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Introduction
Translation of poetry is considered as one of the most difficult types of translation.

Therefore, several scholars believed that the translation of poetry is an impossible task, and
others find that only a poet can translate poetry in a good way. In the other hand, many other
scholars believed that the poetry is translatable as any other type of texts. In fact, the difficulty
in translating poetry lies in the distinctive values of poetry including rhythm, rhyme, meter,
specific structure, and specific expressions which needed to be reflected in a way or another
during the translation . A process that is not really an easy task. Moreover, the main difficulty
that faces the translator of poetry is that its beauty and aesthetics are not only realized
through the choice of words or metaphoric language like in prose, but also with the creation
of rhythm, rhyme, meter, specific structure, and specific expressions.
Statement of the Problem

The aesthetic values are among the most important elements of any literary work in
general, and distinguish it from other types of texts, but they are more evident in poetry.
Therefore, preserving them during the translation process is an important and essential thing
that every translator has to do. But translating, preserving and reflecting these values in
translation is not easy at all.

Aim of the Study

The main purpose of the present study is to investigate the translatability of aesthetic
values of poetry translated into Arabic through studying the translatability of aesthetic values
of the English poem To a Skylark into Arabic, and whether they are maintained throughout its

translations into Arabic.

Main research question

Are the aesthetic values in "To a Skylark "maintained throughout its translations into
Arabic both poetically and semantically ?
Sub Questions

e Does Ail Mahmud Taha reproduce structure (poetic structures) that preserve the

aesthetic values of the original poem?

e Does Ali Mahmud Taha use figurative language that keeps the same aesthetic effect as
SL?



Hypothesis

It is hypothesized that the translator succeeded to render To a Skylark formally and
generally. However, when it comes to the details of each metaphoric device as put apart, he
did not render the images as intended in the original “ST”.
Methodology

In the present study, we choose to adopt a descriptive comparative method. We, first
begin by exploring all the images lying in the ST and TT then, we undertake a comparative
survey through the two versions in Arabic and compare both of them with the ST to check the
extent to which Ali Mahmud Taha succeed or not in reflecting those aesthetic values. At the
end , we compare more between the two TT with each other to see which one preserves better
the aesthetic of the original .
Structure of the Study

The current study is divided into two chapters, the first chapter is theoretical and the
second chapter is practical. The first chapter is divided into three parts: the first one is on
poetry where we will define the concept of poetry in general and also present a set of
definitions. We will also discuss in the same part the English poetry where we starting with a
short introduction followed by a presentation of the most important forms. In the same part
we will discuss the Arabic poetry where we starting with a short introduction followed by a
present of the most important forms of the traditional and modern Arabic poetry. In the
second part, which focuses on the translation of poetry, we discuss the most important
relevant issues. Finally, we discuss the strategies of poetry translation, from which we chose
the seven strategies proposed by Lefevere to translate poetry, and then we will discuss the
translation of aesthetic values in poetry. The third part will be devoted to the figurative
language and the definition of its most important types. Then we concluded with a summary
that contains what has been stated in the theoretical chapter.

As for the practical chapter, we begin with a brief introduction to the original poem

"To a Skylark™ and a brief summary about English poet Percy Shelly Bysshe, author of the
poem. In another element we explain our choice of the above poem as a corpus for the current
study. We then move to indentifying of the history of the translation of the poem "To a
Skylak™ and its translators into the Arabic language. Then, we gave a brief summary of the
poet and translator Ali Mahmud Taha whose translation we chose his translation of the
English poem to study the translatability of the aesthetic values into Arabic. We then analyze

the extracts from the first translation and analyzed the other extracts from the second



translation. We then conclude with a summary of the most important results from the practical

part.



Theoretical
Chapter



Part one

Poetry

1-Definition of poetry
2-English poetry
2-1-forms of English poetry
2-1-1-Lyric poetry
2-1-2-Narrative poetry
2-1-3-Dramatic poetry
3-Arabic poetry

3-1-Forms of Arabic poetry

3-1-1- Classical Arabic poetry (Al Shir Al-Amudi)

3-1-2- Free verse(Al Shir Al-Hur)
3-1-3- Arabic dubayt( Al-Rubiat)

3-1-4- Blank verse( Al Shir Al-Mursal)

3-1-5- Prose poetry (Al Shir Al-Manthur)



1-Definition of poetry

Poetry in fact, has no one unanimous definition, thus its definitions vary according to
the views and thoughts about poetry varies. In Penguin Dictionary of Literary Terms and
Literary Theory(1998), poetry is defined as follow: (MedL poetia based on Gk poEtEs,'doer,
creator’) It is a comprehensive term which can be taken to cover any kind of metrical
composition. The implications are that poetry is a superior form of creation; not necessarily
therefore, more serious.(p682-683). Samuel Taylor Coleridge, an English poet, tried to define
poetry by comparing it to prose where he said that “prose, in conversation, consists of words
in their best order; poetry, of the best words in the best order” (cited in Greenough, n.d, p89).
Another English poet ,George Gordon Byron, wrote a century ago: “what is poetry? The
feeling of the former and future. Why? at the very height of desire and pleasure”.(cited in
Newblot, Litt, 1919, p17). In another hand, there is who connects poetry to beauty in which
‘poetry is beauty expressed in speech”. However, beauty is very large concept that cannot be
limited to anything (Greenough, n.d, p89). Inbn Rachik Elgairawani said that “a poet is
called so (in Arabic Shair) because he feels what others cannot”. Thus, poetry is defined in

several aspects such as: language, beauty, and emotions.

2-English poetry

English poetry is one of the major genres of English literature that is “the body of
written works produced in the English language by inhabitants of the British Isles (including
Ireland) from the 7th century to the present day. The major literatures written in English
outside the British Isles are treated separately under American literature, Australian literature,

Canadian literature, and New Zealand literature” ( Encyclopedia Britannica, 2015).

English poetry witnessed several changes throughout the history. The main historical
stages or periods of English poetry begin with the Elizabethan period down to the Post-
Modernist period. In addition, English poetry has many and different forms, the major ones

are: narrative, lyric, and dramatic.


https://www.britannica.com/topic/English-language
https://www.britannica.com/place/British-Isles
https://www.britannica.com/art/American-literature
https://www.britannica.com/art/Australian-literature
https://www.britannica.com/art/Canadian-literature
https://www.britannica.com/art/New-Zealand-literature

2-1-Forms of English poetry

Centuries ago, Aristotle, the great Greek philosopher, claimed that poetry is derived into
three main forms which are: comedy, tragedy, and epic. Where comedy as he believed “an
imitation of what is inferior in a way that is laughable”, and tragedies and epics are written “to

portray sufferings in a way to produce certain effects” (Hess, n.d)

in the present day, poetry is derived into three main forms which are: lyric, narrative ,

and dramatic.
2-1-1-Lyric poetry

Lyric poetry is considered as one of the major forms of English poetry. It is stated that
lyric poetry holds some of the qualities of song which in turn believed that its origin pursuant
to Greek writers: “ the lyric was a song accompanied by the lyre”. A lyric poem is a poem
where a single speaker expressed his feelings and emotions, or what is going in his mind
namely “emotional state” or “mind state”. In addition, a lyric poem is considred relatively
“short” and “non-narrative”. Moreover, it has several sub-forms among them: elegy, ode,
sonnet, and dramatic monologue and most occasional poetry.( Lethbridge & Mildorf, p144,
n.d).

Among the prominent figures of the English lyric poetry, we find: Conrad Aiken, Lord
Byron, Emily Dickinson, T. S. Eliot, John Keats, John Milton, Thomas Hardy, Gerard Manley
Hopkins, Langston Hughes, Ben Jonson, William Shakespeare, Percy Bysshe Shelley,
Edmund Spenser, Alfred Lord Tennyson, Walt Whitman, William Wordsworth and Sir
Thomas Wyatt.

2-1-2-Narrative poetry:

Narrative poetry is considered as one of the main forms of English poetry. It contains
several sub-forms which are: epic, moch-epic or ballad, Idylls, and lay. A narrative poem is
presented , in verse, orally rather than in writing, and is told by a person called the narrator. In
addition, a series of interrelated events is displayed through characters driven by a plot. It can
be ‘a love story (like Tennyson's Maud), the story of a father and son (like Wordsworth's
Michael) or the deeds of a hero or heroine (like Walter Scott's Lay of the Last Minstrel)’.(
Lethbridge & Mildorf, p145, n.d).

Among the prominent figures the English narrative poetry, we find: Ann Carson,

Geoffery Chaucer, Alfred , Lord Tenyson, Ellen Hopkins, Dante, lord Byron, john Keats,

7



Lewis Canoll, Alfred Noys, john Ronald Reuel Tolkin, Edmund Spenser, William
Wordsworth, William Shakespeare, Samuel Taylor Coleridge, and Henry Wordsworth

Longfellow.
2-1-3-Dramatic poetry

Dramatic poetry is considered as one of the major forms of English poetry. It is stated
that dramatic poetry dated back to the ancient Greek dramas of Aristophanes, Sophocles, and
others where both tragedies and comedies are written in the form of verse. Dramatic poetry is
a form of “theatrical expression”, in which the poetic verse is spoken by the actors in the front
of the audience . dramatic poetry takes a different sub-forms such as: dramatic verse, closet

drama, and dramatic monologue.( Bent, n.d).

Within the prominent figures of English dramatic poetry, we find: Robert Browing,
Alfred Tennyson, William Shakespeare, lord Byron, Percy Bysshe Shelley, Ben Jonson,

Christopher Marlowe, and john Fletcher.
3- Arabic poetry

Arabic poetry is defined as all metered and rhymed speech written in Arabic language.
Poetry is considered as an essential source of Arabic knowledge and culture, and the most
important part in their literature. It is stated that Arabic poetry with “Saja” (a>~d) rhyme
without meter, and as time passes on it transferred into “Rajuz” (J>_") which considered as
“the first born, child of Arabic poetry”. In the Pre- Islamic period, Arabic was at its best form
and at “height degree of ability and skill”. It is claimed that Muhalhil B. Rabia, the Taghlib
hero of Basus war, was the first to write Arabic poetry in the form of Qasida (long poem) (P.
Hitti, 1970, p92-93).

Arabic poetry has known many and significant developments over the years. It begins
with Pre-Islamic poetry , stood firmly with the Emergence of Islam .Then got strong in the
Umayyad, Abbasid, Ottoman, until it took its varied forms as a modern Arabic poetry. The
forms of Arabic poetry has known significant changes, and new forms appeared such as: free
verse(Al Shir Al Hur) and blank verse( Al Shir Al- Mursal).



3-1-Forms of Arabic poetry

Arabic poetry has two main forms: the traditional (or the classical) form, and the
modern form. The fist includes a form of Arabic poetry called classical Arabic poetry (Al-
Shir Al-Amudi), while the second includes four main forms which are: free verse(Al- Shir Al-
Hur) and blank verse( Al Shir Al-Mursal), Arabic Dubayt ( Shir Al- Rubiat), and prose
poetry(Al-Shir Al-Manthur).

3-1-1-Classical Arabic poetry (Al Shir Al-Amudi)

Classical Arabic poetry (Al Shir Al-Amudi) is considred as the origin of all the roots of
arabic poetry. It is characterized as containing a collection of verses “bayt”(<w), each verse
consists of two equal halves. Each half is called “shatr”(_%%), a hemistich. The first hemistich
is called “Sadr”(L,x<! ) , and the second is called “Rajuz” (J=_Y). It is also characterized as to
have one and unique meter and rhyme (My translation, Al-Nahawi, 2007). In addition, poems
of such forms present a series of thoughts molded in self- contained verses strung together in

the most impressive way (Sharif, 1966)
3-1-2-Free verse(Al Shir Al-Hur)

Free verse(Al Shir Al-Hur) is one the modern forms of Arabic poetry that does not
adhere to rhyme, meter, and the letter “Al Rawi” (¢3! <2~). It, thus, gives the poet the
freedom to choose the meter as well as does not adhere to a specific rhyme or specific length
of the line. (my translation, Al-Malaika, 1962,p41). The appearance of this form of Arabic
poetry is due to the two young Iragi poets, Badr Shakir al-Sayyab and Nazik al-Malaika after
World War 1l (DeYoung, 2013).

3-1-3-Arabic dubayt( Al-Rubiat)

Arabic dubayt is a poetic quatrain with a Persian origins (Talib, 2014 ). It is a special
form of poetry is defined as two verses of poetry agreed in meter and rhyme. A quatrain
usually consists of only four verses that has an idea and content ends with the end of the four
verses. Among the most famous poets of Arabic dubayt: Omar Alkhyamm, Salah Jahin, and
Jalaluddin Rumi. (my translation,. Al-Rafie, 2000, p127-128).

3-1-4- Blank verse( Al Shir Al-Mursal)

Blank verse( Al Shir Al-Mursal) is one-rhyme-free poetry that retains the unity of the

rhythm in the meter without retaining meter itself. The poet in blank verse may preserve the



rhyme when it follows a system closest to the system of the very poetry in European
languages with its humming lines. The poet may also adhere to rhyme and rhythm together,
but the meter may vary.(my translation, AL-Arfagh, 2014)

3-1-5-Prose poetry (Al Shir Al-Manthur)

Nazik Al-Malaika (1962, p214) defined prose poetry (Al Shir Al-Manthur) as a poetic
collection that do not adopt traditional meter and rhyme. The majority of readers in the Arab
countries do not explicitly consider this collection as poetry, but they turn around the bush in
calling it different titles. Arab readers though like this form and read in abundantly. (my

translation)
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Part two

Poetry Translation

1-Introduction
2-Possibility and impossibility of poetry translation
3-Faithfulness in poetry translation

4-Lefevere’s seven strategies for poetry translation

4-1- Phonemic translation
4-2- Literal translation

4-3- Metrical translation
4-4- Poetry into prose

4-5- Rhymed translation
4-6- Blank verse translation

4-7- Interpretation

5-Aesthetic values in poetry translation



1-introduction

Translation of poetry is considered as one of the most difficult types of translation
since it needs extra efforts by the translator because the language used in poetry is different
from other types of texts because of: rhyme, rhythm, meter, and special structures and
expressions. Newmark stated that “the translation of poetry is the field where most emphasis
is normally put on the creation of a new independent poem, and where literal translation is
usually condemned” (1988, p70). This is means that literal translation of poetry may produce
poor poem structurally and aesthetically, while the creation or the production of new
independent poem may preserve the structure and the aesthetic aspects of the original poem.
Whilst Khalossi sees that the degree of difficulty in the translation of poetry varies according
to the nature and the purpose of the poetry under translation, where the translation of ‘didactic
poetry’ is considered more easier then the translation of ‘lyric poetry’ because the first is easy
to conduct and more flexible, whereas the second is less organized and whose imagination is
wide.( my translation,1982, p36-37).

2-The possibility and impossibility of poetry translation

Dealing with the translation of poetry inevitably leads us to discuss the translatability
of poetry which has raised a constant debate in the field of translation studies. Robert Forst,
the American poet, stated that “poetry is what gets lost in translation”(as cited in
Pirnajmuddin & Medhat , 2011, p1333), indicating by this the impossibility of translation of
poetry as well as revealing the difficulty of the task. In the same direction, Roman Jakobson
holds that “everything is translatable except poetry because it is very form, the very phonetic
quality of a poem in a language which makes a poem”. (as cited in Pirnajmuddin & Medhat ,
2011, p1333). Their opinions showed that the difficulty in translating of poetry lies on the
nature of poetry itself and its distinctive values from the ordinary language.

In the opposite direction, the translation of poetry seems possible because poetical
works in different languages have been widely translated. Moreover, the translated poetry
took place in most cultures’ literature. In some cases, the translated poetry might be read as a
foreign poetry rather than as a translation which is in itself considered as a success because
“the translation here is viewed as a type of writing which avoids drawing attention to itself”

( Boose-Beir, 2009, p194).
Out of this controversy, it is suggested by some researchers within the field of
translation studies to translate poetry into prose. That was a possible solution, but ,in fact, it

would lose the poetry its properties and beauty.
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3-Faithfulness in poetry translation

Despite the fact that the issue of faithfulness in translation is presented in all the areas
of translation, it is greater in the field of poetry translation because finding the perfect
equivalence in the translation of poetry is not an easy task, if not possible. Newmark tried to
apply the statement of Keats, English and romantic poet, ‘Beauty is Truth, Truth, Beauty —
that is all you know, and all you need to know”, on the field of translation of poetry where he
stated that “if truth stands for literal translation and beauty for the elegant version in the
translator’s idiom, truth is ugly and beauty is always a lie”.(1988, p166). This means that if
poetry translated literary , its beauty may be lost and seems ugly. In the other hand, elegant
translation of poetry seems beautiful, but may be unfaithful. In addition, Newmark stated that
“the integrity of both the lexical units and the lines has to be preserved within a context of: (a)
corresponding punctuation, which essentially reproduces the tone of the original; and (b)
accurate translation of metaphor” (1988, p163). He thus sets a standard , if it is true to say, to

translate poetic texts faithfully.

4-Lefevere’s seven strategies of poetry translation

In the field of poetry translation, many scholars suggested strategies to deals with
poetic texts for the translator as a plan to follow or as ways of facing the difficulty of poetry
translation. In this regard, we are to tackle the seven strategies suggested by André Lefevere
for poetry translation. According to kolah and Shiraz, Lefevere’s seven strategies for poetry
translation are “inclusive enough since they cover all the poetic values: forms and
contextual”.(2012, p460).

Lefevere’s seven strategies are as follows: (as cited in Sharif & Khameneh, 2012, p54-
55).

4-1-Phonemic translation

This strategy stands for imitating the ST sound, or in other words tries to reproduce the

SL sound in the TL with producing an acceptable paraphrase of the sense.
4-2-Literal translation

Although this strategy is “undesirable”, where the focus is on translating each word of
the original instead of giving the meaning of each sentences and expression, Lefevere
emphasized the need for this strategy as a tool to help the translator to understand the original

text.
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4-3-Metrical translation

This strategy depends on the creation of same meter of ST in TT. As a result, the
structure and the meaning in this strategy are neglected. That what produces poor translation
linguistically. Despite this, Lefevere considered this strategy as a way to give precedence to
the source text over the target text, like in literal translation.

4-4-Poetry into prose

This strategy depends on producing the ST poem into another different literary genre
that is prose. This means that meter and rhyme scheme will be lost in the translation as well as
the structures and expressions created specifically in poetry. Lefevere believed that like poetry

, prose can make focus on certain words.
4-5-Rhymed translation

This strategy aims to “transfer” the rhyme created in ST to TT. This requires rhyming
the translation according to the rhyme scheme of the target language. Bassinet indicates the
necessity of well understanding of the “spirit” and the “poetic material” of the original
poem.(as cited in Sharif and Khameneh, 2012, p55).

4-6-Blank verse translation

This strategy aims to produce a translation of the original poem without rhyme. Lefevere
stated that that kind of strategies tried to give a translation for the original poem with ‘stylistic

qualities of the TL culture’.
4-7-interpretation

This strategy depends on preserving the content or the substance of the original poem,
in the same time make a complete change on the form. This means that the translator would
produce a new poem of his own where he paraphrase the lines of the original poem, but the

content would be preserved.
5-Aesthetic values in poetry translation

The translation of aesthetic values or poetic truth (as Newmark called, 1981,p65) in
poetry needs an extra effort by the translator in order to preserve them. This is mainly seem in
poetry more than in the other types of literary genres. In prose, for instance, the beauty as S.

Hariyanto stated is achieved with the choice of words and figurative language( for example:

13



in novels and short stories), whereas in poetry the beauty ( in addition to the choice of words
and figurative language) is achieved with the creation of rhythm, rhyme, meter, and specific

structures and specific expressions.(n.d, paral).

Newmark (ibid) pointed out that aesthetic values in a text has no independent meaning,
but they are in relation with various types of meaning. Therefore the destruction of the
aesthetic values or poetic truth would lead to the destruction of the meaning. Newmark added
that “the delicacy and gentleness conveyed in word-order and sound, as well as in cognitive
sense, would be ruined, if the translator introduces crude alliteration or contrived word-
order”.(1981, p65).

According to Newmark (ibid), aesthetic values are dependent on three factors which are:
the structure (or poetic structure), metaphor, and sound.

(@) Structure- for translation, the plan of the text as a whole and
the shape and balance of the individual sentences.

(b) Metaphor- the visual images which may also evoke sound, touch
(including temperature and climate), smell, and test.

(c) Sound- including alliteration, assonance, rhythm, onomatopoeia,

and ,in poetry, meter and rhyme.
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Part three

Figurative language

1- Figurative language
1-1- Metaphor
1-2- Simile
1-3- Synecdoche
1-4- Apostrophe

1-5- Anaphora

1-6- Personification

1-7- Oxymoron



1-Figurative language

Figurative language is one the most essential elements in literature in general, and in
poetry in particular. Riley defined figurative language as “the language that is not truly or
strictly applicable to the subject concerning which it is employed, but which from some
analogy between two subjects, is either directly or by allusion transferred from one to the
other” (1970, p1). Figurative language has many types such as: metaphor, simile, synecdoche,

apostrophe, anaphora, oxymoron, and personification.

A lot of definitions have tackled the various literary devices. That is why we preferred
here to rely upon “The Penguin Dictionary of Literary Terms and Literary Theory (1998) and
The Oxford Dictionary of Literary Terms, (the definition of apostrophe only), (2008)”” which
are specialized in literary terminology.

1-1- Metaphor

It is (Gk 'carrying from one place to another') A figure of speech in which one thing is
described in terms of another. The basic figure in poetry. A comparison is usually implicit;
whereas in simile ,it is explicit (p507).

Leech pointed out that metaphor is central notion of poetic creation. It is often seen as a
phenomenon in its own right, without dependence to other kind of transferred meaning (1969,
pl51)
1-2-Simile

It is (L neuter of. similis, 'lilte") A figure of speech in which one thing is likened to
another, in such a way as to clarify and enhance an image. It is an explicit comparison (as
opposed to the metaphor, where the comparison is implicit) recognizable by the use of the
words 'like' or ‘as'. It is equally common in prose and verse and is a figurative device of great
antiquity (p830).
1-3-Synecdoche

It is (Gk ‘taking up together’) A figure of speech in which the part stands for the whole,
and thus something else is understood within the thing mentioned. Synecdoche is common in
everyday speech. In ‘Chelsea won the match’, Chelsea stands for the Chelsea Football Team
(p890)
1-4-Apostrophe

It is [a-pos-trdif] a rhetorical figure in which the speaker addressed a dead person or

absent person, or an abstraction or inanimate object. In classical rhetoric, the term could also

16



denote a speaker’s turning to address a particular member or section of the audience.

Apostrophe is one of the convention appropriate to the ode and to the elegy (p23).

1-5-Anaphora

It is (Gk ‘carrying up or back’) a rhetorical device involving the repetition of a word or
group of words in successive clauses. It is often used in ballad and song, in oratory and
sermon , but it is common in many literary forms (p37).
1-6-Personification

It is the impersonation or embodiment of some quality or abstraction; the attribution of
human qualities to inanimate objects. Personification is inherent in many languages through
the use of gender, and it appears to be very frequent in all literatures -especially in poetry
(p 661).

1-7-Oxymoron

It is (Gk ‘pointedly foolish’) a figure of speech which combines incongruous and
apparently contradictory words and meanings for a special effect. It is a common device,
closely related to antithesis and paradox, especially in poetry, and is of considerable antiquity.

It was particularly popular in the late 16" c. and during the 17" (p627).
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Conclusion

In the theoretical chapter, we dealt with the notion of poetry in general, where presented
some of its definition by poets ( such: Coleridge and lord Byron), and scholars, where we find
that poetry defined in several aspects , for example ,but not limited to, : language, emotion
and beauty. In addition, we highlighted the English poetry and Arabic poetry and its forms
where we find that each poetry has its distinctive characteristic and themes.

Then, we tackled the translation of poetry where we discussed the main issue in the
field. First, we discussed the translatability of poetry and how the opinion varies between
opponents who see that poetry as translatable because of its specific nature, and proponents
who see that poetry is translatable like any other types of text since it is widely translated all
over the world. Second, we dealt with the issue of faithfulness in poetry where we find that
beautiful and elegant translations may seem unfaithful; literal translation may seem ugly.
Third, we move to highlight the strategies of poetry translation and we choose Levefere’s
suggested seven strategies since his strategies are inclusive namely because it covers all poetic
values. Finally, we dealt with the translation aesthetic values in poetry which the topic of the
present study, and showing the importance of preserving them during the translation process,
as well as defining the aesthetic values in poetry and its constituent element according to

Newmark.

In the end, we tackled the figurative language in literary works in general, and in poetry
in particular. We presented a definition to figurative language and to some types of
particularly employed in the next practical chapter.
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Practical
Chapter



1-About “To a Skylark”

To a Skylark is one of the most famous lyrics of the English and Romantic poet Percy
Bysshe Shelley. It is written in late June 1820 in an evening walk in Italy where Shelley was
inspired by the songs of the skylark , and then he wrote a lyric praising that little bird
(skylark) who was fascinated and captured by its melodious songs although it was invisible
because of its height ((Al Shawa, 2015, p126-127). Shelley ,in this poem, used a series of
metaphors and similes to express his imagination, and to enhance the aesthetic values of his
poem. Most of the images that he drew are from nature such as: sunset, clouds, and rose...and
SO0 on.

Various themes such as: natural beauty, happiness, sadness, and freedom are raised in To
a Skylark which are widespread during the romantic period. First, Shelley expressed the
natural beauty of the songs of the skylark comparing it to the nature, and that is unaffected
and pure music in contrast with the artificial music of human. Second, he expressed the great
and pure happiness of the skylark that is came from its ignorance of pain and fear which the
human feel. Third, he expressed the sadness of mankind and how it is joined even with their
happiness, and that is ,for him, a way to feel better the real happiness. Fourth and Finally,
Shelley expressed the freedom of the skylark where it sings and flies freely in the heaven
(Al Shawa, 2015, p127).

Structurally, To a Skylark is composed of twenty one stanza, each stanza contains five
lines. It has regular pattern since each stanza of the poem starts with four short lines, and ends
with long one. The meter in To a Skylark is regular too. The meter of the four first lines is
trochaic trimeter, and the fifth last line is iambic heptameter. In addition, The rhyme scheme
in To a Skylark falls into ABABB for each stanza. Moreover, the poem contains internal rhyme

exemplified in the following lines:
Bird thou never wert (line 2)
Thou art unseen, but yet | hear thy shrill delight (line 20)
Until we hardly see, we feel that it is there (line 25)
From rainbow clouds there flow not (line 33)
Like a glow-worm golden (line 46) Rain-awaken'd flowers (line 58)

Our sweetest songs are those that tell of saddest thought (line 90)

(Al Shawa, 2015, p132)

20



1-1-A biography of Percy Bysshe Shelley

Percy Bysshe Shelley was one of the prominent figures among English romantic poets.
In addition to being a poet, Shelley was also a dramatist, essayist, and novelist. He was born
on forth August 1792 at Field Place, Broad bridge Heath, near Horsham, West Sussex,
England. It is stated that Shelley had a ‘radical’ point of view reflected in his poetry, and his
political and social views. Shelley’s best and major works are those of classical poems such
as: Ozymandias (1818), Ode to the West Wind (1819), To a Skylark (1820), The Cloud (1820)
and The Masque of Anarchy (1819). Long and visionary poems such as: Queen Mab (1813)
(later reworked as The Daemon of the World), Alastor, or The Spirit of Solitude (1815), The
Revolt of Islam (1817), Adonais (1821), the unfinished work The Triumph of Life. Finally,
The visionary verse dramas The Cenci (1819) and Prometheus Unbound(1820). Although
Shelley did not live to see his success and influence since during his life most of publishers
and journals refused to publish his works for fear of being arrested or accused for ‘blasphemy’
or ‘sedition’ because of his radical, revolutionary, and opposed thoughts. As well as , because
he was an atheist. Shelley was died on eighth July 1822; it was said that he died drowning
(Fletcher, 1971, p134-137)

2-The choice of the corpus

In the present study, we choose the famous English lyric To Skylark by Percy Bysshe
Shelley to investigate the translatability of the aesthetic values of poems translated into
Arabic. The choice of the aforementioned poem refers to the beauty of To a Skylark, and its
richness in beautiful images represented in a collection of metaphors, similes, synecdoche,
imagery and so on and the beautiful music of this lyric as well. Those aesthetic values make
the English poem To Skylark an ideal corpus for the present study. In addition, we choose two
of the translations of To Skylark was written by the Egyptian poet and translator Ali Mahmud
Taha in order to examine the translatability of the aesthetic values of To Skylark. Both the first
and second translations were written in an Arabic classical form (or traditional). Moreover,
both the English and Arabic versions were referred to the same movement that is

romanticism.
3-The translation of To a Skylark

To a Skylark is the first poem from the poetry of Percy Bysshe Shelley that was
translated into Arabic by eight translators and in the same time were poets who were: Ali
Mahmud Taha, Mokhtar Elwakil, Ahmed Zaki Abu Shadi, Vilmon Afandi Khori, Mohammed
Ali Tharwat, Ibrahim Elsakik, Khalil Elhindawi, and Almasiri and Zaid. First, To a Skylark
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was translated in the form of Arabic classical poetry by Ali Mahmud Taha (twice), Mokhtar
Elwakil, and Ahmed Zaki Abu Shadi. Second, it was translated in the form of Arabic free
poetry by Khalil EIhindawi and Almasiri & Zaid. Third, it was translated in the form of prose
by Vilmon Afandi Khori, Mohammed Ali Tharwat, and Ibrahim Elsakik. In addition, The
translations of To a Skylark reached eleven translations published in different magazines. As
well as there were translators who translated the poem more than once among them the
Egyptian translator —poet Ali Mahmud Taha whose translations are chosen in the present
study (Safwat, 1987).

3-1-A biography of Ali Mahmud Taha

Ali Mahmud Taha was born on August 3, 1901 in Mansoura, Egypt. He got the primary
level certificate and graduated from the school of applied arts in 1924 with a diploma of
building engineering. Ali Mahmud Taha was a prominent figure among the poets of the
forties of the last century in Egypt since the publication of his first diwan(a collection of
poems) the Lost Mariner “Mallah Al-Taih” , in that diwan we can see the influence of the
French romantic poets on him. After that, many collections by him were published among
which we state : the Nights of the lost sailor “Layali EI-Malah Etaih”(1940), Spirits and
Ghosts “Arwah wa Ashbah” (1942), East and West “Shrak wa Gharb”(1942), Rose and Wine
“Zahr wa Khamr”(1943), the Songs of the Four Winds “Oghniyat EI-Riyah EIl-Arbaa”(1943),
The Returning Longing “El-Shawk Al-aid” (1945) , and others. In his poetry, showing the
beauty was clearer than portraying emotions. He was much more interested in making
harmony of musical melodious than in expressing feelings. Ali Mahmud Taha was one of the
most famous figures of Apollo School, which set the pillars of the Romantic Movement in
Arabic poetry. Still on the top of the glory , he passed away on November 17, 1949, after

falling sick and buried in his hometown in “El-Mansoura” (Ziadah, n.d)
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4. Data Analysis and Discussion

In the analysis of the first and second translation of the extracts, we fellow the two

strategy of rhymed and metrical translation by Lefevere.

4-1-Analysis of the first translation

To a skylark
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Hail to thee, blithe Spirit!

Bird thou never wert,

That from Heaven, or near it,

Pourest thy full heart

In profuse strains of unpremeditated art.
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Higher still and higher

From the earth thou springest
Like a cloud of fire;

The blue deep thou wingest,

And singing still dost soar, and soaring ever singest.
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In the golden lightning

Of the sunken sun,

O’er which clouds are bright’ning,

Thou dost float and run;

Like an unbodied joy whose race is just begun.
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The pale purple even

Melts around thy flight;

Like a star of Heaven,

In the broad daylight

Thou art unseen, but yet | hear thy shrill delight,
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Keen as are the arrows

Of that silver sphere,

Whose intense lamp narrows

In the white dawn clear

Until we hardly see- we feel that it is there.

This stanza is omitted in the translation.

All the earth and air

With thy voice is loud,

As, when night is bare,

From one lonely cloud

The moon rains out her beams, and Heaven is
overflowed
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What thou art we know not;

What is most like thee?

From rainbow clouds there flow not

Drops so bright to see

As from thy presence showers a rain of melody
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Like a Poet hidden

In the light of thought
Singing hymns unbidden,
Till the world is wrought

To sympathy with hopes and fears it heeded not:
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Like a high-born maiden

In a palace-tower,

Soothing her love-laden

Soul in secret hour

With music sweet as love, which overflows her
bower:
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Like a glow-worm golden
In a dell of dew,
Scattering unbeholden

Its aereal hue

Among the flowers and grass, which screen it from

the view!
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Like a rose embowered

In its own green leaves,

By warm winds deflowered,
Till the scent it gives

Makes faint with too much sweet those heavy-winged

thieves:
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Sound of vernal showers
On the twinkling grass,
Rain-awakened flowers,
All that ever was

Joyous, and clear, and fresh, thy music doth surpass:
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Teach us, Sprite or Bird,

What sweet thoughts are thine:

| have never heard

Praise of love or wine

That panted forth a flood of rapture so divine.
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Chorus Hymeneal,

Or triumphal chant,

Matched with thine would be all
But an empty vaunt,

A thing wherein we feel there is some hidden want.

This stanza is omitted in the translation.
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What objects are the fountains

Of thy happy strain?

What fields, or waves, or mountains?

What shapes of sky or plain?

What love of thine own kind? What ignorance of
pain?
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With thy clear keen joyance

Languor cannot be:

Shadow of annoyance

Never came near thee:

Thou lovest- but ne’er knew love’s sad satiety.

This stanza is omitted in the translation.

Waking or asleep,

Thou of death must deem

Things more true and deep

Than we mortals dream,

Or how could thy notes flow in such a crystal stream?
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We look before and after,

And pine for what is not:

Our sincerest laughter

With some pain is fraught;

Our sweetest songs are those that tell of saddest
thought.
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Yet if we could scorn

Hate, and pride, and fear;

If we were things born

Not to shed a tear,

| know not how thy joy we ever should come near.
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Better than all measures

Of delightful sound,

Better than all treasures

That in books are found,

Thy skill to poet were, thou scorner of the ground!
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Teach me half the gladness

That thy brain must know,

Such harmonious madness

From my lips would flow

The world should listen then- as | am listening now.
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Tablel: The original poem and its translation by Ali Mahmud Taha (1926)

4-1-2- Form and Meter

The original poem was written in form of stanza. They are twenty one stanzas,

each

stanza is composed of five lines. Whereas the Arabic version was written in the form of
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Arabic classical poetry (23l ,23l) divided into eighteen paragraphs, each paragraph is
composed four lines except the first paragraph which has only three lines. In addition, the
stanzas number five, fourteen, and sixteen are omitted in the translation. The original poem is
super regular, the meter of the first four lines of each stanza is trochaic trimeter, and the fifth
last line is iambic heptameter. Each stanza starts with four short lines and ends with long one.
In the other hand, the Arabic version is regular too, it has one and united meter called the
outspread, “El- Bassit” ( L) , moreover the lines of each paragraph generally have the
same length.. The punctuation is more used in the original poem than the Arabic version. The
original poem continues commas, full stops, semi colons, question marks, exclamation
marks, and colons. Whereas the Arabic version continues only two types of punctuation
which are exclamation mark and question mark. This difference in the use of punctuation in
both English and Arabic versions refers to the disparity of the importance of punctuation in
the two languages in question where it is meaningful and more important in English, and

less important an more decorative in Arabic.
4-2-3-Figurative language
Extract 01

Metaphor: A word or phrase is applied to something which is not literally applicable in order

to suggest resemblance without using the words "like" or "as".
From rainbow clouds there flow not
Drops so bright to see
As from thy presence showers a rain of melody.
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Analysis of the translation

Ali Mahmud Taha followed the steps of Shelley in translating those three lines by making
the songs of the skylark raining like the actual rain .In other words, he preserved the
metaphorical expression that Shelley used. However, Ali Mahmud Taha replaced the rainbow
clouds of Shelley by colorful and charming clouds ‘USis Elua/ conwsll ods s 28 o 2l ) 4

ol 0 that is what may decreased and ruined the beauty of the image that Shelley drew.
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Extract 02

Simile: A comparison that is introduced by using the words “like” or “as”.

Like a star of heaven

In the broad day-light

Thou art unseen, but I hear thy shrill delight.
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Analysis of the translation

In rendering the first two lines of the English version, Ali Mahmud Taha preserved the
original meaning. In addition , he rendered the last line of the English version into two lines
where Ali Mahmud Taha said that he could not see the skylark “'z! s lida 41 i ; L s”, but he
could hear its songs of happiness that fil up all the world “athe Glall ki o W, Although
Ali Mahmud Taha omitted the image of “shrill delight” that was essential in the simile, he
gave its meaning that is the songs of the skylark is fill up all the world. Consequently, we can
say that Ali Mahmud Taha could to some extent preserve the aesthetic value of the original

simile.

Extract 03

Simile

From the earth thou springest
Like a cloud of fire
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Analysis of the translation

Ali Mahmud Taha rendered the simile “Like a cloud of fire” to “_sl (= Lgn” that is
completely different from the image that Shelley drew since Shelley used the symbol of cloud
to refer to the celOestial and divine nature of the skylark .Therefore, the translation of “a cloud
of fire” to arrow of light “_si) (« Lew”might diminish the aesthetic value of the original poem.

Extract 04

Metaphor

| have never heard

Praise of love or wine

That panted forth a flood of rapture so divine.
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Analysis of the translation

In translating the metaphorical expression ‘a flood of rapture so divine’, Ali Mahmud
Taha was far from the original meaning since he omitted the image of overwhelming
happiness ’rapture’ that is the essence of this metaphor, and replaced it by ‘_r3 5 s Cpa’ @
(speech of love and wine), contrasting Shelley in that view who believed that even the praise
of love or wine could not never reach the rapture that comes from the songs of the skylark. In
addition, the translator used the verb ’pour’ 4Sw <L instead of ‘flood’ (¢u=x), and used the
phrase ‘4i/ —ils (o’ (by God ) to render the phrase ‘so divine’ .The degree of happiness to
listen to the skylark’s songs is lesser in the Arabic version. Therefore, the aesthetic value of

the original image decreased to some extent in the translation.
Extract 05

Metaphor

As, when night is bare

From one lonely cloud

The moon rains out her beams, and heaven is overflowed.
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Analysis of the translation

The poet compared the moon with heaven that rains, he omitted “heaven” and
mentioned one of its attributes which is the action: “to rain” .In the Arabic version, the
translator tried to reflect the value of this image by making of the ,” something that rains ,
However; he used a verb that is of weak frequency in Arabic “ Jwlw” that means the same as
“_ha” So he compared the moon to" <Ll and omitted it bringing something of its attributes
which is the action “Jd~l.”. The omission of the image of “one lonely clouds” is decreased to
some extent from the beauty of the image since this image is significant in the English
version. For the English romantic poets tends to the single things.

Extract 06

Anaphora : It means the Repetition of the same word or group of words at the beginning of

successive clauses or sentences.

What objects are the fountains

Of thy happy strain?

What fields, or waves, or mountains?

What shapes of sky or plain?

What love of thine own kind? what ignorance of pain?
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Analysis of the translation

Ali Mahmud Taha rendered the English anaphora to anaphora as well in the Arabic
version. Where he rendered the word ‘what” which constitutes the anaphora in the English
version to three identical word in meaning and use which are: “csl o”, “ul 0+, and “sl5”, and
he repeated them in the beginning of each hemistich (shatr, _-.). this gives musical tone as
well as an emphasis to the meaning as in the English version. Therefore, we can say that Ali
Mahmud Taha succeed in rendering the English anaphora where he could preserve its

aesthetic value and reflected its beauty in the translation.
Extract 07

Apostrophe: an absent person, an abstract concept, or an important object is directly

addressed.

Hail to thee, blithe Spirit!
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Analysis of the translation

Ali Mahmud Taha rendered the English apostrophe to an apostrophe as well in the
Arabic version. Where he addressed the absent bird ‘the skylark’ because it was so high in the
sky “zsV il W) and greeting it “lwls zla—a b <l 43", Following by this the footsteps of
Shelley who addressed and greeted the skylark “Hail to thee, blithe Spirit!”. Thus, Ali
Mahmud Taha could preserve the original apostrophe as well as reflecting its beauty in the

translation.
Extract 08
Apostrophe
Teach us, Sprite or Bird,
Olass Y 8 il il ol Glhaie gl Sla gl I B
Analysis of the translation

Ali Mahmud Taha rendered the English apostrophe to an apostrophe s well in the Arabic
version. Where he asked the absent bird ‘the skylark’ to tell him whether it is a spirit « J (8
sV @Sl ol or it is a bird “_ib <l A, going hand by hand with Shelley who addressed
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the skylark in order to know its nature (bird or spirit): “Teach us, Sprite or Bird”. Thus, Ali

Mahmud Taha could maintain the English apostrophe as well as maintained its aesthetic

value.

Extract 09

Personification: Human qualities or abilities are assigned to abstraction or inanimate object.

Pourest thy full heart

In profuse strains of unpremeditated art.
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Analysis of the translation

Lebodusy Laléif <Llf s,

Ali Mahmud Taha the English personification to a personification as well in the Arabic

version. Where he assumed that the skylark produced its melodious songs from its very heart

“Llail elili i giving the skylark the quality of enjoying a human heart. Following it with

the footsteps of Shelley who gives the skylark the same quality. Thus, Ali Mahmud Taha

could keep the original personification as well as keep its aesthetic value.

Extract 10
Oxymoron: The connection between two contradictory terms.

Teach me half the gladness
That thy brain must know,
Such harmonious madness
From my lips would flow

The world should listen then- as I am listening now.
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Analysis of the translation

Ali Mahmud Taha rendered the English oxymoron to an oxymoron as well in the
Arabic version. Where he rendered the adjective phrase ‘harmonious madness’ in which
Shelley connected between ‘harmony’ and ‘madness’ to refer to the beauty of the songs of the
skylark, to an expression “4&l s (sagx s (sl A differ structurally from Shelley’s one, but
it gives the same meaning. Therefore, Ali Mahmud Taha could preserve the original

oxymoron as well as preserved its aesthetic value.
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4-2-Analysis of the second translation

To a Skylark 5_yal)
Hail to thee, blithe Spirit! P i il ' . T a g
dgl A4 Al A s ot b
Bird thou never wert, ?t . C < c

That from Heaven, or near it,
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In the golden lightning

Of the sunken sun,

O’er which clouds are bright’ning,

Thou dost float and run;

Like an unbodied joy whose race is just begun.
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The pale purple even
Melts around thy flight;
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Like a star of Heaven, gw el g0 b Gl e s
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Whose intense lamp narrows
In the white dawn clear
Until we hardly see- we feel that it is there.
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All the earth and air

With thy voice is loud,

As, when night is bare,

From one lonely cloud

The moon rains out her beams, and Heaven is
overflowed.
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What thou art we know not;

What is most like thee?

From rainbow clouds there flow not

Drops so bright to see

As from thy presence showers a rain of melody.
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Like a Poet hidden

In the light of thought

Singing hymns unbidden,

Till the world is wrought

To sympathy with hopes and fears it heeded not:
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Like a high-born maiden

In a palace-tower,

Soothing her love-laden

Soul in secret hour

With music sweet as love, which overflows her bower:
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Like a glow-worm golden

In a dell of dew,

Scattering unbeholden

Its aereal hue

Among the flowers and grass, which screen it from the
view!
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Like a rose embowered

In its own green leaves,

By warm winds deflowered,

Till the scent it gives

Makes faint with too much sweet those heavy-winged
thieves:
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Sound of vernal showers

On the twinkling grass,

Rain-awakened flowers,

All that ever was

Joyous, and clear, and fresh, thy music doth surpass:
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Teach us, Sprite or Bird,

What sweet thoughts are thine:

I have never heard

Praise of love or wine

That panted forth a flood of rapture so divine.
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Chorus Hymeneal,

Or triumphal chant,

Matched with thine would be all

But an empty vaunt,

A thing wherein we feel there is some hidden want.

This stanza is omitted in the translation

What objects are the fountains

Of thy happy strain?

What fields, or waves, or mountains?

What shapes of sky or plain?

What love of thine own kind? What ignorance of
pain?
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With thy clear keen joyance

Languor cannot be:

Shadow of annoyance

Never came near thee:

Thou lovest- but ne’er knew love’s sad satiety.

This stanza is omitted in the translation

Waking or asleep,

Thou of death must deem
Things more true and deep
Than we mortals dream,

Or how could thy notes flow in such a crystal stream?
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We look before and after,

And pine for what is not:

Our sincerest laughter

With some pain is fraught;

Our sweetest songs are those that tell of saddest
thought.
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Yet if we could scorn

Hate, and pride, and fear;

If we were things born

Not to shed a tear,

| know not how thy joy we ever should come near.
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Better than all measures

Of delightful sound,

Better than all treasures

That in books are found,

Thy skill to poet were, thou scorner of the ground!
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Teach me half the gladness

That thy brain must know,

Such harmonious madness

From my lips would flow

The world should listen then- as | am listening now.

Lokd, Gl Cddl B3k
PO a S o )
o) oS0 LB b o
P A add L

L .

PR R v
2

Bl ede il ol 2B

Table2: The original poem and its translation by Ali Mahmud Taha (1946)

4-2-1-Form and meter:

The second version was written in the form of Arabic classical poetry (2l 2, and

divided into nineteen paragraphs each of which is composed of four lines, but the stanzas

number fourteen and sixteen are omitted. In contrast with the first translation, Ali Mahmud

Taha translated the fifth stanza in the second version , the Arabic version is regular; it has one

and united meter called the outspread “El Bassit” ( k') , moreover the lines of each

paragraph generally have the same length. The punctuation is more used in the original poem




than the Arabic version.. the Arabic version contains comma(once), exclamation mark,

question mark, and semi-colon (once).

The meter and the form of the second version is not different from the first one compared
to Shelley’s cause the translator tried just to change some of the beautiful shadows that he saw

not expressing precisely Shelley’s views.

4-2-2-Figurative language

Extract 01: the translator used the same words of the first translation.
Extract 02

Simile

Like a star of heaven

In the broad day-light

Thou art unseen, but | hear thy shrill delight.
zla s maall (38 & s dals Jdalll claw A daniS
& lia Al il L wibe olall ki ey
gl s bl ) sie Lo qals 3 ) Y
Analysis of the translation

Ali Mahmud Taha kept to a given extent the original meaning in rendering the first two
lines of the original. In which he tried to translate the two main words “star and daylight” to
refer to the unseen skylark whose voice is heard. However, he adds the word
“da8la’’ (incandescent) that was referred to the brightness of the star, but this addition did not
change the overall meaning. As well as, he expressed the invisibility of the star during the
morning by saying that the star is melted in the light of morning “‘zlas meall 3l 4 s,
That was a successful modification since it leads to the same meaning. In addition, Ali
Mahmud Taha rendered the last line of the original to two lines with several additions (such
as: zlome Wbl cul ) L o) séen )i Vi), However, the word “z! = is not really necessary
cause it did not bring any clarification to any element any the English lines. Nevertheless, he
omitted the image of “shrill delight” of the songs of the skylark that was essential and

meaningful in this simile, saying only that he heard its joyful and delightful songs. Whereas
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Shelley used this image to say that these songs was not only from a little bird, but it filled up
all the world. By omitting this image, Ali Mahmud Taha decreased from the beauty of the
aforementioned image. In contrast with the first translation in which he was more successful,

he omitted the aforementioned image but maintained its meaning.

Extract 03

Simile

From the earth thou springest

Like a cloud of fire
lalal BAY1 Jaai 5 5l e Lallaia el 3Y e (Wl
g anill 5 Wlise Gy 5 yrase ¢ QU e Al S

Analysis of the translation

Ali Mahmud Taha rendered the simile ‘like a cloud of fire’ to a simile too. As well as he
translated it literally «_b ¢ 4 Jia”, and he added “Wlige (3 a7 “IaE g anill?!ald g aaill) <5 jmase”
for the poetic necessity (meter and qualities of Arabic classical poetry). Although , Ali
Mahmud Taha preserved the original meaning of this simile . In contrast with the first
translation “_sd (= g (arrow of light ) instead of cloud of fire “_b (= 4aw” that was far
from the original meaning. As well as the aesthetic value of the image was lost since the
symbol of cloud was used in the English version to express the celestial , abstract , and divine

nature of the skylark.
Extract 04: the translator used the same word of the first translation.
Extract 05
Metaphor
As, when night is bare
From one lonely cloud
The moon rains out her beams, and heaven is overflowed
ol Laas 5 Lgials 4 alee G5 058 e inal Jilll dndia
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Analysis of the translation

In rendering the image of ‘one lonely cloud’ , Ali Mahmud Taha could preserve the
original meaning. In addition, he could preserve the aesthetic values of this image and reflect
its beauty in the translation although his additions he opted for. Ali Mahmud Taha expressed
the bareness of the night by « oS il Qi d4sias ”, He used different words from the
original to lead us to the same meaning. He rendered  one lonely cloud’ to * s 5 Lidla dalee
<=l where he added “csadl Woa 5 3als” without impairing the meaning. In addition, it took
two lines for the translator to translate the last line with several additions( such as: (e g A<
clasll «aelll ald gl but he did not keep away from the original meaning of that simile that
was comparing the songs of the skylark to the light of the moon that came from one lonely
cloud which overflowed the heaven. The second translation was more successful, as Ali
Mahmud Taha omitted the image of “one lonely cloud” from the first version that was

meaningful and significant in the original poem and decreased the beauty of the image.

Extract 06
Anaphora :

What objects are the fountains

Of thy happy strain?

What fields, or waves, or mountains?

What shapes of sky or plain?

What love of thine own kind? what ignorance of pain?

San—wia & saidll jaa 5/ o flebus i el e ells o/
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Analysis of the translation

In this extract, Taha did maintain the same verse as translated in his first translation
while he rendered the anaphora as putted by Shelley in the English poem. However, he did

make a slight change in replacing “4&3a” with “3_31”, and replacing “48la” with “4ala” |
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Extract 07
Apostrophe:
Hail to thee, blithe Spirit!
Co—al paball gl dad ol alss sie ool Ll
Analysis of the translation

In this extract, Taha did maintain the same verse as translated in his first translation
while he rendered the apostrophe as puted by Shelley in the English poem. However, he did
make a slight change in replacing “Lul s 7laaly &l 4a3” with “z —al Zaball 134l 459 since the
apostrophe is embodied in “ell a5,

Extract 08
Apostrophe: The translator used the same words of the first translation.
Extract 09
Personification:
Pourest thy full heart
In profuse strains of unpremeditated art.
g omie glaagh e gl 08 Leluly Lald i GLls i)
Analysis of the translation

In this extract, Taha did maintain the same verse as translated in his first translation
while he rendered the personification as drawn by Shelley in the English text. However, he
did make a slight change in replacing “UGlali” with “WLi”. The second hemistich (shatr, sh)

did not concerned with this personification.

Extract 10: The translator used the same words of the first translation.

Extract 11
Simile

Keen as are the arrows
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Of that silver sphere,
Whose intense lamp narrows

In the white dawn clear
4e jia ozl S SN (e s 8 alis )l agud) slian 8 lacliag
Ay padll S 3N i adlabmag i) sl oy
Analysis of the translation

Ali Mahmud Taha omitted this simile in the first translation as well all the stanza, while he
returned and translated it in the second version. But he mistook the intention of Shelley
behind the use of such simile. In addition, he was far from the original meaning in a way that
he decreased the beauty and the aesthetic value of the image that Shelley drew. Where Shelley
compared the invisible skylark because of its height position; its songs can be though heard,
to the invisible Venus (silver sphere) during the day because of the sunlight though, we know
that it is there. In the contrary, Ali Mahmud Taha described the flight of the skylark from the
earth to the sky, and compared it to the keen arrows (lights) of silver planet “silver sphere”
translated to “=dl << &I the silver sphere “agudl sbas & laclas” and then the skylark

disappeared as the lights of the silver sphere because of the sunlight.
5-Conclusion

We began the practical chapter with defining some of the relevant matters to both the
original poem “To a Skylark” and its translations. In other element, we justified our choice
of the aforementioned poem as a corpus to the present study. Then, we move to data analysis
and description where we made analysis to the first and second translation made by Ali
Mahmud Taha in terms of meter and form, and figurative language (metaphor, simile,
synecdoche, anaphora, apostrophe, oxymoron, personification). The comparison between the
first and second translation is made and embodied in the analysis of the extracts (that was ten
extracts) in the second translation. We notice also the there were identical translations of some

extracts namely the translator used the same words in both translations.
6-Findings

Through the analysis of the two translations made by Ali Mahmud Taha of the English
poem To a Skylark by Percy Bysshe Shelley concerned with the translatability of the
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aesthetic values of the aforementioned poem, where we choose from them the following
poetic devices: metaphor, simile, synecdoche, apostrophe, anaphora, oxymoron,

personification.

In translating the metaphors and similes, synecdoche, that expressed visual images in

the original version:

- First, we find that Ali Mahmud Taha rendered the similes and metaphors of the
original poem to simile and metaphors as well in the Arabic version.

- Second, we find that Ali Mahmud Taha tried to be near from the meaning of the
original poem, even if he took several verses to do that. But sometimes his additions
ruined the meaning and make him away from the image drawn in the original poem
rather than make it clearer so the aesthetic value of the image may decreased.

- Third, in some cases, we find that Ali Mahmud Taha mistook the intention of Shelley
in drawing such image consequently he gives an image completely different from the
original. Therefore, the beauty of the original image impaired.

- Fourth, in some cases, we find that Ali Mahmud Taha changed some of the detailed of
some image in the second translation which was successful modification since he
made him nearer to the original meaning result in enhancing the aesthetic value of the

image compared to the first translation.

In translating each of apostrophe, anaphora, oxymoron, personification. We find that
Ali Mahmud could render them successfully as well as he could preserve its aesthetic values,
and reflect its beauty in the translation.
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Conclusion

In the present study , we tried , in the theoretical chapter, to highlight the most
important issues in the field of translation studies as well as we tackle both Arabic and
English poetry and its forms. We inferred , through presentation of brief introductions to both
Arabic and English poetry, that there has been great difference between Arabic and English
poetry in terms of structure, rhyme schemes, meters, prosody, and themes. As a result, the
translation of poetry from or into Arabic is not an easy task, if it is not possible. We also
inferred that the translation of poetry always raises infinite controversy concerning issues
such as: translatability of poetry and faithfulness. In addition, we find that aesthetic values in
poetry are dependent on three factor which are: poetic structure, sound, and figurative
language, and that aesthetic values are not independent matter, but they are related to the

meaning of the poetic text.

Through the practical chapter that was devoted to examine the translatability of
aesthetic values (we choose from them some of the poetic devices ) of the English poem To a
Skylark, we can talk about adequate translation of aesthetic values or in other words the
extent to which the translator could preserve the aesthetic values ,rather than talking about
their translatability .The difficulty of translating aesthetic values varies according to the type
of the poetic device where we find that is more difficult in the translation of metaphors and

similes since it reflects visual images then in other devices such as: anaphora and apostrophe.
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Abstract

Aesthetic values is considered as one of the most important element of literary works in
general, but it is more obvious in poetry. So, maintaining the aesthetic values during the
translation process is so important issue. But in fact, its translation is not an easy task and
constitutes several difficulties. Thus, the present study tries to highlight the translatability of
aesthetic values of poetry translated into Arabic through studying the translatability of
aesthetic values of the English poem “To a Skylark” by Percy Bysshe Shelley, where we
choose the two translations by the Egyptian translator and poet Ali Mahmud to achieve this
purpose. The findings of the present study shows that the difficulty of translating of aesthetic
values varies according to the type of the poetic device, where we find that is more difficult in
the translation of metaphors and similes since it reflects visual images than in other devices
such as: anaphora and apostrophe. The translation of aesthetic values is all about adequate

translation and not a question of translatability.

Key words : Poetry, Aesthetic Values, To a Skylark, Poetry Translation. Shelley.
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Résumé

Les valeurs esthétiques sont considérées comme I'un des éléments les plus importants des
ceuvres littéraires en général, mais il est plus évident dans la poésie. Donc, le maintien des
valeurs esthétiques pendant le processus de traduction est une question si importante. Mais en
fait, sa traduction n'est pas une tache facile et constitue plusieurs difficultés. Ainsi, la présente
étude tente de mettre en évidence la traduction des valeurs esthétiques de la poésie traduites
en arabe en étudiant la traduction des valeurs esthétiques du poéme anglais "To a Skylark™ de
Percy Bysshe Shelley, ou nous choisissons les deux traductions du traducteur égyptien et Le
poete Ali Mahmud pour atteindre cet objectif. Les résultats de la présente étude montrent que
la difficulté de traduire les valeurs esthétiques varie selon le type de dispositif poétique, ou
I'on trouve plus difficile dans la traduction des métaphores et des similes puisqu'il reflete les
images visuelles que dans d'autres dispositifs tels que : Anaphora et apostrophe. La traduction

des valeurs esthétiques est une traduction adéquate et non une question de traduction.

Mots clés: Poésie, Valeurs esthétiques, A un Skylark , Traduction de poésie, Shelley.



