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Abstract:

This paper investigates the translatability of prosody by
showing the difficulty of translating the prosodic features
from English into Arabic, illustrated with English/ Arabic
examples. The current study is intended to show that prosody
presents a challenge for translators in translating the poetic
text from English into Arabic due to the great differences
between the two linguistic systems. The dictionary definition
of rhythm is the regular occurrence of sounds, that is the
sonic pattern created by successive variously intonated units
of speech, mainly by using syllables usually stressed and
unstressed in a certain order, in European languages, such as
English, French and German. In Arabic we have units of
consonants and vowels, rather than syllables, with less
consideration for intonation. So, while we have in English a
line consisting of a number of successive syllables creating
units of one unstressed followed a stressed syllable, in Arabic
we have units consisting of one, two, or more consonants
followed by a vowel. This paper concludes that failure to
preserve prosodic features such as rhythm, meter, and rhyme
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Is due to the employed strategy that the translator used either
to translate the poetic text into verse or prose style.

Keywords: prosody — NrhythmN — consonantsN - vowels
— syllables — stressed - unstressed

1. Introduction:

The English unit for which the symbol of (u —) is used
[the 'u’ means unstressed], is called a 'foot'. In Arabic the unit
consisting of two consonants followed by a vowel and one
consonant followed by a vowel, for which the symbol is (— -
0 — 0) [the dash is a consonants and the '0' is a vowel], is
called (“1=&) and may be regarded as the equivalent of a foot
in English. Shorter Arabic 'feet' are available, the commonest
one may consist of three consonants followed by a vowel (-
— — 0) or alternating consonants and vowels (— 0 — 0).

In Arabic, however, the vowel is either a long 'Alef,
'Waw' or 'Yaa' (- s—1) or a stopped consonant, that is a
consonant not followed by any vowels, short or long. Take
for example a sentence in Arabic like (= &< (=) which is
transcribed in English as (man takon lee) is regarded, for the
purpose of phonetic enunciation needed for the recognition of
the rhythm as (- o / — — 0 / — 0) where the initial (s=) (M)
[6 mad 48 ja 5f 4ab 4ile (Slu G a] is @ consonant () followed
by a short vowel, thus ( =+ a). The (us) (n) marked by a stop
(0) [osS~] is regarded as a vowel, that is a stop consonant,
and is therefore a vowel. The same applies to the following
word where (ta) [<] is a consonant followed by a short
vowel, and the (k) (&) is a consonant followed by a short
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vowel (0) — (ta ko n). The last word consists of an (L) (J) [»¥]
followed by a long vowel. Hence the rhythm (—o/—-—-0/—

0).

2. Arabic Prosody:

Consequently, a word like (Zlfj) Agbel is said to consist of
a hamzat, followed by a short vowel (++ a) the Q is a
stopped consonant and is therefore a vowel, the (b) (<) is a
consonant followed by a short vowel, and is therefore a
consonant, then the (L) (¢¥) is a stop consonant and is
therefore a vowel. The phonetic transcription of the word
would be (- o0 — 0) with each letter is represented by a single
dash or '0". The unit is a whole is regarded as a foot, and may
be repeated — as a sonic pattern called metre (=&l =),
This foot has different forms but equally regular, such as (- —
— 0) as in the word kutuba (where ku and tu and b are
consonants, followed by the long vowel (a) (=X). It is to be
noted that what counts in Arabic verse is the phonetic not the
written form of the word. So, if the word was (W) it is
transcribed phonetically as kutuban, without any change in
the rhythm. So, a monostich (%) that is, a hemistich ( <
<) like:

° 2

s 83, 5538 04
(Agbel turzag rizgan hasana)

Would be symbolized by (——-0-0/-0-0/-0-0/———
o /) where the last word consists of three consonants
followed by the vowel — either (a) or (an).
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3. Arabic / English Prosody:

A famous example of the regular metre in English is a
'pastoral’ (= s= ) poem by Christopher Marlowe. Here is the
opening line:

Come live with me and be my love

When you read it normally, you find that the second word is
always stressed, the first always unstressed. Each word is an
independent syllable, and each combination of two such
syllables makes a foot, whose rhythm is (v —) which we call
lambic. When you read the stressed syllables, you can get
some sort of meaning, which is the opposite of the
combination of the unstressed syllables:

Live /me /be /love/
Come /with/and / my /

The stressed syllables are operative words, a verb, an object,
an infinitive and a noun. The unstressed syllables are mostly
inoperative. So, the pattern lakes the following form: [v — /v
— /v —/[v—1]. As there are four feet in the line, we call it
tetrameter (=L.). This is how we make it.

V - V — V — VvV -
Come live with me and be my love
or
X - X - X - X -

If we reproduce the line in Arabic, we may do it in prose,
saying for instance:
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i il g ba ail y Sl

As prose the line has no pattern of any bind: transcribed
phonetically it may look like:

(from right to left)
o/ollllollollollololol

In other words, no recognizable units are repeated. If we
translated it into verse, we may have:

Which would be thus phonetically transcribed:

s lged ggeo Iyl Jags
LT Tl T
| |1

(fromrighttoleft) o /o / o/o/ o/ol olo/ o/o/

Note that (=) is transcribed phonetically as (s = < ). This
should be enough to indicate the meaning of rhythm in both
English and Arabic. Now for actual examples firm the
English lyrics.

4. Translating Metre:

A famous ditty by Robert Burns reads:

O my luve is like a red red rose
That's newly sprung in June

O my luve is like a melody
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That's sweetly played in tune.

The initial ‘0" in lines 1 and 3 is an extra syllable that does not
count in the scansion, so that the line consists of four feet,
each consisting of one unstressed syllable followed by a
stressed one (u —) thus

V —V—V— V —
my luve is like a red red rose
vV —V — VvV —
That's newly sprung in June

V — V—V—V -
my luve is like a melody

Vv — VvV — vV —
That's sweetly played in tune.

This means that the first line is tetrameter (four feet)
followed by a line of three feet only (trimester). The
remaining lines follow the same pattern. The rhythm is called
lambic and is described as a rising beat (b= gl&)). As
modern stylisticians affirm, the meaning of the poem
includes the rhythm as well as the imagery conveyed by the
words. So, if you translate the words only, you will have
conveyed only part of the meaning. According to Enani
2020, we will take this example:
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:\_ub ;\JAA EJJJ 4. ‘;1.\.\.1;"”_
PR TLINQERC
&A’—\S\ dé} EJNAJ GJ‘}&A

This prose version looks like a paraphrase but fails to give us
the full meaning of the poem. If we, however, do it in verse,
the meaning is more likely to be complete:

Leish a5 a8 el yan 83 ) g dgand s
lgiat (358 asall 28 Capall b Caniss
Leind 8 Lellan 83 gl s
Leioen () 13,5 Lealisl bl
The metre here will be different from the previous one
(called khabab) but will be another Arabic metre called Rajaz
(=51, The rajaz foot could consist of two short syllables,
followed by a long one, or two long syllables. The syllable in
Arabic is necessarily different from an English one: it may be
called a segment, as it consists of a single vowel, as in min
(c») where the vowel is represented by the stop consonant, or
an ordinary vowel, like (\s) maa; each is referred to as "stop"
(0sS~), and the segment in this case is regarded as short. It is
the kind of segment that is repeated 10 times in the line ( -
= b Siae S HLE) given above. The long segment consists of
a consonant followed by a short vowel (ma) (=) then by
another followed by a "stop" — such as takun (&X5). Put

together, the three segments would be something like maa
lam takun (<8 ~1%) the symbol of which is (from right to
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left): [o// o/ of]. The three segments are together called a
foot of the rajaz metre. It is repeated in the hemistich (_-al)
three times, normally, thus
o/l ol of
o/l o/ o/ oll ol of

Now, there are acceptable modulations (<lés3) in both
Arabic and English prosody (u=s=l). In English we may
have a modulation of the iambic foot (v —) into the reverse
beat (— o) called trochee, and the adjective is trochaic. In
Arabic, we may have two long segments in a foot instead of
two short ones followed by a long one, thus (s & & 5 ——3)
from right to left [o// ol/]. So, the rhythm of the versified
translation of Burns' ditty would be:

le/sh a5/ 38 6508 /3305 / Agud /

o/l oll oll ollolol olloll olloll olloll

leiad (/58 4500 1 n caidall 8/ Cali

o// o/l ollolo/  oll olo/ oll

o/l

aad /s /30 gl s

o//olo/ olloll oll olo/ olloll

it (s 1o/ alddl 2l

o/l oll olloll ollolol olloll
An advocate of ‘formalism' may demand that the four
Arabic lines be of equal length as is the tradition normally

observed in Arabic verse, but this rule is no longer applied in
modern poetry. If applied, the first line should read:
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B el pes By Agnd Suns
o/l ollolo/ olloll olloll
o/lol/

Or even in less words:

sl /o3 eleall [ 83,8/ i
o/lolo/ o/lolo/
o/lolo/ olloll

But as the (n) (usY) is followed here by a short ‘o', the whole
rhyme scheme has to be changed. If not, it may be regarded
as 'flawed’, and the flaw is called (s!s%). If the first alternative
Is chosen, the second line should have a different rhyme:

Al ) ¢/2im el A e il aids
o/lolo/  ollolo/
o//ol/ olloll

The point is that rhyme and rhythm have come, according to
modern stylistics, part of the meaning of the text. This is the
prevalent view now, as discussed in detail by Stockwell
(2009) and (2012-2014), confirmed by Sotirova (2016), and
corroborated by Browse (2018). Rhyme and rhythm have to
be changed as the phonology of the target language is
necessarily different: So, while the metre changes from
tetrameter to trimeter, from the odd-numbered lines to the
even-numbered ones, the Arabic translated text consists of
equal 4-foot lines, i.e. tetrameters. Sometimes the translator
follows the source text if the alternation of meters appears
significant to him or her. An example is the so-called
"sublime epitaph' by Wordsworth:
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A slumber did my spirit seal
I had no human fears
She seemed a thing that could not feel
The touch of earthly years
No motion has she now no force
She neither hears nor sees
Rolled round in earth's diurnal course
With rocks and stones and trees.
The alternation of tetrameters and trimeters, thus
V — V— V—V —
A slumber did my spirit seal
V— V —V —
| had no human fears

Is reflected in the Arabic version:
G 5 o> s) ole Suladll 233
PR PECYEY)
Sl 5 il 3
The odd-numbered lines belong to a complex metre called al-
Baseet (wll) while the even-numbered belong to the rajz,

but this only occasional, or even accidental, as the rest of the
poem shows.
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& il B 5l o G 28 GV
-),’ 3"5: \,5 é:‘m | 2)1-:0:} ‘;AAA’. /}
558 g oy 55 &
e ) )flé:‘)f\} Aalk

Here we have variations of al-Baseet and the rajaz (or al-
kaamil). The first line is a straightforward Baseet, the second
a modulated kaamil, the third Baseet and the fourth the same
as the second. Vital to this rendering is the unity of the main
rhyme (L&l / il / a8l / 3l) which establishes the sonic
leitmotif, further bolstered by the (ha) (&) rhyme in lines 1, 3
and 7. So, as the rhythm and rhyme help to bind the lines
together in the English text, they do so in the Arabic text
producing the textual cohesion, which is conducive to
coherence, with variation in the metre and the rhyme scheme.
Note that the caesura in line 5 (the internal rhyme dividing
the line into two equal parts) supports the deictic change
from the 'I' of the speaker to the dead girl. Part of the unity of
the poem is therefore due to the behaviour of the language,
both as rhyme and rhythm. Without these two factors, the
meaning of the poem would be incomplete.

Sometimes the poet builds a poem in the form of a series
of quasi-conditionals, followed by what looks like a
conclusion. The main feature here is parallelism: each distich
(b (e s 2b Cw) consists of a premise (4«xis) and a result
(A=xx3). The structure in toto looks like a sustained figure of
speech. An example is Shelley's famous poem "Music ...”

Music when soft voices die
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Vibrates in the memory

Odours when sweet violets sicken

Live in the sense they quicken

Rose leaves when the rose is dead

Are heaped for the beloved's bed;

And so thy thoughts when thou art gone
Love itself shall slumber on.

The rhythm of the lines sounds regular enough, though we
have variation in the number of syllables used in the eight
lines, 7,7, 8,8, 7,8 and 7,8. This is said by Stockwell to
constitute "subtle variations" which serve to "prevent the
repetitions becoming monotonous” (2012, p.71). Monotony
(2u_)) was once regarded as extreme regularity required in
every Arabic poem of the classical type; it is today avoided
in most modern Arabic poetry. Instead of prosodical
regularity, Arabic poetry relies on internal regularity, as
Shelley's poem clearly shows. Each distich consists of a noun
phrase (NP), a conjunction (conj), another noun phrase
consisting of a pre-modifier and a noun (pre-mod+N), a verb
phrase (VP), plus another VP, a preposition (prep), then a
noun phrase (NP). The following is Stockwell's analysis:

There is syntactic repetition here, in the form of a
brief initial noun phrase > followed by a relative
clause with a conjunction 'when', a pre-modified
noun phrase and a verb phrase > followed by a
main verb phrase > and ending with a prepositional

(THE TRANSLATABILITY OF PROSODY...) AYA AWAD

297



(2021) plo 1 oue 1 oo ((DIoTlg lgalll) ALYl lulyll) oo daals dloxe

phrase consisting of a preposition and a noun
phrase. There is also some parallelism across the
semantic relationships of these lines. For example,
the initial NP emerges from the NP in the relative
clause (music comes from voices, odours come
from violets, rose leaves come from the rose).
There is, of course, some variation within these
basic repetitions: the lexical realization of the
initial NP (‘music’) is not repeated; though the
conjunction ‘when' is repeated, the later preposition
is varied (‘in, within, for'); though the final NP
always begins with a determiner, the rest of the NP
Is variable. An intense reading can examine the
significances of the variation. For example, the
semantic progression across the initial NPs goes
across the senses from sound (‘music’) to smell
(‘odours’) to a combined sight and touch ('rose
leaves'), and this progression scales from most
intangible to most material. Furthermore, at an
iconic level, the single senses are referenced with a
single lexical item here while the doubled sense is
referenced with two words. A particularly intensive
reader might even notice that the synaesthetic
blending of sight and touch is iconically matched
by the potential multivalence of the nouns ‘'rose’
and 'leaves' as active verbs, where there is no such
potential in the single-item occurrences 'music' or
‘odours'. (2012, p. 69)
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The fact that there is variation in the linguistic structure
of the poem is reflected in the prosodical pattern,
phonologically approached. This means that the translator
should aim at conveying the regularity of the metre and the
modulations which account for the variations. A prose
rendering of the lines cannot reproduce the variations
because it cannot reproduce the regularity in the first place. A
professional translator may render the lines in prose as
follows:

L3l ) geal) & gat Ladie
3,SIAl 8 Lgaladl aa i
B slad) limidiall yoa yad Ladie
Azt Al all 8 Ll Ly
33 5l & galt Ladie
o sanall U318 LBl 5l pan
aall 4 oLy W) b o HISE gas
Grammatically and consequently structurally, the Arabic text
Is logical and idiomatic enough. We have parallel distichs,
consisting of all the elements mentioned by Stockwell. No
one may quarrel with the correspondence of the Arabic text
with the source text communicatively, according to
Newmark's distinction between communicative and semantic
translation. A semantic translation, according to such a

distinction, should reflect the internal pattern rhythmically
and, therefore, phonologically. This may be achieved in a
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verse translation in which the foregrounding of the initial
noun phrases is maintained, and an adequate interpretation of
the concluding distich is provided. Critics are not agreed on
the meaning of the word 'gone’ in the penultimate line: some
claim that it means 'dead’', but most commentators assume
that the poem was addressed to his wife Mary, who gave it
the title "To —", when it was published in 1822 (only after
the poet's death, though it was written in 1821), and that
‘gone’ simply means "when you are away." The interpretation
of "thy thoughts" in the verse rendering gives meaning to the
whole poem. Here is the verse rendering by M. Enani:

%) &l 5ia1 & sad G i sall
FRVATERA] PR,
Wales (g o) 3ad) )y =y H5h 550l
BIay (i) oAy & FEY
33730 & oS Cus 33550 (3
55 Galal a2 s
S cnhd cie G 1K
s Al 48 M K

In our analysis, it has been noted that prosodic features are
crucial in determining meaning in languages, and when it
comes to translation, rendering these features should be given
precedence over other cultural and linguistic features. The
analysis shows that rendering prosody seems to be difficult
as it is language-specific, a point with which Perego (2003)
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agrees. Since intercultural communication is said to be the
ultimate goal of translation, it is true that some elements in a
language may not be translated because meaning dwells more
on what is implied rather than what is actually said —
pragmatic import.
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Ly o) a0 (b Al ) Lo

: aliy
e sl cuall sadl) Ol 5 ggan nall alall g (g yall ale
sagall aleyie L aaly . bl deal o JAlAD) 5o (gl ale wiag
Jsa il 5 Ll e Gal g dalSl) (gl 208 e KU alacl) e
e Sy (Lgalis ) dpall A Ay ial) (lhaall (Ao gl il
) 8 LS (5pS e il el o I 5. ((Jad ) Gl
LK Lialat e daied 5 cliSla g S atia t pad (o CallE A pall
@) O3sl e s Y = S ) — 3l ¥ G IS o sy
(el i A5l duune CDad daly aill hgas (smaall pund iy
Oldise (el (Gledie (e ld (W¥sria ¢ e liia ¢l e (e lia
Ll o ¢ sl jan ¢ daghall jaar & Sysgdiall gl el e g
2 e e Sl s e dll e ¢ Ll s e s e
a6 udaiall Han ¢ Chaall jan ¢ el an ¢ il jan ¢l
) ¢ il s ¢ g yliad)
OF 3 AladV) ) 5oyl 5 Aupell ) Gols o aasls Gpdll (35S
Cail) Gy S LsaladV) Al Gl el Al Luld adall dle e oY)
ol LS AU g Apual) 5 Ll Ainee il 4y cudaa (31 uaial)

Glalll alaae 5 Londaiy) 42l & ( rhythm [ meter ) (g=ill Ol
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bl 5 (feet ) . Glasgll ad phaliall (e Bpria aualaa du )
Bariall ye 5 ( stressed syllables ) sasiall adaliall iy s
Juast gnlaVl jedll 4 jled) 58 5 lg ((UNstressed syllables )
1A (el Ayl oA g

5 o) pall el e uall (gl ale 8 Al adias -
CObadi slan) 23 A< panal) g LU Cagpall o alaeWh ((Jad) 5o
Ao bl ¢ Ly by g ((Oleiins) o oall el jsad Luuldd
e ol gsandall jueg sandall daladl e 355 (ghalatV) ag yal)
cASyanall g ALl Cagyall

Gli 92 Leld 5 ¢ A0l Al el pedll oo e a0 JS) -
Cua e Al CDlaii (et jedl) jeadd L . Laad laaxe 5 LSl
Ll G G Bl Gl LS 5 Sl

LgasSl adlnds 2ae KA dala Sld el (el o) 50 aie -
5elbaie S o3 (Gulai) el Dl die Ao Laiy b 5 5y5ehe

) Zalll aaadl Sy

Clguay) — AiSlud) Clguat) — g LEY) — agyall :dalidal) cilall)

By guiall e digall aaliall — 3 5aial) A puall adalial) — iSjatal)
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