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Abstract

Translating multimodal texts, comics in particular, from English into Arabic is a very
interesting branch in need of development. In this dissertation, the translation of
Adventures of Tintin in the Congo by Hergé that issisSll & o6 o6 & jelas by
Mohamed Haitham is analyzed. These comics were published in 1931as a collected
volume and translated into Arabic only in 2008. Reasons to explore the issues of
translation of comics are numerous. Besides the amount of comics produced and
consumed worldwide due to their avid readership, many comics are translated and,
depending on their success or not, offer a lot of case studies for analysis and examples
of possible strategies that a translator may use. Significance of comics’ translation
underlies in the interplay of visual and verbal modes in each page. In fact, comics do
not merely rely on texts but also images and the interplay between these two will be
demonstrated in this dissertation. Moreover, given their specific language or
‘grammar’, comics’ readers whom the author may rely on to interpret this specific text
accordingly. The most interesting and challenging cases involve visual and verbal
interplay in communicating a message. Panels in comics offer a multitude of material,
messages and challenges that a translator needs to pay a closer attention before
translating. This dissertation seeks to explore some of these aspects using case study
mentioned above to do so. The first chapter introduces the medium of comics while
the second chapter deals with the theoretical aspects of comics’ translation, the target
reader and the cultural dimension. The third chapter offers a case study of word-image

harmony with a detailed analysis.

Keywords: Multimodality, multimodal translation, visual language, specific
literary discourse, culture specific items.
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Résumeé

La traduction des textes multimodaux, les bandes dessinées en particulier, de I'Anglais
vers I'Arabe est un sujet tres intéressant besoin de développement. Dans cette
dissertation, la traduction des Aventures de Tintin au Congo par Hergé, b ot &l jelas
#3580 8 traduit par Mohamed Haitham, est analysée. Ces bandes dessinées ont été
publiées en 1931 en tant que volume collecté et traduites en Arabe qu’en 2008. Les
raisons d'explorer les problemes de la traduction de ces bandes dessinées sont
nombreuses. Outre la quantité de bandes dessinées produites et présentées dans le
monde entier en raison de leur lecture avide, de nombreuses bandes dessinées sont
traduites et, selon leur succés ou non, offrent de nombreuses études de cas pour
l'analyse avec des exemples de stratégies que le traducteur puisse 1’exploiter.
L'importance de la traduction des bandes dessinées consiste dans l'interaction du

iv



mode verbal et non verbal dans chaque page. En effet, les bandes dessinées ne se
basent pas uniquement sur le texte mais aussi sur I’image et l'interaction entre ces
deux éléments sera démontrée dans cette recherche. De plus, compte tenu de leur
langage spécifique ou «grammaire», les lecteurs de bandes dessinées sur lesquels
l'auteur peut s'appuyer pour pouvoir interpréter ce texte a caractére spécifique. Les cas
les plus intéressants et stimulants impliquent une interaction visuelle et verbale dans
la communication d'un message. Les panneaux dans les bandes dessinées offrent une
multitude de matériel, de messages et de défis qu'un traducteur doit porter plus
d'attention avant les traduire. Ce mémoire tente a explorer certains de ces aspects en
utilisant I'étude de cas mentionnée ci-dessus pour le faire. Le premier chapitre
présente le médium de ces bandes dessinées, tandis que le deuxieme chapitre traite les
aspects théoriques de la traduction des bandes dessinees, le lecteur visé et de la
dimension culturelle. Le troisieme chapitre offre une étude de cas de I'harmonie mot-

image avec une analyse détaillée.

Les Mots Clés: Multimodalité, traduction multimodale, langage visuel, discours

littéraire spécifique, éléments culturels spécifiques.
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INTRODUCTION



1. Research Background

Translating multimodal nature of texts, especially comics from English into
Arabic is a very interesting branch in need of development. Its importance underlies
in the interplay of both visual and verbal modes contributing to communicate a
message. Comics’ panels do offer plenty of material, messages and peculiarities being
challenges to the translator. This nature of multimodality would affect translation
process which has always been verbal mode centered (mainly from English into
Arabic), the fact that is not valid rendering the specificity of multimodal texts, comics
in particular, for having visual mode not merely depicting verbal mode meaning, but
rather building and constituting it. Accordingly, translating comics mainly from
English into Arabic may lead to misunderstanding or even distortion of meaning

originally well distributed across the very different modes in a comics’ page.

2. Statement of the Problem

This study seeks to demonstrate and investigate how multimodality can affect
translation process of comics as a Specific Literary Discourse (SLD), making it much
harder illustrating different examples of English comics translated into Arabic, as a
case study attempting to pinpoint areas of misconceiving outputs. A close scrutiny of
multimodal nature of texts is as well subject to this study, exploring the ways
translators can deal with when rendering English multimodal texts seeking an ultimate
understanding of outputs attempting to bridge the gap between two different linguistic

and non-linguistic systems.

3. Aims of the Study

This study aims primarily to have a full understanding of multimodality at
large, shedding light on multimodal translation’s peculiarities of comics and trying to
find a possible solution helpful to achieve an adequate translation. Also, it is to
overcome difficulties embedded beyond the specificity of multimodal translation
looking to explore how possible is to generalize the findings to encompass all other

multimodal texts.



4. Literature Review

“The present article adopts a multimodal perspective on the translation of
comics, demonstrating how the relationship between the verbal and visual modes
interact and contribute to the creation of meaning on a multimodal page, and on the
transformations their relationship may undergo in translation. The article is illustrated
with examples from a classic, Franco-Belgian comic book series, Thogral and the
Polish translations of it’’. (Michal Borodo).

The author above has tried to highlight some of the problems that are mostly
encountered when translating comics at large, attempting to pinpoint all given
specifications throughout the rendition process, which are both hurdles and many
times can be an outlet resolving many issues appearing in translating comics. Most
clear-cut of them is that complementarity of both visual and wverbal modes
contributing to build a meaning, and being quite tricky to be separated and translated
then.

“Comics in Translation attempts to address this gap in the literature and to
offer the first and most comprehensive account of various aspects of a diverse range
of social practices subsumed under the label ‘comics'. Focusing on the role played by
translation in shaping graphic narratives that appear in various formats, different
contributors examine various aspects of this popular phenomenon. Topics covered
include the impact of globalization and localization processes on the ways in which
translated comics are embedded in cultures; the import of editorial and publishing
practices; textual strategies adopted in translating comics, including the translation of
culture- and language-specific features; and language specific features, and the

interplay between visual and verbal messages”. (Zanettin, 2008).

Zanettin, in turn, in his very famous article Comics in Translation, has eagerly
been focusing on strategies adopted and techniques used when it comes to translated
comics from and into whatever language, trying to draw the way leading to have
adequate and good renditions serving the work of comics and retaining the
peculiarities characterizing their work, in both building meaning and conveying

messages then.



Using the aforementioned data, translation of comics has been very narrowly
discussed worldwide. Few thinkers in translation studies have written about them,
though being very significant kind of translation, and one which translation process
passes though quite different phases to arrive at an output. In Arabic region, almost no
study is concerned with comics’ translation, the fact that is quite detrimental to

comics’ translation and even to multimodal translation at large.

Therefore, the present study attempts to highlight this very specific translation
kind, comics’ translation into Arabic, in which all multimodal specifications are
present and active which opens the floor then to understand how multimodal
translation happens and ways to make it a successful one. Another key point pertinent
to this study is having the common term used to refer to comics in Arabic changed
into a more relevant one reflecting their reality. Having the overall tendency
translating the term “Comics” into other terms in almost all languages, Arabic in
particular, bearing the sense of humor, the fact that limits the term to one particular
feature of this domain. This dissertation suggests a new translation for this term into
Arabic, saying ‘4 n=ill o s )7 which is well fitting in with all features of comics, not

merely referring to comedy as is the case in “4s el a g )17,

5. Research Question

In an attempt to investigate the effect of multimodality on translation process,

it is highly crucial to answer the following main question and sub-question:
% Main question

% To what extent is the task of translator much harder when rendering

multimodal nature of comics from English in Arabic?

R/
A X4

Sub-questions

K/
L X4

Which strategies are the best guaranteeing transmission of the very particular

meaning of comics’ pages?

e

AS

How would translators’ decisions affect the output translating multimodal

texts, comics in particular?



6. Hypotheses

In an attempt to answer the questions raised by this study, the following
hypotheses are set forward:

e The task of the translator can be much harder dealing with multimodal nature
of comics from English into Arabic.

e Target culture based strategies can be the best choice insuring, of high degree,

the conveyance of the very particular meaning of comics’ pages.
e Translators’ decisions may hugely affect the translation output of comics.

7. Methodology

Since our field of study belongs to translation studies, this research tends to
follow certain translation theories and approaches best fitting in with the specificity of
the topic. This research is concerned with the translation of Adventures of Tintin in the
Congo by Hergé into Arabic that is s2is8 4 U oU </ wlio translated by Mohamed
Haitham, wherein the chosen comics consider the distinct Cultural Backgrounds (CB)
of both the author and the translator. To elicit data, then, it is necessary to explore the
cultural references in both source and target texts. Thus, an examination of Culture
Specific Items (CSls) is held. Accordingly, the investigation and analysis go through a
comparative and analytical study by which examples of multimodal translations are
argued, analyzed and discussed, extracted from the Arabic translated version of the
comics comparing the target Arabic multimodal text with the source English
multimodal text. Hence, being suitable to data analysis a corpus-based approach is

adopted.
8. Structure of the Study

This research is divided into three chapters, the first two chapters are
theoretical and the third one is practical. Chapter one is devoted to identifying the
main concepts and aspects related to multimodality and comics, while chapter two of
the study covers up the relation between multimodality and translation, along with
offering methods and strategies induced dealing with multimodal nature of comics
being different to any other kind of texts, then systematically go through multimodal
translation effects illustrating different strategies adopted by translators laying

emphasis on adequacy and culture. Chapter three is allocated to the description,

5



analysis and comparison of the data collected from the English comics translated into
Arabic, where a thorough analysis of the translation strategies and techniques
employed by the translator are discussed. Finally, findings of the analysis are

presented.

9. Limitations of the Study

The study is limited to the analysis of the translation of Hergé’s Adventures of
Tintin in the Congo into Arabic that is "_s<is<J/ 4 o oU </ l2d", Since the thorny task
of this research is to narrow the scope of the study, the comics are chosen to meet
different cultural backgrounds of both the author and the translator, chiefly that an
Arab World translator is translating from an English World writer, so as to examine
the translation in terms of culture that may probably lead to convey the specificity of
multimodality. Such an examination cannot be held unless an investigation of cultural
items and visual language (VL) peculiarities is done, attempting to measure the extent
to which the target culture is represented in the strategies and techniques used in the

translation.



Chapter I

Conceptual Framework of Comuics



Introduction

Over centuries, comics have always been merely referring to this combination
of words and images within very colorful pages. In fact, this is true in some way since
comics, mainly in form, use this thrust in their storytelling process, but embodied in
two different approaches: graphic novels and comic books, each for specific use,
orientation and readership’s category. Nowadays, comics are no longer a simple and
decorative art, as they continue exploring various narrative and visual trajectories
using graphics and more complex storytelling approaches that can only be offered
through this medium, which makes them a very interesting branch in multimodality.
Many experts tend to consider comics as the contemporary literature, this view

involves from us all to see comics from a more profound and analytical lens.

1. Concept of Comics

Comics may have different meanings for people, each from their perspective.
Some consider them as children tailored collection of funny stories presenting
superheroes in colorful pages, for others they are an artistic branch with profound
meaning targeting adults. Some scholars went much further and categorized them as
an integral part of literature. Basing on the disparity above, a clear definition for

comics is needed.

Several attempts to provide a clear definition were given, Eisner (2000) in his
Comics and Sequential Art, defines Comics as sequential art, as he terms, “It is the
arrangement of pictures or images and words to narrate a story or dramatize an idea ”
(p. 26). This definition has been widely criticized for being broad and vague, since the
same can be said to define animation. McCloud (1994) tries to narrow this definition
down, in his work Understanding Comics, and defines comics as “Juxtaposed
pictorial and other images in deliberate sequence intended to convey information
and/or to produce aesthetic response in the viewer’’(p. 9). What is noticeable in both
definitions is that they ignore or exclude single paneled comics (Comics that use only
one in each page), although McCloud (lbid) compares single paneled comics to

snapshot taken from a movie, explaining that these illustrations are “only derive part
8



of their visual vocabulary’” (p. 9), in a way that clearly reveals that McCloud has no
clue that a single panel in comics, unlike snapshots, can stand independently and can

be narrative with no need for external elements.

Harvey (2001) in turn, in his Comedy at the Juncture of Word and Image,
defines Comics as “Pictorial narratives or expositions in which words (often lettered
into the picture area within speech balloons) usually contribute to the meaning of
pictures and vice versa’’ (p. 76). This definition encompasses single panelled comics,
but still excluding wordless comics (Comics that have no words within panels). In
fact, not all comics comprise a text, but it is the case for most of them, text in comics
can be a sound effect, narration, dialogue, commentary, even image, and more. Using
Harvey’s definition as a point of departure, this dissertation presents a new definition

to Comics.

Comics are static expositions (one or more) comprising narrative pictures
bending both images and non-pictorial elements (symbols). In fact, this definition
encompasses all genres of comics, it fits in with single paneled comics, because text
and image are formed in one exposition. It is suitable to wordless comics as well,
because they mostly contain non-pictorial symbols (peace symbols, non-smoking
signs... etc.). This definition and the aforementioned ones do offer a clear notion to

understand what “’comics’’ are.

2.1. Difference between Comic Books & Graphic Novels

The word “’Comics’’ is said to mean both comic books and graphic novels, a comic
book tells its story in relatively short series and tend to be simple ones and likely are
easy for all walks of life to understand, printed in four colors on low quality paper. A
graphic novel tends to be much more longer (up to 200 pages), non-serialized,
complicated, diversified, detailed and tell the story from beginning to the end in one
volume or two in maximum, using a high quality of paper with glittering full colors
and is almost set to address adults (or at least older readers than those of comic
books). At form level, both comic books and graphic novels are the same, they do
both use a combination of illustrations and text, but do differ in presentation which
seems to offer some problems when it comes to translate them particularly into
Arabic, this is going to be discussed later in this dissertation. It is noteworthy that this

dissertation uses the word “’Comics’’ to refer to both comic books and graphic novels.

9



2. History of Comics

Over the ancient civilizations and since decades, comics have been known in different
formats, but the Trajan's Column of Rome is considered as the first printed comics in
its own special format unlike current ones, with narrative and informative purposes.
Egyptian hieroglyphs are also among the first printed comics in which they combine
sequential images and words to tell a story. Also the Bible has been used in different
formats of printing comics in Europe in order to teach basics of Christianity to the
illiterate people. However, it is in Japan where comics firstly originated in the 12th
century. All these formats and works did not affect readers till the emergence of
comic books as an industry where all comics have been published and printed. But not
as many people may understand about comics’ history, and likely as majority of
literatures, it has no precise date or place of birth. Comics industry originated in the
end of the nineteenth century in USA as Zanettin (2008) claims in his article Comics
in translation: an overview “’... In a socio-historical perspective, comics have a
precise time and place of birth: the end of the nineteenth-century, in the USA. While
in many respects comics, are not different from other forms of ‘sequential art’ (Eisner,
1985) such as prehistoric, graffiti, carved Roman columns, painted glass windows of
medieval churches, eighteenth-century prints, or twenty-first century Web pages” (P.
1).

American comics history started precisely in 1837, Rodolphe Tépffer's (1799-
1946) who published a series of comics in a form of booklets, but in 1942 with the
translation of the work (The Adventures of Obadiah Oldbuck), published in the United
States - as a newspaper supplement (1842) 30 pages, each of which are between one
and six illustrated panels & associated text. It is up till the emergence of the
newspaper when comics have been used to reach the huge number of readers (comic
strips). The first newspaper comic strip in the United States, The Yellow Kid, was by
Richard Felton Outcault, who is the first to use balloons in comics, his work appeared
in the Hearst New York American on February 16th, 1896. It was published in

Sunday Supplement to the paper and was quickly joined by other comic strips.

10



At the beginning of the eighteenth century and precisely in 1930, with the
emergence of strips and books such as The Adventures of Tintin, United States
witnessed a revolution in comics where their format has been changed in the number
of pages from 31 to 16 as well as in colors. It is also to mention that the comic books
appeared firstly in formats of daily strips, then as periodical publications. But for all
intents and purposes, comic book industry actually started with the publication of
Action Comics in June 1938, such as Superman and The Man of Steel. Shortly after
these works, began what is commonly called the Golden Age of Comic Books.
American comics’ historians chronologically divide the twentieth century into ages.
The first age is called Golden Age (1938 -1949), in this period comics have been
considerably used in the World War 11 as a means mainly against crime and criminals,
and the Nazi menace as well. This led American publishers to establish their own
regulations called “’Comics Code Authority’” where they provided a series of

guidelines.

At the beginning of the 1950s, with the emergence of television, comic books
sales began to decline, they suffered many attacks on their alleged harm to youth. For
instance, the introduction of the “’Comics Code Authority’’ incriminated the detective
and horror series, though neither comic strips nor magazines were affected by these
attacks. Some historians categorized the period from 1949-1956 named Atomic Age
which gave birth to science-fiction movies and other types of comics that dealt with
the socio-economic issues on that time, but there were other historians and publishers

did not take this period into consideration as a real and crucial to be an age.

The second period called the Silver Age, from 1956 up to early 1970s,
wherein comics witnessed a new type of comic books, largely known in Europe
mainly in France, Belgium and Italy, it was in these countries where comics reached
the widest readership as well as cultural recognition in Europe, at most addressed to
educated young readers. Very popular superheroes, essentially created by Stan Lee
and Jack Kirby, appeared in Marvel Comics. It is not easy to precisely set a limit to
the end of the Silver Age unlike other ages, since it is still controversial among

comics’ historians.

The third age of comics is called the Bronze Age of Comic Books (from the
early 1970s to 1985), stories became less popular while superhero comics maintained
11



their hegemony, the reason for that is associated by historians to an event but it is
rather a series of changes that affected many aspects of comics world. At the same
time, underground comics appeared aesthetically addressing new themes, fields and
were of less cost. Comic strips continued to distribute all across the world, such as
Peanuts.

Modern Age initially seemed to be a new golden one when writers and artists
recreated classic characters and launched new series that attracted millions of readers.
However, it was then followed by a series of crises that threatened the financial
stability of many agents. Similarly, comic strips experienced a series crisis in the
2000s and linked to that of the press as a whole, while at the same time a new
American product started to emerge, Web Comics.

This division is standard but not all the critics apply it, since some of them propose

their own periods.

In the Arab world, comics were not largely common as in other countries all
over the world. It is only in the second half of the 20th century and in some countries
such as Tunisia, Egypt, Morocco, and some parts in the Gulf region where some
initiatives took place. In Tunisia for example, comics appeared in June 1966 with the
emergence of the first magazine Ifrane, which was targeting particularly to children
using Classic Arabic language. The series of Majid (Magazine of Children published
in 1979 in Abu Dhabi) were among the first published and printed comics in the Arab
World. In the next period between 70s and 80s up till 90s, a great deal of children
magazines and newspapers were established. Nowadays, in Egypt the comics TokTok
are largely widespread using the Egyptian dialect. In Morocco, in turn, Shefkef
Comics have been widely published and printed in different newspapers. As an
attempt to encourage designers and to enhance the field in the region, many festivals
have been organized, but apparently those initiatives have not been working as it

should be and in the way organizers wished.

3. Work of Comics

As any multimodal text, comics are built mainly on the interaction of different
modes in one page to construct a meaning and then convey messages, as Eisner (lbid)
says, “’Comics deal with two major communicating devices, words and images’’ (P.
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15). To better understand how comics work, it should be mentioned that comics do
offer a specific combination of three different media, which are Literature, Painting,
and Film, as Scout McCloud (lIbid) labels literature as «perceived information», and
painting as «received information», averring that the first are abstract and require
certain degree of awareness and knowledge to decode than the latter, he says that
comics stand in the mid of these two kinds.

In essence, comics use two interacting methods to deliver their message to
readership, textual and pictorial, as Eisner(2000) terms describing this process ‘’The
format of comics book presents a montage of both word and image, and the reader is
thus required to exercise both visual and verbal interpretive skills. The regimens of art
(e.g. Perspective, symmetry, brush stroke), and the regimens of literature (e.g.
Grammar, plot, syntax) became superimposed upon each other. The reading of a
comic book is an act of both aesthetic perception and intellectual pursuit’” (P.10). But
comics sometimes use only images to deliver their message, which requires an artist

of many skills to make it clear with no words inside the page.

In their process to convey a message, comics do operate on two levels — micro
level (single panels) and macro level (tiers and pages). On micro level, visual
language is the key element «employing a series of repetitive images and recognizable
symbols » (Eisner. 1985, p. 8). Images are used to stand for sounds, movements and
emotions. Comics use a series of conventionalized visualizations in both forms,
textual (e.g. Sound effects) and pictorial (e.g. Lines representing movements or
emotions). In order for a proper visual representation, comics use different elements,
besides style of art, like various shapes of panels and speech balloons to identify the
nature and the mood of the situation in some cases, they can represent a sound or
emotion as well. Panels’ borders may clarify the spatial arrangement of the scene (see
fig. 1).
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Fig. 1: Representing Spatial Arrangement of the Scene

Moreover, comics use coloring as an element to set the tone of the moment,
and lettering in different types to emphasize particular elements, as Eisner states
Lettering. .. functions as an extension of the imagery’’ (Eisner. 2000, p.10), he argues
that it provides the mood, narrative bridge, and the implication of sound. Comics also
use different perspectives to represent sound, emotion and the shape, which resembles

in some way the angle of camera in film.

Single panels are often compared to the cinematic frames and deemed as
“’Stills’” or “’Frozen movements’’ containing a single instant or action. This view is
quite mistaken, as Eisner (1985) points out ¢’ Panels are often part of the creative
process, rather than a result of the technology” (P. 38). Single panels may use longer
periods when containing a dialogue, or may represent actions of short period of time.
The panel duration is indicated by its width, short periods are indicated by small

panels, whereas long and constant movements are indicated by wide panels.

On macro level, comics draw on gutters (the space between panels in one
page) and super panels in the process of delivering their message. Eisner (2008) calls

single panels as “’super panels’’, which are categorized as tiers (one line series of
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panels) or pages. Comics’ writers and artists use a particular form of panels
emphasizing the mood of the story along with giving the narration of the story a more
interesting dimension conveying the flow rhythm of time. Panels’ arrangement is not
randomly set, since it is an integral part of the creative process. Pages, in turn, are a
very key articulatory unit in comics since they create the panoramic view and

impression on readers.

Umberto Eco (1994) in his Apocalypse Postponed (collection of essays),
points out that comics can create a continuum putting static elements together. Thanks
to closure (phenomenon of observing the parts but perceiving the whole), readers can
correlate panels with narration. Closure together with rhythmization: the way panels
are linked together in harmony and panels seize play a significant role enabling
comics to depict the time flow (e.g. A great deal of small panels used to depict a short
period of time and vice versa). Time in comics is drawn upon the panels, as Eisner
says quoting J.B. Priestly “’Time is derived from the sequence of events’’ (Eisner.
2008, p. 30).

Balloons and captions are where text in comics is placed. As Mario Saraceni
(2003)in his The language of comics, says that captions are often used to provide
information to help reader reconstruct the flow between panels and help to fill in the

gap represented by a gutter, see Fig. 2 below:

Speech Balloon Border
Z

Gutter

Fig. 2: Representing Components of Comics’ page

Text in comics shares the same way as text is literature emphasizing certain details
(e.g. Words in italics), and comics’ authors usually try not to use text as a mirror for
image and vice versa, they instead try to create an interactive work of comics having

text and image complete each other resulting a very balanced combination.
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Tom Wolf (1977), in turn, writing in the Havard Educational Review, terms in

this context:

For the last hundred years, the subject of reading has been connected quite
directly to the concept of literacy; ... learning to read ... has meant learning to
read words... But ... reading has gradually come under closer scrutiny. Recent
research has shown that reading of words is but a subset of much more general
human activity which includes symbol decoding, information integration and
organization... Indeed, reading — in the most general sense can be thought of
as a form of perceptual activity. The reading of words is one manifestation of
this activity; but there are many others: reading of pictures, maps, circuit

diagrams, musical notes....

In this passage, Tom Wolf points out to a very abandoned point pertinent to the work
of comics. Reading comics is actually something very different of any other kind of
reading, because comics’ readers are becoming active participants supposed to depict
an image in mind using interpretive skills in order to come up with the complete
intended message laid in the combination of illustration and word, and to never use
only the traditional method of reading. In other words, comics’ readership cannot
perceive only the text or the image, but they should perceive them both

simultaneously to extract the real message.

4. Types of comics

Comics have been written in a several styles and genres, to suit every taste.
The classification of comics depends on the purpose, and the category of people to
which are addressed and the region in which they have been published and here are

just some of the many types to be found in today's comics.

Manga refers to a Japanese style of comics that has recently reached high levels
of popularity in United States. Manga contains many genres that are read and
commercialized to specific category of readers. Manga which is translated largely into
English from Japanese and into other language often printed to be read from right to
left, in order to keep and retain the same authenticity of the original version. As Scott
McCloud (lbid) points out “’Single panels seem to be more fragmented from each

other, while putting the main focus on mood of the story rather than on their narrative

16



function due to the use of different kind of transition (change form one panel to
another), which is not used by western authors " (p. 79). Manga titles are frequently
part of a series containing different levels, it is has five main types: Shojo (also
spelled Shoujo) (‘girls’) is a genre locally aimed at young girls, usually including
drama and romance. Whereas Shonen (‘boys’), refers to manga primarily intended for
boys and features funny stories and high levels of action. Also there are Redisu or
Redikomi (‘ladies’), Seijin (‘adult erotica’) and Seinen (‘young men’).

There are also comics intended to specific readership like erotic or horror stories
which are exclusively for adults. Furthermore Manga represents currently around 50%

of all translated & published comics in Western countries.

Superhero is one of the most celebrated comic book types, superhero comics
feature the likes of Superman, Batman, Spider-Man and the X-Men individuals often
clad in capes and masks, whom use their extraordinary abilities to protect humanity.
Superheroes have captured the public imagination ever since the first appearance of
Superman in Action Comics in 1938. Heavy on action, adventure and memorable,
iconic characters, superhero comics are often considered to be a modern form of
mythology. Moreover, some characters and series have been around since the 1940s,
new characters with different abilities, costumes and universes are constantly being
invented. There are other types of comics which are not largely known like the two set
out above, such as horror, frights, horror science-fiction/fantasy, action comics,

romance and adult comics.

5. Features of Comics

Comics (the ninth art as known in France) have witnessed a very wide
development since their inception as industry. In the twentieth century, they have
been published in many areas across the five continents but with inevitable
subordination to the historical and geographical diversity of different cultures all
around the globe. Virtually, every country in the world has its own comics industry,
including countries in Africa (this is not the case for Algeria, at least nowadays). All
the aforementioned lead us to find out what aspects governing the domain of comics

since they may directly affect comics’ translation.
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A very crucial feature that can be used to differentiate comics from other
printed products is « genre ». Over the years, comics have developed a wide range of
genres (similar to those of literature and cinema). According to their function, comics
are mainly read for two main purposes, education and for entertainment, as Federico
Zanettin (2008) terms in his Comics in translation: an overview ’... Comics are
mainly produced and read for leisure or for educational purposes and can generally be
categorized according to their primary function (entertainment Vs instruction)’’ (P.5).
Though comics all along their historical development have been produced and used
for instructional purposes targeting variety of age groups and different readerships,
but they have been mainly affiliated to fictional and narrative genres. Federico
Zanettin (Ibid), typifies fictional genres into comedy, epics and tragedy, averring that

it is quite complicated to draw limits between them.

Using a historical point of view, comedy genre at whole is related to the old
perspectives towards comics, being a mere presentation of superheroes aiming at
humor and children oriented, although comics have been used many times for more

profound purposes (political and social satire) targeting at adults.

Epics, the second genre, is more diversified since it deals with crime and
detective fiction, horror, science-fiction, romance, war, sports, adventures in exotics
scenarios, historical setting... etc. (Zanettin. 1bid). Graphic novels might be the well

representative arena of this genre.

The third genre is ‘“’tragedy’’, recent and in need for more studies and
exploration, is more popular than other genres mentioned above since is used to
embody peoples’ concerns and daily troubles in a multimodal material (the same as
film, series... etc.). In Japan, it is virtually impossible to imagine the country without

this genre of fictional comics (well developed in Japan as well as in USA).

Eisner (1985) divides educational comics into « technical » and « attitudinal »,
he argues that they aim at imparting knowledge on different fields, addressing and
instructing young readers. Comics are often used to teach young readers various
subjects such as history, religion and politics. Language teaching and learning are also
very common mediums where comics are used as a source material. Comics circle
enlarges to encompass instruction on proper behaviors and moral rules adherence

particularly for children and teenagers. In many developing countries, educational
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comics play a pivotal role to eradicate illiteracy, both technical and attitudinal comics
serve effectively in this process.

A second feature of comics would be of similar importance to the first; comics
readership. In fact, there are many variables controlling the target destination of
comics, not only the traditional distinction; either addressed to children or adults.
Federico Zanettin (ibid) argues that other target group variables such as gender,
occupation, etc., can be in the same line with the aforementioned (P.6). Furthermore,
the aspect of genre heavily intervenes in this regard, since comics of various types
(discussed above) are set to address particular readership upon to their age, gender,
social and occupational groups. However, target readership may overlap since the
concept of exclusiveness in comics is to some extent difficult to achieve, as Zanettin
(ibid) says “... While some genres may be exclusively targeted at adults (e.g. Comics
involving violence, sex or philosophy) it is rarely the case that comics addressed
primarily to children, like all children’s literature, do not imply an adult audience to

some extent ¢’ (P. 6).

Federico Zanettin (2015), categorizes comics as “’para-or sub literature’’
opposing them to “’serious highbrow’’ cultural products appearing mainly in written
form. Some may look at comics as a very shallow domain in literature, arguing that
readers of serious highbrow literature would never degrade to read sub- or low brow
literature (comics in their perspective). This view has been fiercely criticized, as
mentioned in Zannetin’s article, by the Italian Restraino (2004) in his Storia del
fumetto (Story of comics), who convincibly argues that some comics share the same
complexity as profound literature and involve the same effort to be read as works by

James Joyce, Franz Kafka ... and others.

The third feature would be comics form and format. Comics, mainly depend
on their length, can be classified into three forms. The oldest form is cartoon, which is
the shortest one consisting of merely one picture accompanied with a textual
commentary. For a long time, magazines were using cartoons to satirical or humorous
intents pertinent to political and social problems. Second form is comic strips, usually
use three pictures in each page of them, but few exceptions use even more (four or
five pictures). Comic strips mainly appear in newspapers of different fields, and there
are no limits to the use of them, since they can be found discussing several domains.
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Comic book is the third form in which comics are embodied in. Excluding cartoons
and comic strips, all comics’ works (short stories, graphic novels or comic series)
roughly belong to this category, which makes it a very vast one. Comic books are
very prevalent in worldwide, the fact that has led many researchers in the field to
devote their work, seeking to develop it, to this category in particular.

Comics’ formats refer to the publication method of particular comics. Comic
strips are published in weekly or daily magazines or newspapers, where those strips
usually are humorous or adventure one. As Zanettin (Ibid) says “Among newspaper
strips, humorous strips are usually self-conclusive, a series of variations on a
restricted number of themes and situations ending up with a final gag, whereas
adventure strips develop longer plots” (p. 7). This kind of comic strips offers isolated
episodes that can daily be read, but with the use of suspense to call for the coming
strips of a given story. More popular than comic strips are comic magazine and
particularly comic book, which are highly widespread in many areas all across the
continents. Short stories often tend to be published in magazines, while in newspapers
where cartoons and comic strips are published. All of these are then reprinted in
collections which often contain one author works, co-authored anthologies are quite
rare or merely found in very specific areas of the world (quite common in Japan).
Comics’ series are usually published on weekly or monthly issues that are then
republished in trade paperbacks (in case the republished issues form an isolated story
but part of larger series) or in graphic novels (standalone stories) appearing in variety
of formats, As Zanettin terms adopting Rota words “The publication format of comic
books, rather than their genre, usually determines their allocation on the shelves of

comic bookshops and bookstores’” (P. 8).

Conclusion

Comics have their unique peculiarity since the day they appeared, they
certainly use their multimodal nature to deliver a message being quite different from
other materials in many various fields. Translation of comics will be of great benefit
making people all around the world completely mindful to the specific work of

comics. However, translation of comics requires some particular techniques,
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procedures and certain disposition to positively contribute to a good understanding of
their message, thus, enriching different cultures worldwide.
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Chapter 11

Comics Translation as a Literary Discoutse
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Introduction

Translation of comics goes beyond the traditional tendency of translation. In
fact, it is primarily their translation into another visual language, in that, not only
between different languages, but mainly between different cultural traditions and
conventions for comics. Translation of comics entails not only rendering inter-
linguistic or intra-linguistic verbal elements, but more necessarily rendering a set of
sign systems and non-verbal components, in a way fitting in with target language and
culture specifications and addressed readers’ expectations.

1. A Multimodal Perspective on Translating Comics

Over previous periods, the multimodal nature of comics has attracted many to
conduct several studies concerned with this specificity. The relevance of interplay
between verbal and visual modes in comics’ pages has been the fulcrum of most of
them, discussing and demonstrating how meanings are distributed across the two
modes in a comics’ page, investigating their specific translation manners. Kaindl
(2004) in his pioneering article Multimodality in the translation of humour in comics,
points out that images in comics might be particularly culture specific, which in turn
may pose problems in the translation process, and hence adds to the peculiarity of
multimodality at large. Kaindl (ibid) also refers to the multimodal characters of
comics averring that the translation process should encompass them as well since they

are an integral part as elements contributing to the construction of meaning.

Some other studies refer to this multimodal specificity in comics. Celotti
(2008) in his The translator of comics as a semiotic investigator, argues that translator
of comics has to have certain resilience while translating this interdependence
interaction between visual and verbal modes, averring that a comics’ translator should
adopt the role of a semiotic investigator seeking to achieve coherence between the
two modes. Celotti (Ibid) also utterly rejects the notion of constrained translation for
comics, arguing that “Visual language can be a resource rather than a constraint for
the translator’” (P. 35), i.e. this spatial limitation of speech balloons and panels may in
some way be restricting for the translator, whereas the visual mode (images or

pictures) should never be deemed as an obstacle. In many cases, if not all, the visual
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element plays a primordial role clearing up confusion, unlocking mysteries, offering
clues, and even facilitating the translation process. Thus, visual mode in comics or in
multimodal texts in general actually has a very similar role to play to that of the
verbal, though sometimes it plays all the role as is the case of wordless panels
discussed earlier in this dissertation, a fact that is widely neglected by many.

Another noteworthy point pertinent to the context of multimodality and
comics is that both modes, visual and verbal, have to be transformed in translation.
Occasionally, the mere insertion of text in a pre-existing panel and speech balloon
would have plenty of flaws and heavily distort the intended meaning. Consequently,
in such cases redrawing characters or even whole panels is of utmost importance. In
some cases, comics translation involves omitting various visual signs or replacing
them with others that can serve to convey the same message and importantly to
relatively realize similar effect on target readership at different moments in time,
which is particularly crucial for the translation of comics, since as mentioned in the
previous chapter, comics are used for a variety of purposes. For instance, humorous

comics should maintain their mood in any language they are translated into.

Another key issue regarding the transformation of the verbal mode, is that
some translators do liberally translate the text offered in a speech balloon, whether
being condensed or expanded. In fact, both of these methods, might in turn have a
great impact on the relation between text and picture and more seriously on the way

they are set to create a meaning.

Moreover, comics’ formats often pose some problems when translating, some
formats are set to be exclusively expressing particular cultures pertinent to their size,
reading direction, font and the use of colors, which to some extent would have a series
of consequences for the perception and interpretation of text by target readership. The
reading directionality of comics is in turn decisive when it comes to translate them
into a language of its own different reading directionality from the original one, which
is the case in our dissertation. English readers are accustomed to read from left to
right, and comics are designed on this basis, that is to say that they only perceive

information and get meaning using this direction. For Arab readers, it is completely
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the opposite, they have a right to left reading directionality, the fact that may change
the relation between words and images, so that probably each of readers would
receive the meaning in two different manners, but not necessarily getting the same

meaning.

In an attempt to solve this problem, publishers recourse to use the mirror
inversion of pagination, but this strategy in turn seems to have consequences on the
way meaning is expressed and interpreted across the two modes. As Rota (2008)
writes in this regard in his Aspects of adaptation. The translation of comics formats:

[Tt is known that samurai followed a strict code of honor called bushido,
whose rules obliged them never to hold their sword with their left hand.
Unfortunately, inversion transforms what for samurai was a profound source

of shame (i.e., swords held in left hands) into a rule. (P. 94).

Both mirror inversion and non-inversion of pagination in comics would influence the
interpretation of given actions and movements, since target readers are merely
familiar with particular gaze, gesture and directionality of language. Hence, the
translation process would be exposed to some gain and loss even in meaning, which

might be quite detrimental to the storytelling at large.

Some other thinkers on translation studies have written a lot in this regard.
Jeremy Munday (2004, 2016) for instance, argues that it is high time for translation
studies to move beyond the written word and merge the visual or any multimodal
components in general into a very complete study of translation, since today’s
communication is almost heading to be based exclusively on multimodal texts, also
because the understanding of such specific materials of communication is reaching a

very fine degree across various cultures all around the globe.

2. A Semiotic Perspective on Translating Comics

Semiotic signs are one of the founding pillars of a multimodal page in comics,

it can be said that their role is as primordial as that of text in particular, even
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sometimes they are of a superlative one. In semiology, meaning is persistently
transformed among different semiotic systems, the fact that led to a new field to
emerge: multimodal and multi-semiotic communication. This last is keenly correlated
to the concept of cultural translation, in which culture is used as a translation
mechanism, as Torop (2008) terms “translation of semiotics itself can be regarded as a
discipline that deals with mediation processes between various sign systems and, on
the macro-level, with culture as a translation mechanism” (P. 256). The translator thus
is required to navigate the iconic dimension of language transcending the conventions
and obligations of dictionary to be in the core of the live inter-lingual dialogue, and

among verbal and non-verbal signs.

From a historical standpoint, translation processes related to semiotic materials
suffered a very large vague, and unimproved renditions (in comics in particular).
Thus, accepting that translation, though its centralism on linguistic activities, belongs
most properly to semiotics would open the floor for a useful examination of these
processes and ultimately for renditions to be better off. Pertinent to the translation of

comics, Mona Baker (1992) considers in this regard:

Is useful option if the word which lacks an equivalent in the target language
refers to a physical entity can be illustrated, particularly if there are restrictions

on space and if the text has to remain short, concise, and to the point (P. 42).

In these quoted words, Mona Baker points out to a very crucial point highly pertinent
to translation of comics. A high degree of respect to comics’ restrictions of space and
text condense has to be set in translator’s mind throughout rendering them, especially
if the target language is much more expressive than the source one (this is going to be

discussed later in this dissertation).

In comics, all semiotic components work in a very remarkable
complementarity, though the unequal relation of text and image since visual mode is
quite prevailing over other modes. Thus, translation process has to pass through three
main levels ensuring the preservation of such complementarity: ideational, textual,
and interpersonal. The ideational level and as Royce (2007) terms, refers to visual

message elements including participants (animate and inanimate components
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appearing in a comics’ page) along with their processes, circumstances and attributes
they represent in a multimodal page. Translation process of such materials requires
identifying these elements at first. Then, tracing lexical elements in connection with
these elements semantically using a verbal plane in a way that eagerly retains the
naturalism of this combination, constituting the second phase. Third and last,
translator, in order for a better rendition, has to seek adapting both aforementioned
stages to be in line with norms prevailing in target language and culture when it
comes to comics, hence issues like reading directionality (left to right and vice versa)
should be highly prioritized in an attempt to avoid having a misleading or even
distorted meaning. As such, as is the case of this dissertation, comics’ translators have
to be keenly aware of this specificity in order to guarantee observing one of the main
pillars of any translation process: having a similar response. Textual level refers to the
interaction of visual and verbal modes, i.e., the very usual process of composing text

within image borders.

Interpersonal level is a very crucial one, in which characters’ body
movements in a comics’ page are of utmost importance to be taken into account and
hence to be rendered. Comics’ characters do never merely communicate meanings
through speech balloons, their gestures, postures, eye gaze or facial expression do
share similar importance in the communication process. The specificity underlies in
that protagonists are placed deliberately in a specific way inside panels revealing their
relationship (being friendliness, indifference, superiority, suspicion, tension, irritation
or hostility). These nonverbal interactions play a pivotal role communicating some
crucial messages, or even making meaning in which comics’ reader, as an active
participant, would extrapolate. Such body movements can be categorized, as
Allywood argues, into facial gestures, direction of gaze, movements of hands and
arms, body posture, distance between communicators and even their spatial

orientation.

3. Strategies Translating Comics

Translators in their work mainly tend to adopt one strategy among three main
ones (Domestication, foreignization or localization), serving their intention and more

importantly meeting target text readers expectations. In case of multimodal texts
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(comics in particular), the strategy chosen by translator is the most determining factor
of the communicative purpose realization and mainly of the rendition quality.

Foreignization in comics takes a more profound perspective, in that, translator
seeks merely to render the linguistic components written within speech balloons with
a huge respect to the original text and author, neglecting any other components
contributing to the construction of meaning. In fact, foreignization strategy never
serve the work of comics (or multimodality at large), for keeping many other meaning
pillars operating in comics non-rendered, the fact that would have a particular damage
to the message communicated by all comics’ pages components discussed earlier.
Moreover, using the aforementioned data, foreignization in comics leads to ‘’non-
translation’’, conveying only one part among many building meaning and all together
transmitting a message. That is to say, it doesn’t even meet translation standards of
communication. It is noteworthy that foreignization falls beyond the practical scope of
this dissertation, since Arabic and English do scarcely share things in common at both

levels, linguistic and cultural.

Zanettin (2014) in his Visual Adaptation in Translated Comics, describes
localization in comics as taking a product and making it linguistically, technically and
culturally appropriate to the target local where it will be used and sold (P. 1). In this
regard, the two remaining strategies are deemed as a part of this process. Translator
domesticating comics tends to bring the original and render it in a way that fits in with
target text local color, abandoning original characteristics (this is exactly the case of

this dissertation) along with some alterations needed at the level of visual language.

Drawing on the degree comics’ translator intends to domesticate or localize,
comics’ format may undergo to some adjustments. In this context, adopting a
domesticating strategy touches even the type of the publication (i.e., from a paperback
to a hardcover or vice versa), pages and panels might be re-arranged, shrunken,
magnified or even omitted. Coloring, in turn, might be subject to some changes, in
that, having the original in black and white would be rendered in full colors and vice
versa (Rota. Ibid). Moreover, some comics involve being all redrawn or at least
updated when republished, i.e. translator may seek to have another pictures and

COVers.
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Rota (ibid) argues that translator adopting domestication to verbal parts of
comics would to some extent mutilate texts. The translator may recourse to shorten
some texts or graphically adjusts onomatopoeic expressions and titles. Unlike
foreignization in which onomatopoeic expressions and other graphically rendered
textual elements along with culture-bound terms and names are kept unchanged. In
comics in particular, translator tends to amend both verbal and visual tenor to meet
target readership expectations, the fact that is unique in comics translation since these
strategies should be applied both to verbal and visual modes of comics alike, which

opens the floor to update the original product being translated into another language.

Adaptation as well can be adopted as a strategy translating comics addressing
children. Being part of children literature, this kind of comics, even when
domesticated or localized, would probably fail to contain target children, especially
very younger ones, for having some shocking elements still appearing in comics’
pages. In this context, adopting a strategy of adaptation would tremendously help
communicating the message intended and even, to some extent, producing an effect
similar to the one realized on original product readers (children), the fat that is highly
important in comics’ translation since multimodal texts are not just a plain
communication of facts as in verbal one-mode texts, facts in comics are set to be

demonstrated throughout the multimodal storytelling process.

4. Constraints in Translating Comics

Comics are unique in their combination of pictorial and verbal content. Text in
comics is incorporated in and surrounded by the pictorial content, in a relation of
integration, reaction, addition and support. In fact, comics require the reader to blend
the print and the graphics to comprehend the intended communication (Mc Vicker
85).

One of the basic elements making comics different from any other type of
texts is the existence of different modes, i.e. pages containing different elements, in
this particular case; text, images, and graphic elements. These verbal and nonverbal

elements complement each other and, in different cases, affect the way readers
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understanding of comics. Images and visual elements do not merely illustrate and
support textual message, but they play an equally important role within pages as
verbal elements do. Since text is not the only component building comics’ pages, as
Federico Zanettin mentions, translation of comics requires an interpretative skills
supporting translator to fully understand the meaning being transmitted. Without
rendering nonverbal elements, message would inevitably be changed, and in
particular, necessary effects would not be transmitted to the readers. As Eisner (1985)
states “the recognition by the reader of real-life people portrayed in the art and the
addition of ‘in-between’ action are supplied by the reader out of his own experience”
(P.140), in case translators tend only to translate verbal elements, they may encounter
different constraints at several levels while translating. Some scholars argue that
besides linguistic skills translator should have, there are extra key skills are required

enabling translator to fully decode and well interpret a comics’ page.

One of the constraints translator encounters translating comics from English
into Arabic is the ability to render the target text using the same format, since text in
English starts from left to write whereas Arabic produces text reversibly, as Jehan
Zitawi (2008) states in her Textualizing Disney Comics within the Arab Culture «
since Arabic comics, unlike Western ones, are read from right to left, panels are
reversed in printing », which is due the language specifications, however it cannot be
the case between other languages similar in structure such as French, English and

others.

During the process, translator should take into consideration several aspects of
highly importance while rendering. Some of them are appearing exclusively in
comics, whereas others appear in the process of translating other media. The most
important element is the presence of untranslatable units being parts of the discourse,
which are unchangeable, permanent and translator cannot modify them (however,
they might be modified by the publisher or due to censorship, but these decisions
cannot be influenced by the translator and this dissertation has nothing to do with
them). These units should remain untouched in every publication in any language or
format. In comics, untranslatable units are images, compositions of panels and the
style of illustrations. Tatiana Tartan in her article Problems in the Translation of
Comics and Cartoons, states that cultural constraints are highly found during comics’

translation more particular when dealing with feelings, humor which has to be treated
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in cultural way into the target language. Many scholars argue that translator may face
problems of colors and words that have a special cultural meaning to the source
language, but does not make sense or has its meaning lost in other language fall under
this category. Moreover Zanettin suggests that translator should not focus only on the
text, but also on other parts of the discourse, even if these parts remain unaffected by

the translation.

One of the most obvious constraints in the translation of comics and mainly
raised by different scholars during translating is the limit of space and size of the
caption or speech balloon translators have at their disposal during the process, since
text in comics is often placed into balloons (direct speech) or into captions (which
represent narration) some might be modified to introduce the same text, but
modification can be performed only to some extent, otherwise, the balloon or the
caption would blot out the images, that may lead to message distortion or even

omission.

Over and above the constraints raised earlier, translator should take into
consideration the main objectives intended rendering comics making the work
fulfilling the informative aspect of the text and comics as whole, since Eugene A.
Nida (1964) lists in his volume Toward a Science of Translating, three main

objectives necessary to be met by every translator:

It is not easy to judge the relative merits of two or more translations. However,
three fundamental criteria are basic to the evaluation of all translating, and in
different ways help to determine the relative merit of particular translations.
These are: (1) general efficiency of the communication process, (2)

comprehension of intent, and (3) equivalence of response (P. 182).

5. Special Signs

Specificity of comics’ translation is not merely in the existence of pictorial
content, speech balloons, pictograms, and others inserted into the verbal content
(excluding punctuation marks). Visual metaphors usually add more to the pictorial
content, they may specify a character’s feeling, but having no effect on verbal content

of comics. This kind of signs mainly is extremely culture-bound and rendered through
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redrawing or retouching. Signs inserted into the verbal content are of utmost
importance, that translator has to consider their specificity encountering them, for
they add ancillary quality to the verbal parts in comics, similar to pictures and

balloons.

Special signs used in comics can be an asterisk, a breath mark, a foreign
language sign, a music note sign, a lower case and special characters such as &#@.
An asterisk is used referring to the narrative caption on the page or in panel, can be
standing for editor’s note directing reader’s attention to additional information, it is
hence a footnote used in comics. Breath marks usually come before or after a cough
or a breath expressed by an onomatopoeic word. This kind of signs can be an asterisk
indicating the character’s unconsciousness or death. Foreign language signs are
usually accompanied with an asterisk referring to the narrative caption informing
about the language from which the utterance is being translated from. A music note is
simply used to show that the text is not said but singed. Non-verbal vocalizations such
as ‘Uh’, ‘Heh’, ‘Hum’, and so on, are signs of lowercase, they can be categorized as
noises not words. Special signs &#@ are used as the indistinguishable swearing or

speech. (See fig. 3 below):

SO, WE
MEET AGAIN,

®*TRANSLATED FROM
JAPANESE.

@E ISSUE 212--E£d. |

(25—

HAPPY BIRTHDAY
To YoulPuwulugytu.
HAppY s/PrHQAX-J

Fig. 3: Representing Special Signs in Comics (Piekos)

Music note in comics alerts the translator to the fact that a song is sang in this
particular moment, who, in turn, would make a decision whether to retain it as the

original, substitute and adapt the song to the target culture, or merely referring to the
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song using particular elements or even verbal signs. Breath marks as onomatopoeic
sounds can be argued as the most challenging signs, since it is out of guarantee to find
a real equivalent in the target language representing the same charge, which is quite
crucial point in this dissertation some English breath marks are even opposing their
onomatopoeic equivalents in Arabic. Using the aforementioned, special signs not only
add qualities to the text, but directing translator’s attention to words in their closeness
being difficult to translate, they even offer a new, to some extent, helpful context in
the rendition at large.

6. Onomatopoeic Words

Onomatopoeia is defined as a Greek term that is divided to “Onomat”’
meaning ‘name’ and ‘’Poios’> meaning ‘making’, hence the term means ‘making
names’. The dictionary provides a more deep definition to the term, onomatopoeia is
‘“the formation of the words whose sound is imitative of sound of noise or action
designated’’. Writers choose these words as a way of conveying the sound of things
that they are describing and emphasizing something about the scene being described.
Examples of onomatopoeia are ‘’boom’’, “’meow’’, “’crash’’, ‘’sizzle’’, “’crunch’’

and “’buzz’’.

In comics (English ones in particular), different onomatopoeic words are
found. These words are set in a way attempting to convey the same situation and
sounds the writer has thought about transmitting them to the reader. The use of
onomatopoeic words in comics dates back to the early twentieth century. Well known
culture historian Tim De Forest (2004) states the impact of Roy Crane, the creator of

Captain Easy and Buz Sawyer, on the popularization of onomatopoeic words:

It was Crane who pioneered the use of onomatopoeic sound effects in comics,
adding "bam," "pow" and "wham" to what had previously been an almost
entirely visual vocabulary. Crane had fun with this, tossing in an occasional
"ker-splash” or "lickety wop" along with what would become the more
standard effects. Words as well as images became vehicles for carrying along

his increasingly fast-paced storylines (P. 114).
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Zanettin in his article (ibid) argues that onomatopoeic words in comics are
used to express sounds, produced in many different cultures each for specific effect
and function, hence well selected strategies and methods have to be adopted in their
translation, being quite distinguished for those of animals and others produced by
humans. However, Jehan Zitawi (2008) in her study mentions differences when
translation onomatopoeic words from English into Arabic, giving the example as
follows:

In two panels from Buttut (No. 306, Al-Qabas, 2001). In the original version,
Donald's speed is emphasized by the curved lines and the objects that seem to
be trailing behind him, while in the translated version, °Vooo!’’, an Arabic
onomatopoeic expression, has been added twice to the target text to highlight
the fast movements of Donald, who is late for work and is trying his best to get
there on time (P.142).

Very crucial point in connection with onomatopoeic words translation is highlighted
by Jihane Zitawi. In fact, it is not necessary, even when having a correspondent
onomatopoeic word in target language to the original one, to bear all the charges and
to transmit the full intended meaning and pace. Specifications as fast and slow
movements might be of certain importance to the action in a particular moment, that
is to say, characters’ features are probably subject to some alterations or even
distortions, which may at length be crucial to the respective actions in the story being

recounted.
7. Proper Names, Nicknames and Neologisms

As any narrative text, proper names, nicknames and neologisms do represent
an essential part in comics through different formats, i.e., they may stand alone as

single words or they may come in a sentence or in a fully phrase.

Proper names actually receive a quite heated debate being translated
linguistically or an equivalent for each should be browsed. Although proper names
may reflect religious, historical or political aspects, Pym (2004) in his The Moving

Text: Localization, Translation, and Distribution, argues that proper names not be
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translated, and should be kept in the same letters of the target language (p.92), thus
names as William or Stephen, have to be transliterated using Arabic letters. Newmark
(1993), in turn, in his Paragraphs on Translation, argues that proper names including
personal names do represent a translation difficulty in different text types (p.15),
making the role of the translator of high importance, since decision he or she makes
(rendering or keeping them) is the determining factor in this process. Additionally,
different spelling of characters names while translating, each translator render upon
his or her background (this is quite frequent in Arabic), would to some extent have
some impacts on the rendition at the end of the day, especially if these names bearing
a particular charge pertinent to either original and target culture.

Some scholars define nicknames as a referring expression identifying an
individual and that differs from the formal given names of the referring. This
phenomenon is clearly widespread in comics aiming at facilitating the transmission of
the message. From a historical standpoint, the emergence of nicknames was highly
connected to social causes. As Cassidy (1993) writes, “when there are many people
named John in society, it is necessary to add a word, which would distinguish this
John from another, for example, John Baker (from “to bake”), John Brown (from
“brown”) and the like”, in these words, Cassidy is pointing out to names bearing
meaning that may have little impact on translating comics, though English, unlike

Arabic, uses capital letters to distinguish proper names from other adjectives.

Neologism, as a phenomenon incepted in 1772, as a linguistic phenomenon, it
can be seen from different perspectives: time (synchronic), geographical,

communicative and social. According to Oxford Dictionary:

Neologism is a unit of the lexicon, a word, a word element or phrase, whose
meaning, or whose signifier-signified relationship, presupposing an effective
function in a specific model of communication, was not previously featured as
a linguistic form in the immediately preceding stage of the lexicon of the

language.

Nowadays comics, neologisms are used to reflect the way of thinking for
newly respective generations. Newly invented fantastic words are full of characters
encountering newly invented things and surroundings. For old words with new senses
a descriptive equivalent often can be found, derived words can be similarly derived
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with the target language equivalent and new coinages of words are mostly derived
from various morphemes, are phono-aesthetic or synesthetic and as such they can be
recreated in translations (Newmark, A Textbook, p. 142).

The context plays an important role translating neologisms. Translator‘s
choices in are the same his/her choices rendering names, hence target language
equivalents need to be browsed for (even the equivalents of parts of the words) and
every original words needs to be checked for double meanings, connotations,
intertextualities and cultural specificities which should be preserved in the translation.
It is noteworthy that English is quite updated comparing it to Arabic, which seems to
be an extremely hard barrier for translator to override, the fact that opens the floor for

many renditions full of neologisms being naturalized into Arabic.

Conclusion

This Chapter discussed some main issues regarding how comics are translated,
on one side, the strategies translators are to take into account while translating comics.
On the other side, how important is an accurate translation rendering the original
message, and contributing precisely to offer a clearer and closer meaning provided by
the original. The chapter has also discussed the effect of an accurate translation in
reaching good renditions of English comics into Arabic, and how translation of
multimodal texts (comics in particular) is different from any other process of
translation in terms of interpretation, grasping the adequate meaning, and importantly

comics numerous peculiarities, attempting to find the way it should be rendering them
into Arabic.
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Chapter 111

Analysis of Multimodal Translation in the Treatment of Comics
Specific Features in the Translation of Hergé's « Adventures of Tintin

in the Congo »
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Introduction

English comics, as part of literature, are perceived as a documentary record of
different conditions of the society with a very high value since the very early 19" and
20" centuries. However, this historical fact has actually motivated little Arab
translators to have them rendered into Arabic, though being quite important to widen
the cultural view of Arabic language worldwide. Thus, this chapter investigates one of
the very popular comics’ series written in English, adopting one of them, which is
Hergé’s “Adventures of Tintin in the Congo”. The study is held using a multimodal
treatment and cultural referencing in these comics’ translated version into Arabic by
discussing and analyzing strategies adopted, techniques used and dispositions
undertaken by the translator.

1. Methodology

Since our field of study belongs to translation studies, this research tends to
follow certain translation theories and approaches best fitting in with the specificity of
the topic. This research is concerned with the translation of Adventures of Titin in the
Congo by Hergé into Arabic that is s/ 4 ob b <l wlee translated by Mohamed
Haitham, wherein the chosen comics consider the distinct Cultural Backgrounds (CB)
of both the author and the translator. To elicit data, then, it is necessary to explore the
cultural references in both source and target texts. Thus, an examination of Culture
Specific Items (CSls) is held. Accordingly, the investigation and analysis go through a
comparative and analytical study by which examples of multimodal translations are
argued, analyzed and discussed, extracted from the Arabic translated version of the
comics comparing the target Arabic multimodal text with the source English
multimodal text. Hence, being suitable to data analysis a corpus-based approach is

adopted.
2. Definition of the Corpus

Adventures of TinTin in the Congo is a collection of comic strips written by
the Belgian cartoonist Georges Remi (Hergé). They depict various comical adventures

of a young Belgian reporter Tintin and his dog Snowy, who are sent to the Belgian
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Congo to report on events in the country. These strips were regularly published in
Belgian newspaper « Le Vingtiéme Siecle » for its children's supplement “’Le Petit
Vingtiéme”’, being serialized weekly from May 1930 to June 1931 before being
published in a collected volume by « Editions de Petit Vingtiéme » in 1931. In the
Arab region, they were first published in Arabic in 2008 by Arab Comics (Juventude
Casterman) and translated by Mohamed Haitham.

3. Corpus Analysis and Discussion

In order to study the different aspects of translation in Adventures of Tintin in
the Congo by Hergé, Mohamed Haitham’s decisions, strategies, techniques as well as

the publisher’s role in the translation are analyzed and discussed.

3.1. Publisher’s Role

The publication format of both the original and the translation is a paperback,
having the Arabic version with less pages and a lower size compared to the original.
The cover picture has been changed. The strips are originally published in black and
white with the exception of the cover, which is printed in colors. In the Arabic
version, the stories are printed in full colors and their panels were re-arranged (see fig.
4 below). The re-arrangement is performed to adjust the sequencing of strips on
pages, a regular Adventures of Tintin in the Congo strip consists of three rows of
(usually) two panels. The Arabic version, in turn, consists of four rows of (usually)

three panels.

Fig. 4: Adventures of TinTin in the Congo — Page Re-arrangement
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4. Translation Analysis

Translation analysis goes through five items extremely clear-cut in the
rendition of these comics from English into Arabic. Additionally, translator’s

decisions throughout translating are statistically discussed.
4.1. Proper Names

Some names of the main characters are translated and culturally adapted.
Tintin strips are well known from newspapers and the internet despite the fact they
had not been published in the Arab world before 2008, having the main character’s
name (Tintin) unchanged so that to keep the comics more recognizable. As far as the

names and the nicknames of others are concerned, the list of their translations is as

follows:
English Arabic
Tintin B
Snowy sl
Coco S
Snowball il s <
Juju Man sl
Papa <Y
Sebastian ol
Tom ps

Table.1: Representing Variations in Proper Names Use
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There is quite a huge number of characters appearing in Adventures of Tintin
in the Congo, but with low number of names for having the main emphasis is put on
the two main protagonists (Tintin and his dog). The stories are depicted through
Tintin’s thoughts, speeches and interactions so the reader learns other characters’

names from Tintin, who interacts with them and thus needs to address them somehow.

4.2. Captions

The strips are situational and as such they are mostly based on dialogues and
Tintin’s comments. Most of texts are thus renderings of spoken words appearing in
three types of balloons: ordinary balloons, emanating speech balloons and burst
balloons. Captions are frequently used mostly inside panels to indicate time changing
and to introduce a new situation. Their role in such cases changes into a narrator’s

voice:
Pattern 1

o ST: At dawn Tintin sets off for the mission having first removed the precious
elephant tusks (Hergé, English Version, 1991. P. 75)
o TT:(44 Ania Q008 A desa), ALl el ~lua &

Pattern 2

o ST: The stranger ties up the unconscious Tintin, dumps him in a dugout
canoe, and pushes him into the current ... (Hergé, English Version, 1991.
P.77)

o TT s alsmd e al el Cuni Vi clalay 138
3_yall 228 ) Sal
S e el
o S
3 5AY Ayl oY)
(45 ¢ 58a 2008 Al 2ena)) U QU L 488 ge A
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Such captions are used to further emphasize the change of the situation, time and to
reach out the reader. In that, the author intervenes using third person narration
technique. The first example above shows typical use of objectivity in captions, which
translation basically sticks to the same technique, though is shorter and full of loss,
but retains both objectivity and the “reaching out” method of the addressing. Whereas
the second example is manipulated by another technique, where a single caption is
translated using a series of one-person dialogue in a set of panels, in a way showing
that the translator was freely able to dispose throughout his translation, surpassing the
orthodox claims that comics translation subsumes under the constrained translation

type (See fig. 5 below):

Pattern 3

THE STRANGER TIES UP THE
UNCONSCIOUS TINTIN,, DUMPS HIM
IN A _ DUGOUT CANOE , AND PUSHES
HIM INTO THE CURRENT...

NOW, BON VOYAGE,
N\l MY FRIEND

Fig. 5: Different Technique Translating Caption

There are not only narrative captions in this comics, but also location and time
captions, which seemingly the prevailing ones in these comics. Some balloons in the
original are surrogated by narrative captions in the Arabic version. This is not only
influences the continuity and the cohesion of the text, but also influences the reader’s

vision to the sequentionality of events (See fig. 6 below):

Pattern 4

o, GEE @,M\aﬁm&&&,\p\ouou\ﬁgl
WE GO 7 D ==

HERGE .

Fig. 6: Different Technique Using Captions
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4.3. Onomatopoeic Expressions

Considering the coloring of comics and its size, the translator’s and the
publisher’s choice was to translate the onomatopoeic expressions placed outside the
balloons, their adjustments were graphically difficult and expensive, because full
colors were used unlike the original. The stories presented — short, humorous,
sometimes satirizing, strips about Tintin and his dog and glossing the world around
him, are expected to attract mostly adults who are not regular comics readers. The
onomatopoeic expressions represented graphically are translated in Adventures of

Tintin in the Congo, here are some examples:

English Arabic
Ouch 35555 sl
Rat Tat Tat dadadg
Bang ab
Boom 2555
Whoaah BPSBLYETY
Whack oL
Broof Cagg g5
7777277 3333333
PSSCHHH e
Crack & <
Bop s

Table. 2: Representing Onomatopoeic Words

Words representing sounds made by characters: “Ouch” or “Whoaah”, words

representing noises of things: “Boom”, Bang”, “Whack”..., and words representing
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noises of people’s doings: “Rat Tat Tat” ...etc., these all are translated or transcribed
into the sound system more natural for the Arabic language and Arab readers are
familiar with. However, a great deal of other onomatopoeic words are notably
omitted, mainly for having the Arabic version published in full colors. Hence leaving
all the role be played by the pictorial context conveying these virtual sounds, the fact
that in turn, increases the number of single panels, enhancing the idea that in
multimodality a pictorial dimension may stand alone in panels with no need to the
verbal one, and be definitely successful to transmit all the intended meaning.

4.4. Balloons

The amount of information conveyed by Tintin’s comments and other
characters’ dialogues is large. Therefore some balloons seem to be filled with text
(See fig. 7 below):

Pattern 5
-
" ... 1 AM TELLING YOU THERE IS SECRET [ cons I e S dai. LS . T _aailan
SOCIETY, CALLED "ANIOTA". THEY | v =aray DN o il ((Soast )
ORGANISED TO STOP CIVILISATION BY | o= niSo A B I\ 0D Caa\S o5 022290\

WHO SUPPORT WHITE MEN. ANIOTA
WEAR SPECIAL COSTUME,LOOKING LIKE
LEOPARD SKIN. ON THEY FINGERS THEY

TEAR OUT HIM THROAT, AND ARE PR T ST Yy
RUNNING AWAY. BUT FIRST, BY MEANS ' R T g S e S
OF STICK, THEY ARE COVERING GROUND Bl et SAia, s

WITH LEOPARD FOOTPRINTS...| HAVE - [emvemecon
ANIOTA DRESS... " ll - emanlal (o)

Fig.7: Text Overload of Panels

The space limitation of balloons certainly was an issue, however, not for the
translator, but rather for the author himself. In the following example, the translator
has actually chosen a quite lengthy solution instead of the original’s simple and short
sentence (6th pattern), and in some cases, the translator has done exactly the opposite,
translating a compound original sentence by a very simple sentence into Arabic,
omitting a great deal of words (7th pattern):

44
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WHITE MEN /... ANIOTA KILL BLACK CHIEFS " o ad rme I\ LR e A ED B lass B
' I LS. A s M e =25 PR

il A3 @ ca\ b o o

WEAR STEEL CLAWS, LIKE THOSE OF DI H2ED AB s _ > caailad cyaada I\
LEOPARD. WHAT (S MORE , THEY CARRY I e aa\ B Soganads e DS\ 32y
STICK, WITH END CARVED LIKE Al o3 msgan e A e I\
LEOPARD'S PAW. TO KILL THEY VICTIM, || cxree ool e LD Ll

ANIOTA CREEP UP ON SLEEPING NATIVE, Sogmadas, eI\ cax T aslems Lm)




Pattern 6

o ST: Now, bon appetite. (Hergé, English Version, 1991. P. 65)
o TT: (37 haiia 2008 Al 2ane) don gl o3a el of sa Jf ddle jdaia
Pattern 7

o ST: Stupid creature! with that sort of racket, anybody nervous could be
frightened to death, and start a panic!(Hergé, English Version, 1991. P. 6)
o TT: (44222008 A waa) ., 2 33l

There are more instances of translations which are lengthier than the original.
Hence in Adventures of Tintin in the Congo, balloons were not a constraint for the
translator, but rather extremely helpful to transmit the whole speech appeared in the

original.

The complementarity of both the pictorial and the verbal content of these
comics extensively influenced the translator. One of strips depicts Tintin climbing a
tree thinking of a way to get rid of his chasing elephant. In subsequent panels, he

appears implementing his idea heavily depending on pictures (See fig. 8 below):

Pattern 8

Fig. 8: Pictorial-Verbal Modes Complementarity

Without the verbal context of the previous panels, and without the picture of Tintin’s
movements followed, the translator could be at loss which idea is meant, since no
additional textual context is added. Thus, the needed context and the climax of the

action is provided by the pictures.
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Cases in such a way are frequently appearing in Adventures of Tintin in the
Congo. It is given by the nature of the strips, which are situational and comical, that

the writings often comment on, add to and complement pictorial contexts.

Similarly to the onomatopoeic expressions placed outside the balloons, some
very culture-specific terms are, to some extent, appearing considerably throughout the
strips, especially those related to the African tribes (Congo) such as: “Assega”,
“M’hatavo”, “Matadi”, which the Arabic translator tended not to render, and
completely discarded them, except the term “BoulaMatari”, which the translator has
used footnotes attempting to clarify this term. Additionally, some other specific terms,
mainly animals’ language, appearing in the original where the author’s and the
translator’s choice was to use them as quite shocking elements accompanied by their
translation into English for the author and into Arabic for the translator set between
brackets (See fig. 9 below):

Pattern 9
GNOUF ... BRAW ... BRAW /... LT 5 =
(Translation : WHAT A PRETTY { PRy ) oL gl chgis
GUM'.’ SWAP IT FOR THIS .w&,w&,wtuwab
HAT ! e ol -
4 L (@ N Al 0502

& =
< W<y “:.-..%
‘A Y

o\
WHAT'S

HE STILL

CALS

Fig. 9: Specific Technigque Translating Shocking Elements

The translation of the box inscription gives away that the translator had to deal

with several culture-specific terms. There were some instances of currency references:
Pattern 10

o ST: 1500 Dollars for your dispatches from the Congo (Hergé, English
Version, 1991. P. 20) ‘
o TT:i(13 daia 2008 .aiw 2eaas) sri oSl Ul ye (585 o ld 1) )Y 53 1500
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Pattern 11

o ST: 250 Sterling for your dispatches (Hergé, English Version,
1991. P. 20)

o TT:(13 dsia 2008 . 2ane) sl jinl 4sia 250 lle (i i g

Pattern 12

o ST: To pay your Excellency, 20.000 Escudos (Hergé, English
Version, 1991. P. 20)
o TT:(13 daia 2008 Ak 2ens) (s 93 5Su) 20000 538 5 La sine Lilia @lld ola) &l aais

Which the translator have chosen not to convert neither to culturally adapt, and
all of them are retained possibly because they’re all known, though the pictorial
content referring to them allows to substitute them by the suitable target equivalents

more natural for Arab readers of different walks of life.

Adventures of Tintin in the Congo are an action based comics where the
position of panels and their sequentionality play an important role. Characters’
movements are often phased into several panels to give the story a feeling of action
and a quicker pace. This is the way in which the pictorial content of this comics
frequently influences its verbal content. For example, in the very beginning of the
story Tintin suddenly opens his cabin door to surprisingly discover the fighting of his
dog and the parrot asking “what’s going on”, all appearing in one panel in the
original. The translator mainly has chosen to give it a quicker pace and to divide the

action into two panels (See fig. 10 below):

Pattern 13

~
-

EVERY
MAN FOR
HIMSELF ¢

bl {

Fig. 10: Change of Action Pace
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The translator needed to construct a sentence putting the main sentence in the first
panel, and the second panel is meant to provide some action to this moment, merely
adding an exclamation mark. In addition, a panel order of this sentence had to allow
such a division, being necessary for the two panels to be at the same line. This
sentence should also be read naturally and be coherent, and importantly be serving the
characteristics of these adventure-based comics.

4.5. Special Signs

Considering special signs, these comics seem to be very lacking of them
(excluding punctuation marks). In fact, there has been only one special sign used by
the author, attempting to describe a moment of joy; a group of people are drawn in
one panel singing their cultural well known song. Additionally to the lyrics, the author
used the universal music sign. The translator, in turn, followed the same technique
conveying this moment, using one panel, without any attempt to adapt these very

unfamiliar lyrics, but with the same music sign to indicate the song (See fig. 11):

Pattern 14

I'LL TAKE YOU TO U-ELE ! U-ELE! U-ELE! MA-LI-BA!MA-KA-SI!
F —r1 =T 3

VISIT QUR MISSION.

=N el e /]
B st wERet] [

Fig. 11: Music Special Sign

In order for a clearer and meticulous view on the frequency of comics’ specifics
discussed in chapter two. This dissertation offers a chart classifying the frequent use
of some particular specifications that are highly existed in multimodal texts at large,
and especially in comics in both versions, English and Arabic of Adventures of Tintin
in the Congo (See Fig. 12):
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1

;

Proper Names Onomatopoeic Captions Special Signs
Expressions

* English Version ™ Arabic Version

Fig. 12: Different Frequency of Some Comics’ Specifications

This chart shows some variations between the two versions concerning the use of
comics’ particular specifications. Putting both proper names and special signs apart of
discussion, the translator has actually disposed quite freely throughout his rendition
process, bringing about some alterations that would ultimately serve the big umbrella

or strategy adopted at the very beginning.

5. Techniques Used

Using all the aforementioned data, Mohamed Haitham, translator of these
comics, is conspicuously domesticating his rendition translating from English into
Arabic. This tendency is clear-cut since the very beginning of his translation, starting
from the cover itself along with the quite considerable alterations analyzed and
discussed through the patterns and figures above in this sub-chapter. The strategy
adopted is by no means very well studied before chosen, for having it extremely
fitting in with the multimodal specificity discussed earlier, especially when it comes
to translate from a very distinct language systems and backgrounds as is the case of
English and Arabic. Accordingly, throughout the domestication process of the comics,
a set of techniques or procedures are used, which this dissertation attempts to

categorize them into five main taxonomies.
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5.1.1. Translation Proper

A great deal of dialogues and narrative thoughts seem to get translated
without any attempt of adaptation, omission or addition. Cases in such a way are
subsumed in this dissertation under the category of “Translation Proper”, i.e. instances

where the target text is translated as is in the source text.

5.1.2. Non-translation

Instances of non-translation (transcription is categorized as non-
translation) seem to be scarcely found in dialogues, but very active in proper names,
for having five out of eight characters’ proper names appearing in the original remain
untranslated. Onomatopoeic words are as well subject to non-translation. Six of
eleven onomatopoeic words appearing in the Arabic version are merely transcribed
into Arabic letters, additionally to twelve others appearing in the original totally
discarded in the translation process. This technique is, also, applied in the rendition of
songs’ lyrics of the original, being merely once again transcribed as shown in figure
10 above. A very clear non-translation instance is the one related to currency

reference discussed in patterns 10, 11 and 12 above.

5.1.3. Cultural Adaptation

Though translator is apparently adopting a target culture oriented strategy
(domestication), cultural adaptation instances are quite rare in his translation. There
are two main examples that could be categorized as cultural adaptation. A very
noticeable instance is when the translator has chosen to adapt a geographical part
throughout the trip of Tintin and his dog on the ship. Tintin in the original comics
appears directing his dog’s attention to the Tenerife Islands, describing its
geographical position. The translator’s decision was seemingly to adapt the situation
to Arab readers (Children in particular), for being less familiar to them than “L& 3,
which he has chosen to substitute the original’s very different area, attempting
probably to eliminate shocking elements for young readers as much as possible (See
fig. 13):
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Pattern 15

LOOK, SNOWY, THAT'S TENERIFE , THE
LARGEST OF THE CANARY ISLANDS. AS |
EXPECT YOU KNOW, THE CANARIES LIE NORTH-
WEST OF THE SAHARA. OVER THERE, THE PORT,
THAT'S SANTA CRUZ.

Zy
[ 2\ 4
Z

i V.. 9o b sl Lds 3| 9

Fig. 13: Adaptation of an Area Name

A second instance is, to some extent, pertinent to religion. A very common

expression used in English to thank God is seemingly adapted to another very

common expression used in Arabic for the same reason. In one of the panels, Tintin is

thanking God for having his dog not died saying “Heaven be praised”, which the

translator decided to adapt into a more natural and common expression “dl eali”

eliminating a possible shocking element for both target readers, children and adults

(See fig. 14 below):

Pattern 16
—
HEAVEN BE | ye's aLive !
PRAISED !/ HIS HEART
™ i‘ 1S BEATING.
& '
/ \ >
=
f
& Ccn
-~ 3

\ )
‘;. = <) > S

T |

Fig. 14: Cultural Adaptation of Religious Expression
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5.1.4. Omission

Omission technique is highly used by the translator throughout the rendition
process. Many instances reveal frequent decisions to delete some words or even
expressions that seemingly considered of no use by the translator. Thus, it is very
interesting pointing out that the original comics do offer much space and big panels,
unlike the Arabic version’s less space and small balloons, which certainly means that
the translator had to manipulate the issue using this particular technique, omission, as
a necessity in order to fit in the available space and probably for the need to produce
natural flowing speech. As said before, there are numerous instances of such
technique in the comics. However, this dissertation provides some instances where are

important for the context at large.

In the following instance, the translator decides to eliminate a whole speech
balloon that would possibly change the tone and the text flow in the comics.

Pattern 17

HORRORS ! ... IMUST BE SEEING THINGS /... SNOWY

A PING-PONG BALL FOR A CROCODILE ! HOW CAN |

SAVE HIM FROM THAT FRIGHTFUL MONSTER... WITH- )
aHIM ? QUICK, TINTIN, MAKE UP YOUR

Fig. 15: Omission of a Whole Speech Balloon

Another instance where the flexibility of comics’ translation is embodied,
having the translator once again omitted a whole speech balloon. But, in a way very
serving the multimodal context of comics, depending largely on the pictorial
dimension to convey the conceived image without any loss of meaning and possibly

much better fitting in with multimodal interplay (See fig. 16 below):
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Pattern 18

Y7 WHAT THE ..” THE ROCK'S

MADE OF RUBBER !

e
- o

= -
f/wu//— A “S‘ 3

Fig. 16: Second Instance of Omission Use

-.r\

5.1.5. Addition

Addition technique is quite extremely rare (Addition which is meant here is
the one of meaning). This technique is appearing only in some narrative captions
discussed earlier in this chapter, probably for having the Arabic version less paged
and less space is offered then. Some other additions are merely appeared at the
linguistic level, mainly because of the very different language systems of English and
Arabic.

Using the five taxonomies provided above, this dissertation shows the
frequency of the use of each technique, as applied to the comics in use, on a pie chart
(Fig. 17 below). The percentages indicate the absolute number of instances in which
each technique is used. When two techniques are used in the same text field, each
technique is given half a point. This pie chart gives a clear signal that the overall
translation strategy, domestication in this case, should encompass some particular

techniques that certainly serve the tendency of the translation process.
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Adventures of Tintin in the Congo

B Translation Proper ~ ®Addition  ® Omission M Cultural Adaptation B Non-translation

Fig. 17: Frequency of the Use of Translation Techniques

Conclusion

The thorny task of the translator is to render the specific multimodal nature of comics
attempting to produce similar effect on target readers. In this process, the translator
tends to highlight, additionally to the linguistic part, both cultural and extra-linguistic
dimensions embedded in the original and then rendering them adequately into the
target language. Being a specific literary translation, comics’ translation has to be
subject to the criteria of meaning production. Therefore, cultural view is a very
significant tool dealing with multimodal translation, though being not that hard to
highlight the most cultural terms in both source and target text, mainly for being
accompanied with a very particular language. Accordingly, Hergé’sAdventures of
Tintin in the Congo gives a particular platform of where culture and multimodality are
merged, marking the translator’s task much challenging in their way to convey the

true and intended message.
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CONCLUSION



At last, this dissertation sought primarily to highlight the multimodal texts’
specificity, adopting the richest domain in multimodality, comics, in which
peculiarities are all together combined and open for investigation. Hence, and as a
specific literary discourse, cultural dimension was well investigated to demonstrate
the effect of such very specific texts’ construction on translator’s dispositions
throughout the translation process. Using the theoretical and practical analysis above,
this dissertation deduces the following findings:

Multimodal translation is a very specific kind of translation, entailing an
investigation of different cultural aspects, textual and non-textual components
building a text. In fact, multimodality in translation reflects the cultural background of
the translator along with their familiarity with such specificity in both original and

target versions.

Translators show a relative flexibility dealing with multimodal nature of comics

in particular, with further consideration to their own culture and language.

Multimodality hugely affects translator’s decisions made while translating,

particularly when it comes to translate from English into Arabic.

Culture is conspicuously present in multimodal translation, being the key

element determining the way of their perception.

Being specific literary discourse, multimodal texts do open the floor for the
translator to be relatively faithful to the target culture’s specifications, and hence to be

adherent to the norms active and prevailing in the target culture.

Source culture based strategies do little in preserving the multimodal peculiarity
in the translation output. They actually negatively affect the mission of having similar

effect on target readers, Arab readers in particular.

Foreignization, for instance, can increase distortion and deviation in source text
meaning, since it retains the verbal-pictorial combination laid in English and other

components, neglecting the Arabic contribution.

Domestication strategy does reduce the overlap between verbal and pictorial
dimensions in a multimodal text, and increase on the other hand, their

complementarity. Furthermore, by adopting this strategy, as is the case in the comics
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studied in this dissertation, helps translators in their mission attempting to produce an

effect similar to the one produced on original text readership.

Transmission of culture specific items (CSIs), in turn, may cause many

difficulties, mainly if an Arab translator is rendering from an English one.

Translator of Adventures of Tintin in the Congo has apparently used more than
one strategy, though the tendency towards domestication is quite prevailing.
However, the patterns and charts presented and discussed above, show that translator
encountered very particular issues in translation, which he dealt with using a set of
techniques helpful to arrive at an output adequately fitting in with target readers’

expectations.

At length, translating multimodal texts could not be rendered unless having a
clear vision towards the work of such texts, their specific meaning production and the
strategy best guaranteeing transmission of such peculiarity. Translators should strive
to have all cultural features appeared in the ST well reflected in the TT. Therefore,
domesticating multimodal texts for target readers, Arab readers in particular, unlike
foreignizing them, would help to maintain the multimodal nature of such texts and

would keep the readers’ share to conceive their particular meaning.
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