concept words with different emphases in different communities (obedience, liberation,
freedom fighters, terrorism, liberalism, democracy, etc.).

e Peculiar syntactic structures.

e  Cultural metaphors, idioms, proverbs, puns and neologisms.

e Significant phonaesthetic effects (e.g. bauble, pullulate).

e Words of quality with no one-to-one equivalent in the target language.

e 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
principle, creativity is a major issue in translation studies and practice, especially literary
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-a-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, multi-
layeredness, 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
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 | 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:
e;ulﬁ\é\‘)lm )S\AU\&A\A\A;:\A MGJMMELW}JM@‘)AMMJA&‘aAJMk_\J\Sc)A&_I\J")
A_Lu\ b\‘ JS\.J.J\ c.o\;d\j ’__ \MJ;A.\Y) 4)“&.\354_\5} 7y &_\J\A('k_\SSHo‘)SJJLAc L_\lAAA(JA ‘e\JA cd\&
&&M@@‘;MYM&Q LS8 KA (e Bl Caxdad | uﬁﬂaﬁme\ydﬂc}‘x\}am\jﬂ\uﬁ‘e\m
C ) ha B gatia 48 g8 e iliall Cay e sl g Gl aghy ¢ SI) @\Aﬁ\,_,u\ s B 33l ) s )
pandly JSINN aala 22 alliy * €l s S 5 il of e dac | slialu il SIN aalal CadSy 5 4ty
adle) (a5 calala (S8 QUSH (3l ol pal adladin iy g cac) Bl il 4US ity g el ) Slay 8 5 ¢l saall
(Mlae ) pdalls 3 SN Gl ady ) Zliad Y Y€ : ladll
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 _SI3l asls, rather than into its common collocation »b / Sl s, Likewise, 'have a
ticket', buy a ticket, and 'pay (for a ticket)' are translated into their literal sense successively as
5N (pad ady 3 SN (g il 3 SN e Juasy in preference to the recurrent collocation s S odaiy, Here
is a list with these and other examples and their possible alternatives:

once upon a time 80 iy | el a4 S LG oS
to havelbuy ticket /| g/ i/ e deany 3 S35 adaiy
pay 38X (e

Conductor SIAE aala Sbll /S s
Madam alae 3
rules are rules ) 8 acl sl Ol s (o lall
become uneasy [ Jalay
Transport Jay dxa Jany
insects are free Jailae @ pdall | Ulae & piall G € 5/ i

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' (Jiw) (instead of wskaay / Jesy), 'sit in a train'
(Ml b ula) (rather than Lilus), 'insects are free' (3xla <l i), which does not specify either
word (replacing Ulaw <l ,iall & S ), 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 &2, rather than translated into (3aw / Jaws. Moreover, the grammatical case of vocative of
'madam’, is ignored in the TL. That is, it is translated into »l, dropping the Arabic vocative
particle "L (i.e. alae L),

Arab World English Journal WWW.awej.org
ISSN: 2229-9327



AWEJ. Special Issue on Literature No.2 October , 2014

Creative vis-a-vis Non-creative Translation of Short Story Juxtaposed Ghazala

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 ‘

LalS s o il (o st gy Aalle 3 &g b S ) Y15 el calls (B a3l s OIS L s ST

S Caadad (5 5L b e L' s el gde (AT G5 6l 4e 8 ¢ SINJ) s L] a8 | a0 psall
Llia Tyde ™ raly gall B s JrTarie Jamy Y ysia IS Y g Lab 655 i cllin Le Y alaall CllE 95 S35
Y sad) e S Lad | "vﬁe\wutsu\y)mmmwsmta@g} loShas Ly ¢l s oy 53Rl e
ralil ) pail cals gall 28 Wl umu\mdAMoM\J\PL;\wJ;AAUA\m;LuY\DM@ 3 )SX Chadal
Of Sl b sl CaiS 5 G pinall b 3 piall cailaaly Bla | juim U8 gaim cailiall oy (pe Jsliig e g g padll
Al dlay g o) saall (andty il gall 381 95 S35 Jliale e 6L da " s Jlsally el 5ol 3 s sliala
d&uubﬁ\d&\cu&d\mte_a@ mmw‘mm;&u}mﬂ\ ?"—“JU—""JAX‘“—""‘SC-‘A"}‘U‘P
("JU::...»L!JM\@h&d}u\)ﬁhcdwoﬁmycd.\lc\J“J.\Scy J.\L;.“M)\.c\du:\}“_qkb

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:

o Effective features: i 4zl 5 e ilac: etc.
e Collocational / rhetorical / formal features: e.g. <l (i< gy dallar 5 ,ka5 4k ;i) aady
Il 3l ; Jalas; allaall dulgs 8 Jhgaadl (A 653 L oy o580 8 ) 5380, et
o Assertive repetition: e.g. 8 L Ja (rhetorical question repeated twice); <hle ¥ clle ¥; dsda
dadia 2y o Sl 54 o 6 (to sharpen the sense of irony).
e Sound features: e.g.
e Prose rhyme and rhythm: glS Le b S w3 gla il jeaall il & OlsY) g ; B A el <l
Aalb g Lde o i Sl cuadad 3 SN (ol 8 s ) am dalis Baal) Jlsa ) i) andly
il dlagy (o ol ) pas Bgaia | Jliiy ) e cilaally Ule 3 il L olia | ke ga ()3l ¢l
L o3l 23l etc.
o Alliteration: e.g. <ia sall Gl pai¥ly; (il 8 Gulay g saday ol e by il 3
o Leitmotifs: ( repetition of the same sound in consecutive words in different places):
6., 4l digs s <) O sl adle) GBlll s el IS8 IS Gulal «illanll; ety il
e Synonyms: a8 / ills ;)5 / e / ey iy / cualiil CiS / 8 et
e Formal Periphrasis: e.g. i & da (c.f. Ja); Jisadl (&l / Jisadly a0 (c.F. J);
e Functional additions: e.g. the addition of the ironical s> & (to rhyme with alae): sia o a2
to rhyme with uals...048); JUadi b (to rhyme with JUs3); etc.
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e Disrupted word order (to achieve rhyme and rhythm): e.g. J's-dl e &l (instead of (Al
lede JIgall): 3835 CSH <ua ki (rather than the normal «lSUs S35 cuakd): Ulae S 55 el jaalla
(replacing Ulaw < aall (S 5): etc.

e Traditional clichés (for sharpening the sense of irony): e.g. <alks (8 a3l i & S Las OIS
O\}y‘} )md\

e Rhythmical grammatical structures: e.g. 5,5 <lia L (Cf. 35 00 ¥); oala 8 il oy (cf. I
ol ()

e Functional vocalization: end stop vocalization(csSe) @ Owis.. (s 8 G 5 SN (5 5
Gahla | allas; s 5ad; etc,

e lronic 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 ( L o\S
O sY s sl Cills i e 3l a8 8 (S L) which is an excessively redundant, but rhymed and
rhythmical version, compared to short versions like: ¥l (a5 4/ OIS LGOS, 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,
#2 b and Ui b 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 | had passed the
house (it was vacation time) and studied the lighted square of window: and night after night | had
found it lighted in the same way, faintly and evenly. If he was dead, | thought, | would see the
reflection of candles on the darkened blind for | 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 |
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knew they were true. Every night as | gazed up at the window | said softly to myself the word
paralysis. It had always sounded strangely in my ears, like the word gnomon in the Euclid and the
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: ‘ ‘
@)A\ummj(wk;\o}éu&) a_a\)Aoq;d.\ﬂ\bjd).\Aouf AANEN 4 5 cwlS adl | cﬂ\oh&sda\"\jd.uel"
Sl s 8o S8 JH\Jmhd&u‘muu\SuSA.@“h\uﬁd}A\\q@quMdS@} 5Ll e liadll
L;d\j L_\JA\L)»\JJ.K:u.\.\wc;Aj‘;a_\.uM\&_m&c@JYW\DJ@J\&QM\M\LF\SM\%\J‘ML}S
o;aLd\Lg\L@_aAamJL;\uﬁa\MdS@ ‘u.\s;g_u\SL@_\\u‘!\g_mh:}‘MM\SMLJSU\Q.\.\L})\J}LU@\U“JMS
uaau&)ua\d)\yusd“‘@a\@uﬁwguﬁuu\sm Jud\wﬁbmbu}wwm@um\uﬁ
Jj‘ﬁywﬁﬁsuﬁh@m\mcfﬂ\h\ uuﬂs@...d\eﬂ,_d\g_ahsb_qu.dbwl;ﬂ\ws}mmb\j\m;@\@
("@N\L@ﬁé\ﬁ‘!ﬁ\@u\ \2{\&_\.\.\;\‘;\.&5}‘\3}; 5%

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 boy-
narrator. 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:<lS 26N 43y | Sk Ghiel o, aliY) Auxigl) 8 (alli g3zl (5 ) 5ia

Cpall el aladl) QLS 8 all 85 jlaill AalS 5 J3all eled, 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:
;w‘Gﬂ\WJaJBY\wJJMUquMmM m&l\m)‘!\u&m aﬂ\n&d&\ﬂdﬁ\:—u")
&M\&u\)cﬁ;@uﬁs&Jﬁuﬁﬁ ﬁujﬁu}MbsW\duﬁugww\dﬂmdﬂj -3aalall
uﬂ\&ﬂ n}ﬂ\dﬁ\)ﬁw@é&&&)u@\w\)&&uﬂwwgﬁ‘h\“ ‘;\Jyw‘ il
i€ Ul ) e Ganl S AL IS 8 Al 55 e AR il el Sl oY) bjm;muis«wsuiugjé
JSMMSJMSL@M?UJ\QL@J\‘;MJ;M@}U\S@ M\mﬂ\wﬁ\u&u}@wﬂ@d}a\
M\Mmshjcmmw\uqﬂ\eﬂux_u&u‘,}mw u.aﬂ\é E\.}AX\MSJJ)LM E @.um
u\}s‘ﬁ\‘;\\ﬁ}uumju‘)).a\‘;u\m sbp‘fa\‘)st_ms‘)\ﬁs&\ﬁ\)ywﬁﬂ\@ﬁwj@m\mu\ﬁ\u\
("l Gl (i 5 5 VT a3l JHEN Lelad e 5 plai lal) 5 ST ST Lgieaz s g Leda

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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e Expressivity:

e Syntactic expressivity: e.g. del 41 sle L (cf. Jaf a1 G A),
o Lexical expressivity: e.g. &=l 4, jall (cf, A 4 Y1) Gaedil) i (CF. el ol ulSatl);
Cuaad (Cf. Cnall); tlias a3dl (Cf, clias daa 5); oanbia e 23 (cf, 1S A JB); 43l sia

(J8); il (Y); 5 ki 2l (cf, HlaY), s (of, i) Gaal (Cf. Ay Hlail ); (ki &gy

(CF. 88 & pem); sl S Mg sl

(AolS L L sl

.); ol (cf, le); e

Wi il 8 (f. lsa D) dal il Gl glaia (Ja) instead of <), etc.
° Emot|ona||ty dﬁhu)fﬂﬂmdd(cf(dﬂ\@dﬂuujf O LS 2 liae 4l A asy A
usu}usu}mu‘\em(d,u\)muds.quutsusgummmﬁdﬂnu@upﬂmds@})

slall (58 38 (IS ) (Cf. b (S )7 af o

examples can be described generally as expressive).
e Stylistic implications: Emphatic fronting and repetition (e.g. 44 s 4Ly, ALl 2y 4l S 4

skall 3 )4 ), effective exaggeration(e.g. ¢ s e (cf. Lil)); emphatic alliteration and

rhyme (e.g. USlu s USlu s Taly (of. <kt ¥ Galy), Lyt Lume Lexds 0IS); Gl &1 s (58S (see also

next point).

8) a8l (cf. sk (el Bl); etc. (all points and

e Pragmatic implications: e.g. 4s=xall 4, ,all (understood from the direct 4 4a 5Y1); 4l
JLall A jall (e 5« is understood by implication); < sie 403 owaia JS3 (implicated in the
literal 018y durigll 8 (a8l &)..a\ @) sia); QLA (5 i Cpaa, ., cpally 3alial) AalS (cultural-
religious translation concluded from cpall sl ); Leieae s s Leia Gl JBY) ) Sy &y
(<=l and 222 are understood from context); il (i) Leled (23l is an emphatic
addition inferred from Jill Lel=d), 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

Non-creative
translation

Creative translation

(1) There was no hope
for him this time:

(2) it was the third
stroke. (3) Night after
night | had passed the
house (it was vacation
time) and studied the
lighted square of
window:

(4) and night after
night 1 had found it

lighted in the same
way, faintly and
evenly.

(5) If he was dead, |

5l o3 Jal 3w (1)
AN L V) culs a8l (2)
Jalll (8 J el )y e (3)
(3)ka) 5_yié CuilS) <l ye B2e
eloadll @-}’d\ Cuaadlg
_aalall

e e AL S (A5 (4)
LS 2lma saal i€ J il
Y by Sl oS
&y

OIS Sl ki b i (5)
Al ulSadl gl ) (e
allaal) 5l e el
s a4l Cadle Y
nall Gl die Giinad

15 all o3 el 4l dle Lo(1)
il TS (2)
A a2l (3 ) Apenll
Yl iy Jalh &) s
sliadll c_\_).d\ Cuaadlg
-5al

aadll Al s Al (4)
(ol e (IS LS flias
Ll Ul Tialy

alall G 3 S 4 (5)
allaall 5l e jeedl
@4} cs’-""‘ 4.1\ e ‘;\_\‘X
uLA.\;j\ U‘“‘,) die u.\.\w

B I LS (6)
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thought, 1 would see
the reflection of
candles on the

darkened blind for |
knew that two candles
must be set at the head
of a corpse. (6) He had
often said to me: | am
not long for this world,
and | thought his
words idle.

(7) Now | knew they
were true.

(8) Every night as |
gazed wup at the
window | said softly to

myself  the  word
paralysis.
(9) It had always

sounded strangely in
my ears, like the word
gnomon in the Euclid
and the word simony
in the Catechism.

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

el T J J6 (6)
k-\J\SMLA.‘Su‘Q-LLLL:})—!)L

e

ClS Lt oY) e 5 (7)
il S AW S i (8)
i€ MY 1) Leud A8y
CIPVONPRINTL P PRLIN |
CJLal A SuE caals
Laila L ,ils < il (9)
A.JS d.m 4@3\ @ Lu)::
AalS 5 0 BY) digd)
QLS A (paally 3 jlaill
(pll g alatl

zenal 28 ) L (10)

J\ c})uwlsaulsu).ub
u_u.\;\ @.\Sﬂ} c\.‘\}; ‘;u)m
S B e ol sy
(Il gl

i€ Gl o sy e
S\J‘y.bﬁ Gt—\ﬁ

CilS Ll cade Y1 (7)
Axdl p daga

Gl AL K 8 (8)
b Il € Al ) s
JLal dae )

L e lends sl (9)
se\Jﬂ\ Lgc Gu\ L; L\.Ux:
4S5 Jlie b nie 4nd
Ol (ae O2lly 3 jalial
ol () et (s
LED ey a5 Ul
zaal 288 (YW (10)
2k (S il @8 S Lead
Gmubﬂ u_aqc)\ 28 ‘d—“ ?“‘
s ‘—’J}A‘ R PRIEPEN
s lee GBI Y
Al sl (lia

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

Arab World English Journal
ISSN: 2229-9327

WWW.awej.org



AWEJ. Special Issue on Literature No.2 October , 2014

Creative vis-a-vis Non-creative Translation of Short Story Juxtaposed Ghazala

course. There were some twiggy apple trees, winter-crack trees, and ragged cabbages. Beside
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) .
(8 il yall (e Costua IS G candl) anie cailag gl SIS sl ued) ) Ji0 L il et
L ghaall aliadll (5 sivall dila vic ady | agisl Cpdile ZLUIVIS Clelen s (4 Hia 5 53] 8 aaliall Jlee e o lisall
Ll ed il e Ay 4l A S glaet cilis | al) e sl 35k Jil ) el 50 &6 (a5 & 58l Al
Jan) ) AL gl Aol Lels & jami) Ay 5130 s 5l g ol ym ) g (s il oLl Jom i | W) il (2045
S g Cagilay colilll gl lail s (lac V5,8 Al il @l il | il Sl sl 55k s
(" seal) G il e cidlad A3 55 QLS ¢ ine 52 )5 O a8l By ykall Bl3laay

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
Celiall (8 (s 55l pall e JU T S s candl) aania 313laay sl ASW QA ) sliaall by ga s sl (323
&S aity aliadl) punigh (5 siwal) Al ie | aglsn ) anal ) 1881 385 ~ Ll agilS 5 Llan 55 i) ) ) aaliall Jlee s
Cull il | iy 38 Lgaldany 450 e Al glae ] aY ) Ge dlal) Gaa il ) s s 3 a) I
Agaall ¢jast clgals LM\@JJ\L”Q|}JQLL§J:\AJS“¢L\SJ\JP b);:\ﬁ)ay\um‘_g\.g_\lw&_\.&ﬁ\.ylsj
coliil) gl 5l il Hliam gaata #l3 el @l ellia | el ollae A sl caaly s Jaw) ) AL hall
3 _pprnall Ol jpatl) o il A ) 5 ol 58 4S5 (amil 50 )5 o) a8l a5y phall Bldlaey | el el Cagila
_("3..3]314

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):

o Formality: frozen formal, or Classical Arabic is overwhelming (e.g.  ‘®ldlae ¢zls ¢3a
&l tlaa) ) Jal lilas 55 i) ) 5, (C.F, ale lelan 5 G jiia 5 o0l 4 tailan $J30 ¢ Hiua),
o Expressivity: (&) sad ¢oany sl £3a3) (C.F. &l tads ¢y tChghn ¢ jiia ),

Arab World English Journal WWW.awej.org
ISSN: 2229-9327



AWEJ. Special Issue on Literature No.2 October , 2014

Creative vis-a-vis Non-creative Translation of Short Story Juxtaposed

Ghazala

e Formal collocability: (e.g. & ¢cumal Vsl chlas 55 clil )5, (.9, ¢l sdle ¢clelen ) O ey (53l i

&,
The English Original | Non-creative Creative translation
translation

-The engine il jiia- il (Bas-
whistled
-as it came into goadll el ) J30 e )l cliadll =y a5
the wide bay
-of railway lines aaie cailay Lvoal) Gl | andia Blilae sl SIS
beside the caadl) caadll
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
course.

-There were some
twiggy apple
trees, winter-
crack trees, and

s liaall b Cal il yal)

G il Jae e
Glelaas uJ-USM}

5 sual) 48l 2ic Cja'
el
& 5 dualal) L gl
Sl 0 ¢ Ll
G el Gab Jiud
Y

Al e S ha | il
LS5 o el e

e Al oLl Jga i
&l e A S aua
Al

al, shall
Gaob s Ja)
il azall ozl

Ul dla culse
el s a5
Cagala g oo LLG g8 3a
L5 Fee

e JUf S Cuan
bl (G g 5l )

Gl ) aaliall Jlae ja-
ﬁjcmieg_\is‘ji_\‘h}}
s S el )5l

digl) (5 ghall Al die
J

Jaud I cla o &3 4)
) e el B sk

2l e Al s
Leallie i LgilS 5 il
Lo )il ﬁy\ Y (55

i (gne Al oLl s
A il aw ) e &l a

2\3..33;3\ G Al c\.@li_

i Jaay) ) al lal)
ollac L;AS\ el chaly

ol

& il ¢ il elilia
Léjg"j‘,)\.;’j‘ij (dua 9-\.4’.46.
Caaif sl g e i)
Y
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ragged cabbages.
-Beside the path Ol 58l Gahall 3lilaay (Jic | ol sadl a5 Gkl 3l3laas-
hung dishevelled ¢ ime 53 )5 il (53,5
pink chrysan-
themums,
-like pink cloths o cilaidnn s Qi |l g )5 ol i adlS -
hung on bushes. Bl Gl e i) b raall Gl puadll e
glyia

e Hyperboles: 4aie calad ¢ jaad ¢leallan i ¢ ) clial) (£,g, ¢chalad ¢ joail) ¢ AT ¢l yiic
.

e Literary metaphors: (e.g. & ¢l o)) sl ¢ puel Cunidl Cagila ¢ a1 il scallaall i, (c.f.
(& ¢ sinae ) a8l £ siga Casile ¢ Lol llia (S ¢ads |

e Literary words and expressions (e.g. ¢sUidll Lgiid ¢ 1x ¢hin gata ¢y 3 ¢lgallany 450 441
&) (C.F &) celiall L8 ha ¢ 3l ¢ a1 5 1S Gl dlgibacly Al da S),

e Directional foregrounding: Fronting of many adverbials of the passage functioning as
Signposts for accuracy of description (e.g. & ¢kl sl3laay telllia ¢als ¢oliall) Jsa ddla 2ic,
. 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 | 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:
SlesBnlgdl ) —e SdScyl)aly | ae edl Ve ol 8 jiac gl &y e VTS e Gisadt)
QOIS — Gludl g SO Jad g e STl e 5 A0l LAl LS ja g cdalad) dae byl 48 5yl Jaaldl Gl e )
gﬂ)}.\}.\.\;\)ﬂsh.\;.d\&d\ MJC\}]\L;:A_Q\);\}‘&_:M\&;@)LJ\);»MQJsm\;\}‘u\.m}.q}‘eh}cu.;a;
w\L_mUL@_J\du;@u\g\z\,‘asﬁjum‘Nm@;umy,m,\}y\sﬂu\sm Metilaa g
cMwuﬁﬁ\uH)AQj‘uﬁ)}\umum‘) ubhd\dﬁ@ubuuﬁ JM\M\}MM\M\
;\}Huhﬁuw}@uw\u)@_ﬁ\u\)hsL;cw\mha\a)hdsm‘;;\q@uﬁucﬁ.ﬁy (m:@d\
;Gu‘)/m\ _oal.q...d\u:.\h\m}‘\ho)ﬁuﬁ\éu&u}‘\hom}‘m)ma.ak@_:\d\ AL 13a 8 A gall
Osball \mcjs_uu_i:\}.d\}ubbd\}uudloﬂ\;l\m\)l\ucL.A}c‘u\}‘cmu\ c\l{).u.d\};\)ssl\u;_ach;_at@_\s
M\é&:dﬂﬂu\.&:buwéhﬂ:}mc_\@cw —MJ\AUJXLAJ@}JL@_\S!s\h\)JMMJSaJLSA\JJM‘J
.(nd\A

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. <l «ansS ¢4 ) or literal translation of words (e.g. <3S

oVl e <l el ¢umn ), 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 ‘ )
o yally il Caendl — ¢ 8 IS il a5 | e (e olgal L &30l sl 138 juac (a8 sall Cgai Ay je (YT ke ")
e dpelyy e 5 ) A0 Al IS a5 gl dalaldl e by )l daai Y1 Jaall by e @ Jal) e 5 43kl
el ls claly e ga s cilimga g cadin g p2d s (SIS Glma¥) L3 Al S — Bladly oS Jid g e
L@.JL\.\}" u;;ﬂ\aju\d)y)ug\)ﬂu.&_)ﬂid\ )»ch\}l\ujcu\)c\}cu\.;.\.\]\}dsﬂ\}.in.\\)uﬂhﬂ\..\\dfu\a_ﬁ}
«Jola OLLJG.\::\L\G@J.L:Y ‘)LJA}AA‘)G_UA.@_:L:b);b})f}]\@b%;}@\)l@quhd\@)s;uﬁjd "M\w}:
ail Lo o8 L dalall aail) g Andabal) Guadil) il cint el Jleil) gra g 8 Al 1 Ol s 5 &y guall 5 AS jalls prda
Gllin O il 588 2 ( Adi agdial) e 8l G AT il e 5 (AT Gfialie Catie)) Silay gl Al
ALl 138 el 3V 5 A el 5 o) il g all (Gl 5 Lete Aalall i eall <l sl e gy it Al 5 k3 S aie
Dsaally sl e ()5S Le dxal g €3y g8 S (ST 8 Al g B3 gaciie Blaxila 5 ¢35 e A planan il (ol — clnnadll
Sl 5 lie S0 AAl el e Liase il 5 cadass ol s o Uanadl 5 o)l (i Uil L o o3 Y adf —
;w—uﬁM\uﬁ\SJd.\u@jﬁ ‘;'m_gcB)Lﬁ.d\J}Lﬂ\)dﬁw\hﬁ\‘)i\qﬁsu&&gcﬂuw\juwb
(" lgin gt b Like g L iy

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:

e Exaggerated exclamation: (e.g. u=e (s ol W),
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e Pretentious synonymy: (e.g. (dualite s da jes 4l 3 2035 AV Al

o Ostentatious pairs of synonyms (e.g.  &buas tadasi 5l oawai ¢l 315 A sall 5 ¢o) il 5 il
& dlide gL ¢ apell s 55 pudl 65 855 K (52 gunila Baania £33 Js.)

e Forced, fictitious prose rhyme: (e.g. (most words and phrases of the translation are made
rhymed) ¢ sa g Sliia ga fadia g a0 ¢l IS sVl (8 Aanny | el edpgd) || dpe bl dpns 8Y)
colalally lagl) celanall eV o) )

o Affected rhythm: (e.g. &) ¢eli ¥ s dcasall 5 / ol jill 5 iall 53 guie Braria /35 jga 4 slacian))

e Classical pompous phrases: (e.g. &) ¢ yuds sl fadia 5 a33.)

Triads of end-prominence: Three synonymous words with emphasis falling on the last

one: (8.9, duiliia s da e 4l

Redundant repetition (e.g. (osoal o e 5 cmal Cinlia

Deliberate variation (.g. G:c/4al )/ jlac/ yue)

Rhymed variation (e.g. ©lesit (sl A/ Qlag s () sual ()

Harmonious rhymed antonyms: (e.g. olals! S glaa¥l 8 4lls OIS (the 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

Negative Attitude

Ten thousand vehicles careering
through the Park this perfect
afternoon. Such a show! And |
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.
38 pac (@8 gall eaidn je CaYI B e
b ailg 10m e (e olgd u‘.éb” sl
Akl il el lail) Coaadl — o 5 S
A fY daall e 1l e
Jiad) LS a5 gl Aalall iy )
Aagy g e doely ) Dl e 5 Aagall 40
o Mlae OIS — Sl Sl ds

Yet what | 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
| 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.

il guall el 4l La o1
Al Cp AT Gy e 5 (AT (ialia

“usie )
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il sa g cadin g aad g ¢SS s Y
481230 a5 el ey cilaly Dl sa g
Sle ol el eolagll g agall g ol il

S ses ) A ol ad) — s 1l
Al M iaall 43 e el 5" cumall o 4l
AV ARG A 5 A sl lalf 48 8 s
(PPl S PR PNSPPE VRIS SNNLP
Lol 5 AS ally aeda Jila Gl e

O Sl 3 S8 N (Al gl e
te Lo i Adlial 5 ki JS die glla
ALY  Lgie aladl ha el <l e
S 13a el Y g A gall g o) Sill g Sall
‘Bj})'"@_A L)L.AA \.@.ﬂ LS‘ — elaadll
BJQSOGS&;MAA}‘BJPLEMJ

— ol sl e 0S5 e a5 65 b
cw\jc\)ﬂ\uﬁua;g@¢g5YM\

)""’Jw ‘&L@Pﬁi}‘m...}ibm.oi
oalall g asl ¢ cllall g clie ST Al
Osball da8) ) Gt su\SAdS@C)s.:
Osae (A Lide o L iy ¢ 5 — DS

Sleia

ad el gl g 8 Al 3l ) Y
Jalal) apeail) 5 adaliad) uall dnif

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/lemphatic 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
creative version in particular.

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 far-
fetched, but rather challenging and enjoying to attempt bravely.
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