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Abstract

In Alice’s Adventures in Wonderland (Alice), ‘language play’ has an essential role in creating
an ambivalent text that can be read by a dual readership, both children and adults. In the
context of translation, language play poses a significant challenge owing to its
unconventional and creative language use, and frequent dependence on the idiosyncrasies of
the source language and time and culture in which it was written. The way language play is
treated in translation is, primarily but not exclusively, influenced by the intended audience.
Therefore, the aim of this thesis is to investigate how instances of language play in Alice,
have been treated in six recent full-length Arabic translations (arguably aimed at different
audiences).

A paratextual examination was needed to explore the readers’ orientation of the six TTs. To
carry out the analysis of language play, the study introduces typologies and adapted models
of analysis of instances of language play and their translations. Quantitative, qualitative, and
comparative analyses are performed to examine the influence of intended audience, among
other parameters, on the choices adopted by the translators.

The conclusions highlight, among other features, the loss of language play, especially in the
more challenging categories (such as puns, idiomatic play, and parodies), the large variety of
techniques preferred by the different translators, and that translation techniques are not
always sensitive to intended audience. The discussion suggests other factors influencing the
translator’s choices, including the linguistic and typographical differences between English
and Arabic, cultural specificity of language play, recognition of language play, stylistic

function, illustrations, norms, as well as the translator’s role.
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Abbreviations

For ease of reference, the following abbreviations are used throughout the thesis:

ST Source Text

TT Target Text

SA Standard Arabic

MSA Modern Standard Arabic

LP Language Play (in reference to techniques)



Transliteration Rules

), 4%

All Arabic utterances in this study are transliterated using Latin scripts. The

transliteration system adopted is approved by the International Journal of Middle East Studies

(IIMES'). The following tables will first list Arabic consonants and vowels and then an

illustration of some rules will follow.

Arabic Letters
Arabic Transliteration Arabic Transliteration
¢ L t
- b L z
Tl t ¢ ¢
< th d gh
d i - f
z h ) q
z kh < k
3 d J |
3 dh - m
J r J n
J z > h
o s 3 W
B sh $ y
o= s 8 a (in contrast state: at)
u=a d Jl al- and -1-
Vowels
Arabic Transliteration
Long ) or's a
9 u
& 1
Doubled (- iyy (final form1)
3 uww (final form o)
Diphthongs 3 au or aw
& ai or ay
Short a
- u
- 1

! The full version of the International Journal of Middle East Studies IIMES is available at:
https://www.cambridge.org/core/services/aop-file-manager/file/57d9042¢581b76353506¢8e7/IIMES-

WordList.pdf


https://www.cambridge.org/core/services/aop-file-manager/file/57d9042c58fb76353506c8e7/IJMES-WordList.pdf
https://www.cambridge.org/core/services/aop-file-manager/file/57d9042c58fb76353506c8e7/IJMES-WordList.pdf

INTRODUCTION

One of the most defining characteristics of the language of Lewis Carroll’s Alice’s
Adventures in Wonderland (often shortened to Alice in Wonderland), published in 1865 in the
UK, is the abundant use of what will be defined as ‘language play’ in the present thesis.
Lewis Carroll continually manipulated various linguistic features throughout the novel. The
use of language play accounts for the novel’s appeal to dual readership, in part — meaning

that “It can be read with pleasure by both child and adult readers” (O’Sullivan, 2001, p.19).

However, the witty use of ‘language play’ is one of the most challenging features
faced by translators because it is often rooted in a particular language and culture (Epstein,
2012, p.167). Partly for this reason, the translation of Alice in Wonderland into any language
poses a difficult challenge in trying to capture the author's wordplay, wit, and cleverness.
Carroll’s first intention to have Alice in Wonderland translated was faced by discouragement:
“Friends here seem to think that the book is untranslatable into either French or German, the
puns and songs being the chief obstacles.” (Italics as in the original) (as cited in Weaver,

1964, p.33).

These challenges, however, did not hinder Alice in Wonderland’s “flood of
translations” (Weaver, 1964, p.53). Since its first publication in 1865, Carroll’s work has
been translated more than 7,600 times into more than 174 languages (Lindseth &

Tannenbaum, 2015. p.13)2. Alice in Wonderland found its way into Arabic too, starting with

2 The data here is obtained from Alice in a World of Wonderlands: The Translations of Lewis Carroll’s
Masterpiece (2015) is a book in three volumes; the first volume includes general essays, one about each
language edition. Volume two includes back translations of different languages into English. The third volume
contains a checklist of 174 translations over 9000 editions of Alice in Wonderland and Through the Looking-
Glass. Most probably, there are more translations into many languages published in the last six years than the
ones mentioned here.



Abdel Aziz Tewfig Gawid’s translation in 1946. Many heavily abridged versions, adaptations
and retellings exclusively aimed at young children were published later (according to the
Arabic checklist (2015, pp.28-33)° of the translations of Alice in Wonderland).

More than half a century elapsed before the production of another complete
translation into Arabic by Amira Kiwan in 2003 (as will be shown in section 3.3.2). Although
interesting, this thesis is not concerned with the historical development of Alice in
Wonderland’s translations into Arabic. What is interesting, instead, is that the production of
complete Arabic translations of Alice in Wonderland (and by ‘complete’, I mean that
renderings of all chapters of the original are included in the translations, with little elision),
has accelerated in the last two decades. These new editions were published with varying
extents and layouts, as increasing attention was paid to the dual readership (both children and
adults) and some of them have explicitly acknowledged Carroll’s mastery of language play
(see Chapter Four).

Arabic translations by Amira Kiwan (2003), Nadia El Kholy (2012), Seham Abdul
Salam (2012), Farah Omran (2018), Reham Saad (2020) and Sameh Al Jabbas (2020) are six
of the most recent translations and will be examined in this thesis (see Chapter Three). The
production of these Arabic editions — two even in the same year — is remarkable and may
indicate how they are aimed at different audiences. Four of these editions were published in
Egypt, whereas the other two were published in Lebanon and Kuwait; this may account for
some regional linguistic and cultural variations influencing the translations (see Section
3.3.2). From this perspective, the texts provide an opportunity to explore how the intended

readership of the target texts (TTs) (children and /or adults) influences the translations.

3 The Checklist of Arabic editions was compiled by Nadia E1 Kholy and Fatma Said and contains a list
of the Arabic editions published up to 2013.



One of the central claims in the literature (see Chapters One and Two) is that there is
a close relationship between the translator’s approach to the translation of dual readership
texts and the particular audience a translator is writing for (Weissbrod 1996; Borba, 1999;
O’Sullivan 2001; Oittinen, 1997, 2001; Rudvin & Orlati 2006; Lathey, 2010), and that
language play tends to be essential in literature for adults, but yet may be considered
unnecessary in editions aimed at children, where the thrust of the story and simplicity is vital
(Marco, 2010). It is interesting to test if these observations hold true in the Arabic context of
translating Alice in Wonderland.

The examination of the Arabic translations offers a great opportunity to reflect on the
breadth of language play used in the source text (ST) and TTs. This is always conceived as a
challenging phenomenon to unravel. It is interesting to explore the extent of the challenge
faced by Arab translators, especially in relation to the huge cultural and linguistic gap
between the English language and Arabic, and the techniques used by them to cope with the
challenges necessitated by the different types of language play.

The main objective of this thesis is to examine if there is a connection between the
translation of language play and the audience of the Arabic translations of Alice in
Wonderland and whether there are other factors affecting the translators’ techniques. To do
so, I will address the following research questions:

1. Who are the intended audiences of the Arabic translations of Alice in

Wonderland?

2. What types of language play can be found in Alice in Wonderland, what is their

frequency of occurrence, and what problems do they pose for the Arab translator?

3. What techniques have the translators used for dealing with language play in the

Arabic translations of Alice in Wonderland?

4. Do the techniques differ according to the intended group of readers?



5. Are there other factors that may affect the translation of language play?

To find answers to the research questions, the thesis relies on several theoretical
frameworks. Because the reader reaches the text through the exteriors, and drawing on
Genette’s (1987), Pellatt’s (2013) and Batchelor’s (2018) frameworks, this thesis examines
what the paratexts of the TTs reveal about the readers’ orientation and translator’s approach.
The paratexts of the translations will be examined for clues about intended readership. I will
take into account both ‘peritexts’ i.e., elements which are physically attached to the
translations such as (book covers, forewords, prefaces, illustrations...etc.), and ‘epitexts’ i.e.,
elements which appear outside the text, as in articles, reviews, interviews...etc. (see Chapter
Four).

Due to the complexity of language play, a typology especially designed for this thesis
is established to aid the analysis (see Chapter Two). Nine types of language play are
examined: homonymy, paronymy, homophony, graphic play, letter-based play, word-
structure play, idiomatic play, pragmatic play, and parodies. The study also draws on
Delabastita’s (1997) model of translating puns and Marco’s (2010) tool of “punning balance”
to present a new adapted model suitable for the analysis of the translation of language play in
Alice in Wonderland. Therefore, the techniques used by the translators for translating
language play are defined as: LP to Similar LP, LP to Different LP, Editorial techniques, LP
to Related rhetorical device, LP to Non-LP, Direct Copy, Omission, Non-LP — LP, and Zero
— LP. (see Chapter Two).

Quantitative, qualitative, and comparative methods are used to examine the
techniques used in the six translations under study and to observe whether the translations of

language play in that data can give an account of patterned translational behaviour with



reference to audience and other factors. Quantitative analysis involves two main objectives:
first, extracting instances of each type of language play and calculating their frequency in the
ST; the second aim, is to calculate total and percentages of the sum of techniques used in the
translations and how different techniques are used in combinations. This will help to give
insight into the breadth of language play found in Alice in Wonderland and their translations
in the Arabic TTs. As for the qualitative analysis, the aim is to examine the relation between
the techniques used by the translators and the readers’ orientation of the TTs as well as other
possible affecting parameters. The comparative analysis involves comparisons between the
translations to see if a patterned translational behaviour with reference to audience and other
factors can be observed (more details on the methodology are given in Chapter Three).

A few clarifications are necessary before beginning the discussion. The first concerns
the ST. Carroll wrote the story in different versions under various titles. The first was
published in 1865 story is entitled Alice’s Adventures in Wonderland. Its sequel, Through the
Looking-Glass and What Alice Found There, appeared in 1871. In 1890, Carroll produced
The Nursery Alice, an abridged version exclusively meant for very young children. Only the
first version is considered in this thesis which is commonly shortened as Alice in
Wonderland. Following the scholarly tradition concerning Carroll’s works, this thesis uses
the shorter title Alice to refer to the first book and reserves the non-italicised name Alice to
refer to the protagonist of the story. However, it is important to note that I do not use the
original version published in 1865; instead, I use The Annotated Alice: The Definitive Edition
(2001) by Martin Gardner as a source text. This edition features Carroll’s original text
alongside extensive annotations by Gardner who includes useful information regarding the
context of the story and its language (more in Chapter Three).

Second, although the author is better known by the pen name of ‘Lewis Carroll’, his

real name is Charles Lutwidge Dodgson, which is also used in the literature on Alice. In this



thesis, the well-known name Lewis Carroll is used to refer to the author of the work. And the

name Dodgson will be used when discussing the real life of the author, whenever relevant.

Third, considering that the present study deals with translation, it will to some degree
involve languages other than English. Languages other than English are marked using
parentheses. The Arabic renderings will be preceded by transliteration when necessary. Back
translations into English are immediately provided in square brackets. For the Arabic titles of
books, magazines, newspapers, and articles, the first letters of the back-translation are
capitalized as appropriate to indicate that they are titles. Sometimes an Arabic publication
may have a bilingual title (in both Arabic and English). In this case, the original English title
is used in back-translation and italicized to indicate that they are the actual titles for
publications. For Arabic institutions and organizations, the first letters of the back-translation
are also capitalized to indicate that they are proper names. In the Arabic TTs, sometimes
there are English words used in the translations. These are included in their original English

form and will be italicized in the back-translations to indicate that they are English words.

The study is divided into seven chapters. Chapter One provides background
information essential for the study. It builds up the theoretical framework and is divided into
three sections. The first section defines children’s literature and discusses the concept of
ambivalence or dual readership texts and their relation to children’s literature. Section two
moves on to discuss the translation of children’s literature and discusses its issues and
challenges in general, and in the Arab world in particular. It sheds light on those aspects —
didactic, ideological and cultural — which always play a significant role in literature for
children. The third section reviews previous research specifically dedicated to the translation
of children’s literature, noting that not enough scholarly attention is devoted to the translation
of dual readership literature or to the translation of children’s literature (particularly Alice)

into Arabic.



In Chapter Two, the specific theoretical framework employed in the thesis, namely
the typology of language play and the techniques used which can be applied in its translation
into a target language, are presented. The chapter is divided into two parts. The first is
dedicated to general considerations concerning language play, its definition and terminology,
its functions, and its typology (classification). Issues of translatability, techniques as well as

the factors affecting its translation, are discussed in the second part of the chapter.

Chapter Three is dedicated to the research design. It discusses the research questions
and describes the methodology used in the study. The chapter then presents the source of the
collected data, introduces the ST and discusses Alice’s translations into Arabic and lists the

six Arabic translations that are included in the study.

Chapter Four comprises the first part of the analysis, examining the paratextual
features in the six translations and analyzing how the projection of intended readership is

mediated through the examination of paratextual features.

In Chapter Five, an in-depth comprehensive analysis of the data collected from the
ST with their renderings in the TTs is presented. The analysis involves presenting nine types
of language play based on its classification (see Chapter 2) and sheds light on the challenges
they pose in translation. The analysis also investigates the techniques used in the six Arabic
translations and examines their relation to audience as well as other factors that might affect

the translators’ decision-making processes.

Chapter Six discusses the main findings of the analysis of language play in Alice and
its treatment in the six Arabic translations and offers some answers to the research questions

proposed in the study.



Chapter Seven serves as a conclusion of the study where it offers a brief overview of
the study. It also includes an evaluation of the current work, including its limitations, and

recommendations for future research.

This research will be of interest primarily to academics in Translation Studies
working in children’s literature. There has been considerable interest in the translation of dual
readership texts, but the present study is, to the best of my knowledge, the first substantial

study to compare different translations of a dual readership text into Arabic.

This thesis also modifies existing typologies of language play and translation
techniques and develops its own model of analysis which could be useful to academics
interested in research on language play and its translation. Depending on the results of the
study, this research could also be interesting to literary translators in the Arab world and
encourage them to reflect more carefully on the complexities of translating dual readership

literature.



1 Chapter One: Children’s literature and its translation —

theoretical issues and challenges

1.1 Introduction

This chapter is primarily intended to provide a summary of the investigation of the
field of children’s literature and its translation. This chapter is divided into three sections.
First, the definition of ‘children’s literature is discussed. Then the chapter provides an
overview of the notion of ambivalence that has contributed to the formulation of the research
questions at the centre of this study, describing some of its main features. The second section
is concerned with children’s literature in translation. It focuses on its particularities and the
specific challenges which it presents to the translator. The Arabic context regarding
children’s literature and its translation, and the impact of some norms, are briefly explored.
The third section constitutes the literature review which is subdivided into two sections; the
first includes a review of the available research on the translation of dual readership
literature; and the second surveys the research on the translation of children’s literature in the

Arab world.

1.2 Children’s literature

1.2.1 Defining children’s literature

This section reviews some scholarly efforts to define children’s literature, a subject
that has long fascinated scholars from different disciplines. The review draws references from
researchers and literary critics of children’s literature. Reference is also drawn from

researchers dealing with the translation of children’s literature, such as Klingberg, Reiss,
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Oittinen, O’Sullivan and Puurtinen, as their viewpoints offer valuable insights from the
translator’s perspective. Below I discuss common trends rather than provide a comprehensive
survey. I will show that Nodelman’s concept (2008), which is the one most quoted in
literature on the topic, is also the one most relevant for my research.

Views on the definition of children’s literature can be generally classified into two
groups: the ‘anti-definers” who believe that children’s literature cannot be clearly defined
(Rose, 1993; Townsend, 1980); and the ‘definers’ who provide either a ‘pragmatic’
definition, which emphasizes the nature of communication in children’s literature, such as
Klingberg (1986, 2008), Oittinen (2000) and Reiss (1981), or a ‘descriptive’ definition, which
perceives children’s literature as a form of literature with observable features (e.g.
McDowell, 1973; Nodelman 1992, 2008).

Researchers who hold that children’s literature cannot be defined object to the terms
used in attempts to define it, as well as the concept of defining it itself. They argue that the
possessive form “children’s” is misleading as it falsely implies that young readers have the
power and control over the texts that are written, edited and published, yet they are bought by
adults, and often read by them (Townsend, 1980, p.194). As for the concept, anti-definers
claim that there are no clear lines between children’s literature and adult literature. They note
that for example, texts by authors like Rudyard Kipling are not easily defined as children’s
literature or as adult literature. A frequently cited view is Townsend’s (1980) following

argument:

Since any line-drawing must be arbitrary, one is tempted to abandon the attempt and
say that there is no such thing as children’s literature; there is just literature. And in an

important sense, that is true. Children are not a separate form of life from people; no
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more than children’s books are a separate form of literature from just books.

(Townsend, 1980, p.196-197.)

Another argument of the anti-definers is adopted by Jacqueline Rose (1993), who
argues, from a psychoanalytic point of view, that children’s literature is an “impossible”
category because it rests on the false assumption that children are a homogenous group that
can be directly defined and addressed. For Rose, the form and the content of children’s
literature are determined solely by adults’ needs and desires. As Rose argues, adults use
children’s literature as a tool to “colonize” the children by constructing their desired image of
the child (1993, p.26). The language used in children’s literature is not merely a tool of
communication, but the expression of “procurement or desire” (1993, p.22). Thus, the
objective and clean narrative, which is vital to children’s fiction (1993, p.72) is in itself
impossible. For these reasons, Rose claims that: “There is no child behind the category
‘children’s fiction’, other than the one which the category itself sets in place, the one which it
needs to believe is there for its own purposes.” (Rose, 1993, p.10).

By contrast, the definers group of researchers insist on the possibility of generating
some defining characteristics of children’s literature that would show it as a distinct genre.
They admit that grey areas exist between children’s and adult’s literature, but for them, that
does not mean that some texts cannot be categorized clearly as ‘children’s literature’.
McDowell (1973) used a helpful analogy of paint pots: “A pot of green and a pot of orange
paint might be spilled on the floor ... Where they run together a murky brown is formed that
doesn’t happily belong to either pot, but he is a fool who cannot distinguish the green from
the orange” (p.51). To support his argument, McDowell (1973) moved on to define the

characteristics of children’s literature in comparison to adult’s literature:
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Children’s books are usually shorter; they tend to favour an active rather than
a passive treatment, with dialogue and incident rather than description and
introspection; child protagonists are the rule; conventions are much used; the
story develops within a clear-cut moral schematism; children’s books tend to
be optimistic rather than depressive; language is child-oriented; plots are of a
distinctive order, probability is often discarded; and one could go on endlessly
talking of magic, fantasy, simplicity and adventure. (McDowell, 1976, p.141—

142.)

In addition to McDowell’s characteristics of children’s literature, Golden (1990, p.13)
compares children’s and adults’ literature and provides features that children’s books should
avoid, such as streams of consciousness, complex time shifts, dense symbolism, themes of
passion, and profusion of figurative language devices. Babbitt (1974, p.155) states that
children’s books normally deal with emotions, such as love, death, pride, grief, aggression
and attempts at being successful and children’s literature is mostly characterised by
cheerfulness and happy endings. As for language, Azeriah (2000, p.13) expands McDowell’s
characteristics of children’s literature, and mentions short sentences and paragraphs,
repetition, frequent use of simple language, limited use of figurative and symbolic language,
and the use of illustrations.

Another group of definers, however, adopt a pragmatic, rather than descriptive,
approach to the definition of children’s literature. This pragmatic approach is clear in a
number of definitions provided by scholars focusing on the translation of children’s literature.
Klingberg (2008) defines children’s literature as “literature recommended to children,
literature read by children or literature published for them” (p.8). Similarly, Reiss (2000, p.7)

defines children’s literature as literature that has been published for children and young
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people. Likewise, Riitta Oittinen defines children’s literature as literature “intended for
children or [as] literature read by children’” (2000, p.61). As researchers specializing in the
translation of children’s literature, Reiss, Klingberg and Oittinen’s viewpoints offer sights
from the translator’s perspective. However, these definitions are problematic in two ways. It
is easy to define children’s literature as literature read by children, but in this way these
definitions may include adult’s literature that is sometimes read by children. Another problem
with the definitions mentioned above is that they stress the intention of the writer as the
essence of children’s literature. As Epstein (2012, p.2) points out, authors do not always have
a particular reader in mind, and the perceived audience of a given book may change over
time. For instance, some crossover classics like Robinson Crusoe (written by Daniel Defoe
and published in 1719) and The Three Musketeers (Alexandre Dumas, published 1844) were
intentionally aimed for adults but passed later into children’s literature.

A final approach discussed in this section stresses the adult’s vital presence in
children’s literature. In her discussion on the translation of children’s literature, O’Sullivan
(2005, p.13-14) defines children’s literature as “a body of literature assigned by adults to
children and young readers to transmit dominant morals, values and ideas”. O’Sullivan
describes the relationship between adults and children as asymmetrical since adults have
dominance over literature for children by inscribing conventional social values in children’s
books.

Nodelman (2008) offers a more thorough discussion of this topic in his book 7The
Hidden Adult: Defining Children’s Literature. In his work, Nodelman proposes a central
argument that children’s literature cannot be discussed without considering the influence of
adults, who invented the concept of childhood in the first place. Nodelman acknowledges that

the concept of childhood changes according to culture and time; however, he believes that
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some consistent features still can be observed, which he calls “underlying sameness” (p.249).

Nodelman summarises some of the features of children’s literature as follows:

[...] short, simple, often didactic in intention, and clearly positive in their outlook in
life- optimistic, with happy endings [...] [but] their apparent simplicity contains
depths, often surprisingly pessimistic qualifications of the apparent optimism,
dangerously and delightfully counterproductive possibilities that oppose and
undermine the apparent message. These texts can be easily and effortlessly heard or
read, but once read, they continue to develop significance, importance, complexity, to
echo over outward and inward. These are texts that resonates. [...] they seem simple

yet allow for so much thought. (Nodelman, 2008, pp. 1-2.)

The discussion above shows that children’s literature cannot be seen as literature read
only by children. Instead, it has specific features that are purposefully used to cater to the
taste of its official young audience as well as hidden adult readers. For the purpose of this
study, therefore, Nodelman’s (2008) definition of children’s literature is chosen as it
represents a number of characteristics specific to the type of ambivalent children’s literature
under examination in this thesis. It is necessary to take this child-adult duality into account
when trying to define the genre. Alvstad (2010) insists that this duality of readership is
always at play, and it is “probably the only exclusive trait of children’s literature.” (p.24) and
that there is hardly any children’s literature that “solely target child readers” (Alvstad, 2018,
p.160). However, as important as this duality of readership is for the definition of children’s
literature, it is essential to know its nature. Lathey (2010, 2019) stresses that any attempt at a
definition of the genre may include any type of the following child-adult relations: books

written for children by adults, books that address adults but are read by children, or literature
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that is read by both. The following section highlights the nature of dual readership literature

that this study is interested in.

1.2.2 The ‘ambivalence’ of children’s literature

When scholars describe children’s literature as ‘ambivalent texts’ with a dual
readership of children and adults, they can be potentially referring to two different
phenomena. The first relates to the asymmetrical communication structure of children’s texts.
This means that children’s literature, in general, is addressed to two different groups of
readers on different levels, overtly to children as their primary readers and covertly to adults
as their secondary (hidden) readers (O’Connell, 2006). This means that although children are
ostensibly addressed in literature for children, this literature is also read by parents and carers,
librarians, writers, and other adults. However, according to Puurtinen (1995, p.19), this group
of hidden adult readers (comprising writers, editors, publishers, parents, educators,
academics, and critics) is more influential than children. It is the adult, after all, who has the
control and influence, and it is they who make this literature available to children in the first
place. Thus, dual readership* always operates in children’s literature, simply because adults
are the main mediators of children’s literature, and it is possibly the only exclusive trait of it
(Alvstad, 2010, p.24). According to this concept, almost any children’s book could be
described as ‘ambivalent’ because almost every text for children cannot escape the adult’s

interference; however, it is in the second trait that this thesis is interested in.

4 Within this thesis, the terms ‘dual readership’ and ‘ambivalence’ will be used predominantly to
describe the same phenomenon, however the other similar term ‘dual audience’ also appears in consulted
literature. For example, the two terms have been used interchangeably to refer to the same phenomena by
scholars contributing to the edited volume Transcending Boundaries: Writing for a Dual Audience of Children
and Adults (2012).
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Dual readership can also refer to another occasion where the adult readers are not
merely hidden mediators, but as O’Sullivan (1993, p.110) describes “the adult reader of
children’s literature in his own right reads it with the anticipation of having his literary
expectations at least partially satisfied, he is a consumer of literature and not a professional
passing judgement on behalf of other readers” (p.110). In this case, dual readership refers to
what Shavit (1986, p.63-91) calls “ambivalent texts” which are read simultaneously by
children and adults because they have an “ambivalent status” as Shavit (1986, p. 63)
describes them because they belong to both children’s and adult’s literature. These texts, as
O’Connell (2006, p.17) explains, can be read by children “on a conventional, literal level or
interpreted by an adult on a more sophisticated or satirical level as well” (p. 17). Alvstad
(2018, p.161) attributes the dual appeal to the multiple layers of meanings present in the text:
some of the text may appeal directly to children while other layers of meaning may be
difficult for children to understand but appreciated by adult readers. The focus of this study is
on these ambivalent texts which appeal to children and adults at the same time. The ST of this
study, Alice, is always quoted as a classic representative of dual readership texts (Becket,
2012; O’Connell, 2006; Shavit, 1986; Lathey, 2012).

The most extensive and articulated discussion on the issue of ambivalence is offered
in Shavit’s (1980) book The Ambivalent Status of Texts: The Case of Children’s Literature.
In her investigation of the notion of ambivalence, Shavit draws on Yuri Lotman’s (1977, p.
201) notion of ambivalence which originally encompassed three different kinds of texts: (1)
texts that survived many literary periods, was read differently and had a different function in
each; (2) texts that from a historical perspective changed their status in the literary
polysystem (such as the transference of Charles Dickens’s novels from the adult’s system to
children’s system); and (3) texts which can be read in two different levels by the same reader

at the same time. Shavit (1980, p.76) argues that Lotman’s notion of ambivalence is too broad
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because, from a historical point of view, almost all texts could be described as ambivalent as
they change their status in the literary polysystem over time. Therefore, Shavit suggests

reducing the scope of ambivalence and applying it to one specific type of text:

These texts belong simultaneously to more than one system and consequently are read
differently (though concurrently), by at least two groups of readers. These group of
readers diverge in their expectations, as well as their norms and habits of reading.

Hence their realization of the same text will be greatly different. (Shavit, 1986, p.66.)

Shavit’s notion of ambivalence was picked up by many scholars including O’Sullivan
(2000); Oittinen (2000); Rudvin and Orlati (2006); Alvstad (2010, 2018); and Epstein (2012)
in their studies on translating for children, as is discussed in Section 1.4. However, it is
important now to know how this notion of ambivalence can be applied to some texts of
children’s literature. And why, in the first place, do such texts appeal to children and adults at
the same time.

Several famous children’s texts can be described as ambivalent texts; for example,
The Hobbit, Winnie-the-Pooh, and The Little Prince. Alice has always been described as the
most representative of this type of ambivalent text (Shavit, 1980, 1986; O’Sullivan, 2000;
Oittinen, 2000; Epstein, 2012; Lathey, 2012; Weaver, 1964; Crystal, 2015). The following
section discusses the features of ambivalent texts, especially Alice, as has been postulated by

some of the prominent scholars in the field.

1.2.3 Characteristics of ambivalent texts

According to Shavit (1986), what gives an ambivalent text appeal to two different

groups of readers, both adults and children, is the “dual structuring” of that text. Ambivalent
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texts exist on “two levels”, one for children and one for adults (Shavit 1986, pp.74—75). These
texts have a simple conventional structure suitable for children, and at the same time, have a
range of allusions, metaphors, hidden meanings, satire, and parodies which might be more
recognizable by the adult. According to Nodelman (2008, p.206), children’s books of this
type have a “shadow”, a more complex understanding of the world that can be interpreted by
adults, and it is this hidden meaning that attracts adults.

Since its appearance in 1865, Alice has equally fascinated children and adults alike.
This work which was originally written to entertain a ten-year-old child Alice Liddell, had
eventually entertained people who were far older. Warren Weaver (1964, p.7) described it as
a “two books: a book for children and a book for adults. Its interest, its fantasy, its humour,
and its logic operate at two levels” (p. 7.). For Kibbee (2003, p.307), what makes Alice an
adult book is the unusual play on words, on the linguistic level, and the parody of Victorian
society, on the content level; nevertheless, children are attracted to the work because of its
fantastic elements and the assertion of the child protagonist’s reason against the foolishness
of the adults. Shavit (1986, p.70) argues, that when adults and children read an ambivalent
text, they both will understand the text differently. In this way, children who read Alice will
enjoy Carroll’s jokes and laugh at the puns and the verses. While adults might realize the
deeper meaning of Carroll’s words and text structure, as well as the symbolizations and satire
of Victorian class, society, education and law.

To support her argument, Shavit (1980, p.71-91) takes Alice as a test case by
explaining how the publishing history of the story testifies to the ambivalent status of
Carroll’s work. The existence of three versions and the differences they have indicate the
ambivalent nature of Alice. Carroll wrote the first version, entitled Alice’s Adventures Under
Ground, for Alice Liddell, the daughter of Dean Liddell of Christ Church College, University

of Oxford, as a Christmas gift on 26 November 1864. This version was not published as a
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book for almost twenty years, and only in March 1885, after Carroll’s second version became
very successful, was the manuscript published. The well-known text, Alice’s Adventures in
Wonderland, was the second version, written by Carroll after a group of friends encouraged
him to publish after they read the first manuscript. According to Shavit, “Carroll was
dissatisfied with the fact that it was not ambivalent enough” (Shavit, 1986, p.72). As a result,
Carroll was reluctant to publish the first version as it was as he thought, as Shavit (1986,
p.72) believes, that perhaps the first version was “too sophisticated to be accepted by the
children’s system, yet not sophisticated enough to be accepted by adults”, thus, Carroll
changed much of it. Shavit pointed out that some features, which are only hinted at in Under
Ground, become dominant in Wonderland and these are the ones that give an ambivalent
nature to the text. However, with the third version 7he Nursery Alice, Carroll eliminated and
deleted all those features that he had expounded in the second version. In this way, Carroll
has deliberately changed the status of his work from an ambivalent text that appeals to both
children and adults into a “univalent” text that appealed solely to children (Shavit, 1980,
p.73). In her discussion, Shavit compares these versions to distil the features that make Alice
in Wonderland an ambivalent text.

According to Shavit (1986), these ambivalent elements are manifested in different
characteristics in the text. Alice was certainly a work written outside the typical framework
imposed on children’s books for the specific time and era in which it was published, making
it ambivalent. Shavit (1986, p.75) explains that Alice was three stories in one: the fantasy, the
adventure, and the nonsense. All these three different models existed in children’s literature
at the time of Alice’s production; however, Carroll has distorted, altered, and combined them
in one story. Carroll also deviated from most children’s literature in Alice by abandoning the
didactic moral level, which was mandatory in children’s literature at that time; therefore, it

shares a quality of adult’s literature (1986, p.81). Carroll has also broken the dominant
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attitudes governing children’s literature at that time by using parodies of well-known verses
in children’s literature written during the eighteenth and the beginning of the nineteenth
which helped to add to the nonsense character of the story (Shavit, 1986, p.82).

Another element that contributes to Alice’s ambivalence, as Shavit argues, is the fact
that Carroll has blurred the distinction between dream and reality and distorted the rules of
space and time and logic and illogic. Shavit (1986, p.81) observed that all these ambivalent
elements were completely removed by Carroll in The Nursery Alice. Carroll has turned Alice
into a simple fantasy story, based on the conventional model of the time. The distorted
relations between space and time, fantasy and reality were restored, and no confusion was
permissible.

According to Shavit, Carroll managed to create the Nursery edition aimed exclusively
at children through many methods:(1) turning the story into a simple fantasy by constantly
reminding the child that the events can happen in reality; (2) changing the story’s tone into a
more authoritative didactic tone which was typical of conventional didactic stories of the time
,especially those that are intended to be read fo children and not by them; (3) eliminating the
confusion between dream and reality by situating all the events in a dream; (4) omitting all
elements of satire and parody in the story. Shavit (1986, p.85) ascribed all these changes to
Carroll’s attempts to simplify the text and adjust it for the child reader which manifests
Carroll’s ‘awareness’ of his new potential readers and the “prevailing attitudes toward
children’s literature”.

Oittinen (2000) draws a similar comparison between Carroll’s works; however, she
discusses illustrations as well as texts. Oittinen argues that words and pictures from Carroll’s
books were produced for different readers. As for the text, Oittinen makes almost similar
observations to Shavit’s (1986). Carroll has turned the Nursery into a simple and more-

logical story that could be easily understandable by his young readers; and he made a clear
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cut distinction between dream and reality from the very beginning of the story; for example,
the book begins as a fairy tale with the typical phrase “Once upon a time, there was a little
girl called Alice: and she had a very curious dream” (Carroll, 1890, p.1). Oittinen observes
how Carroll has changed the tone; the narrator is clearly the adult who uses ‘“an authoritarian
tone” and guides the child’s attention to the illustrations. Oittinen also notes how Carroll
stresses the importance of certain keywords by italicizing them to send a message to the adult
reading the story aloud to young children. In the Nursery, all instances of wordplay and
parodies were omitted, as Oittinen notes, because of the assumption that children will not
enjoy and understand them. The simplification to the child reader was even clear on a
syntactic level; as sentences were relatively shorter.

As for the pictures, Oittinen distils some differences between the different illustrations
of the story to show how they depict the status of the readership of the texts. The first Alice’s
Adventures Under Ground was illustrated by Carroll himself; Alice’s Adventures in
Wonderland includes John Tenniel’s illustrations; and the Nursery Alice (1890) included
Tenniel’s adapted illustrations. Oittinen notes that in Alice’s Adventures Under Ground,
Carroll’s illustrations show a very different world from the Alice illustrated by John Tenniel.
Carroll’s drawings depict the story as a strange surrealistic adventure while Tenniel’s
illustrations, on the other hand, give the story quite a different atmosphere. Tenniel provides
more details about the characters in the book and shows clearly what Alice looks like, while
Carroll leaves more to the imagination and depicts Alice’s expressions and personality.
Oittinen also notes that the pictures are black and white in the original Alice, while they are
coloured in the Nursery, which according to Oittinen, might be due to the common perception
among adults that black-and-white illustrations have less appeal to children (p. 126). The
image of Alice has changed in the drawings, as Oittinen shows; in the Nursery “Alice is a

good little girl in an apron with a big bow around her waist a bow in her hair. Her skirt is



22

modified into a good little girls’ skirt; it is not as broad and extravagant as Alice’s skirt in the
original story” (2000, p.126). Oittinen (2000, p.129) examines illustrations on the covers of
the books, too, and reports that the same approach to fantasy and reality is also apparent in
the book covers. See for example the cover of the Nursery (illustrated by E. Gertrude
Thomson as appears in Figure 1) which portrays Alice fast asleep on the grass, while the
Wonderland creatures are high up in the clouds, as if in a dream world. While other covers of
Alice, such as Tenniel’s, have usually represented some main events in Wonderland. The
function of illustrations varies in the two versions, as Oittinen (2000, p.132) adds; in the first
Alice the illustrations add something to the story, in the latter, however the illustration
explains and underlines all that is said in words and Carroll even gives straightforward

explanations of what the reader sees (or should see) in the picture.

Figure 1. The cover of The Nursery Alice as illustrated by E. Gertrude Thomson

We have seen so far how Carroll has changed many aspects of Alice to change the
appeal of the story. Nevertheless, another significant aspect that Carroll added to Alice to
make it ambivalent, is language play, which is the main linguistic feature under examination
in this thesis. Before publishing Alice, Carroll has amplified the linguistic sophistication

throughout the novel, however, language play is particularly concentrated in Chapter VI and
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Chapter VII. That is because these two chapters were not present in Under Ground but were
added during Carroll’s revision for the publication of A/ice. As Clark (1986, p.30) states, “it
is in these sections that Carroll adds most of his wordplay, a kind of secondary elaboration
that he could develop more easily in the process of writing, as the tale grew away from its
oral origins” (p.30). Carroll’s play on language is the result of a final and careful revision of
language, rather than the outcome of a spontaneous act of writing (Clark, 1986, p.30), this
accounts for the significant role of language play in Alice as an ambivalent text.

Although this study is concerned mainly with the translations of Alice, the above
observations on Carroll’s text by Shavit (1986), Oittinen (2000), and Clark (1986) can aid the
discussion carried out in this thesis. Both Shavit (1986) and Oittinen (2000) have noted that
similar practices of altering aspects to change the appeal of the story are carried out in
translations of Alice into different languages. Moreover, Oittinen’s observations on the
illustrative features can aid the paratextual examination of TTs (see Chapter Four). Shavit
argues that:

translators, who adapted the text for children, acted, in principle, precisely as Carroll

did, without being acquainted with the simplified version, The Nursery Alice. That is to

say, they deleted systematically all the elements which together created the

sophisticated model and based their adaptations on the more established model only.

(Oittinen, 1986, p.72).

It is interesting to see if similar observations can be detected in the Arabic

translations in the data targeting younger audiences.
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1.3 Children’s literature in translation

As interest in the translation of children’s literature has accelerated in the last thirty
years, the works of many researchers have shown the numerous challenges of this field. As
Coillie & Verschueren (2014, p. v) point out, translating children’s literature is “considered
as a literary challenge in its own right”. First of all, translators of children’s literature tend to
depend mostly on their own conception of the image of childhood and on what is considered

suitable or unsuitable for children in their own culture. As Oittinen (2000, p.3) points out:

Translators never translate words in isolation, but whole situations. They bring to the
translation their cultural heritage, their reading experience, and, in the case of children’s

books, their image of childhood and their own child image. (Oittinen, 2000, p.3)

The concept of childhood may vary according to culture and time, which then
complicates the role of the translator who might need to change or adapt the work to make it
“appropriate and useful for the child [...] and in accordance with the society’s notion of what
is ‘good’ for the child” (Shavit, 2009, pp.112—113). In addition to the image of childhood,
Lathey (2019, p.61) mentions other specifications of the field that makes translating
children’s literature challenging. One of them concerns the use of illustrations in children’s
literature.

As Lathey points out, images in children’s literature can take many forms from
comics, picture books or graphic novels, to supplementary illustrations accompanying a prose
text, which all “add a new dimension to the dynamics between source and target languages”
(2019, p.61). Integration of image and language constitutes an additional challenge to the

translator, who, as Oittinen (2000, p.100) argues would entail special training that combines



25

translation studies with art appreciation lessons. In addition to images, sound plays a vital
role in children’s literature, and as Lathey (2019, p.61) points out, translators have to take
sound qualities into consideration when translating text. Sound features presented in nursery
rhymes, repetition, onomatopoeia, thyme, nonsense, wordplay and neologisms, all demand
“creativity on the part of the translator” (Lathey, 2019, p.61).

Other than the image of childhood, sound, and image complications, O’Sullivan
(2013, pp.453—454) highlights additional challenging aspects of the genre in translation. One
is related to the inclusion or exclusion of foreign elements in texts for children. Some
translators highlight the foreignness of the translation by choosing to maintain foreign
elements in their translation, which may confuse the child reader who might not be familiar
with such references, this corresponds to Venuti’s (1995, p.20) strategy of “foreignization”.
While other translators may adapt the text by deleting and changing it to make it more
familiar to their young readers, “domestication” in Venuti’s terms (1995, p.20). The
controversy between the two approaches is central to the discussion of children’s literature in

translation, as O’Sullivan (2013, p.453) notes:

Translating children’s literature is therefore a balancing act between adapting foreign
elements to the child reader’s level of comprehension, and to what is deemed
appropriate, and preserving the differences that constitute a translated foreign text’s

potential for enrichment of the target culture. (O’Sullivan, 2013, p.453).

Another challenge that faces translators of children’s literature, concerns the use of
wordplay and creative language which complicates the process of translating children’s
literature. As Coillie & Verschueren (2006, pp. v—vi) assert: “Often the creative, playful use

of language offers an additional challenge in that it requires a special empathy with the
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imaginative world of the child” (more about the challenges of translating language play will
be discussed in Chapter Two).

The final challenge discussed in this section, and also essential for the context of the
present analysis, again according to O’Sullivan (2013, pp. 453—454) concerns the multiple
addressees of children’s books: “adults who read as mediators or who read for their own
enjoyment, children of different ages, etc.”. Puurtinen (2006, p.54) agrees that due to the dual
readers of children’s literature, translating children’s literature is not as easy as it is conceived
to be, as translators have to consider the needs of the target audiences; children as well as
adults, who act like the “background authority” (2006, p.54).

Dual readership in children’s literature is indeed a challenge to translators and an
issue of concern in children’s literature translation. As Metcalf (2003, p.323) points out,
children’s text with dual audience of children and adults: “comes with a dual challenge for
the translator, who now has to address both audiences in the translated literature”. It is not
only the child that the translator has to address, but also the adult, who acts as an authority or
reads for mere enjoyment. Quoting Frimmelova (2010, p.35) “to preserve multiple levels in
the text, the conventional one to be simply realized by the child reader; the other one only
understandable to adults, is one of the biggest challenges for translators of children’s
literature”. The extent of this challenge has led to the perception that the dual readership of
some texts is a feature difficult to replicate in translation. Therefore, some researchers believe
that translators should make a clear choice among the target audience (Alvstad, 2010, p.24).
Translators after all need to put different considerations into account to accommodate the

needs not only of their primary reader (the child) but also of the secondary reader (the adult).
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1.3.1 Children’s literature and its translation in the Arab world

The situation of children’s literature and its translation in the Arab world is not in
isolation from the worldwide context. A review of relevant literature, however, has revealed
additional constraints that mark the genre and restrict the process of writing and translating
children’s literature in the Arab world. Although some literature here refers to children’s
literature published in Arabic, we can expect to find similar trends in the process of
translating children’s literature into Arabic, as well.

Children’s literature is generally connected to educational systems and books used in
schools. As Maria Nikolajeva (1996) puts it, “children’s literature has from the very
beginning been related to pedagogics” and it has been always considered “a powerful means
for educating children” (p.3). Hunt (1994) even claims “It is arguably impossible for a
children’s book ... not to be educational or influential in some way; it cannot help but reflect
an ideology and, by extension, didacticism” (p.3). Didacticism is a prominent issue in Arabic
children’s literature which is characterized by its prime educational function (Zalat, 2009; Al
Hadidy, 2010; Al Dandarawi, 2013). However, as Mdallel (2003, p.301) argues, “this
tendency [of didacticism], which is decreasing in the Western societies, is still very much
alive in the Arab societies”. A recent study, which analysed 47 award-winning Arabic
children’s books, reveals tendency for educating and moralizing continues to the present day
(Thomure et al., 2020, p.399).

Like adult literature in the Arab world, children’s literature is influenced by the
economic, social and cultural factors in the region where they are produced, including the
powerful forces of religion and tradition which define gender roles and taboos (Mdallel,
2003, 2004). In her study, Al Manea“ (2001) set the spreading of Islamic moral values as the

main aim of children’s literature (p.202). Zalat (1994, p.171) adds that the emphasis on
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didacticism results from educators’ and writers’ desire to preserve Arabic culture and
traditions. Morality is one of the main features of didacticism in children’s literature in the
Arab world. In literature for children, the themes, the plot, and the characters are usually
aimed to shape the child’s perceptions and beliefs about the world and their own life as well
as prepare them for adult life (Mdallel, 2004, p.5). Most stories for children derive their
foundation mostly from Islamic and ideological beliefs, which depict the struggle between
good and bad. Therefore, literature for children is supposed to conform to these sacred beliefs
by employing the story pattern and including morality to teach children the difference
between right and wrong (Mdallel, 2004, p.5). The prevalent moralizing tone in Arab
children’s literature is also reflected in the translation for children into Arabic. With this
regard, Suleiman (2005, p.77) assumes that translation flows in the Arabic children’s
literature field feature a “cultural bias™ that reflects the threats felt within conservative Arabic
societies from Western literature for their children. This bias is reflected in the use of a
didactic approach to translation for Arab children in order to control their reading materials.
This control starts from the choice of the books to be translated. Books that contain taboo
topics like alcohol, sex, and atheism will not find their way into Arabic. Even when such
books are translated, they will be adapted in accordance with Arabic and Islamic ideologies.
A similar trend is noted in Arabic translations of recent works like J. K. Rowling’s
Harry Potter stories. In her investigation of the translations of these into Arabic, Al Daragi
(2016, p. 304) shows how all elements that might conflict with the morals of Arabic societies
were eliminated from the Arabic translations, such as references to alcohol, “butterbeer”, or
“pork” (p.84). Moralistic norms had their bearing on some of the translations of Alice into
Arabic, as well. The first translator of Alice into Arabic, Abdel Aziz Tewfig Gawid, altered
some references that were seen to be unacceptable according to Islamic law, such as changing

“some wine” to “a glass of lemonade” since alcohol drinking is forbidden in Islam (El Kholy,
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2015, p.134). Another translation by Maya Suleiman published in 2005, deletes references to
the ‘pig’ in the Duchess scene and replaces it with ‘lamb’ since pork is prohibited by Islamic
law.

It was already noted above that the publication of Alice has broken from the didactic
tradition prevalent at that time. Carroll did not write Alice with the aim of providing a moral

compass; quite to the contrary. As Shavit argues (1980, p.84):

Carroll gave up totally the moral level, which was considered mandatory in children’s
literature, but not any more in adult literature. In this respect Carroll violated almost a
sacred norm of children’s literature, but as I said, the adults’ acceptance of the book
made this violation possible. However, in Carroll’s time children liked the book

exactly because of its lack of moral. (Shavit, 1980, p.84).

Madej (2003, p.7), too, asserts that “No moral preaching, no attempt to educate, exists
in this work™. On many occasions, Carroll used language play as an instrument to his anti-
didactic approach. For instance, in the Mock-Turtle scene (as will be seen in Section 5.2),
Carroll has manipulated a long sequence of words to mock the conventional educational
system of the time. Such instances were deleted in the Arabic translation published by dar el
mu’alif (<5< J1) in Lebanon and translated by Maya Suleiman because it is considered
unacceptable to mock education in Arabic children’s literature, as Al Sarrani (2016, p. 20)
reports. The ideological constraints are at clearest at the beginning of one of the Arabic
abridged translations of Alice, published in Egypt by dar el ma‘arif (<_t=ll ,)2), when there
is a clear moralistic approach which turned Alice’s character into that of an ordinary child

compatible with what Arab society wants a child to be like, the translator Abdullah Al



30

Kabeer (1973, pp. 3-4) could not resist the didactic tone in his translation so he started the

story with the following description:

SFE IR0 FPRIENPPL 0N S PE-TE WPOU BRI ENEROR BUVE IS Cg
MAadal) ) Jleed A Leal ae b s Lgtlia) 5 5S35 Lpans 52 JSINS T Sy s g laelae
[ Alice is a clever obedient girl, and hardworking, who goes to school and pays
attention to her teacher. And when she returns home, she eats her dinner and relaxes
for a short time. Then she starts memorizing her lessons and does her homework and

helps her mother with house chores].

Another important feature in which didacticism can be manifested in children’s
stories is through simplification. This feature is a common distinctive feature of children’s
literature compared to adult’s literature. Hence, simplification can take many forms in
literature for children. Many Arab writers call for simplifying different elements of children’s
texts; theme, characters, plot, narrative style, and language (Diyab, 1995; Al Dandarawi,
2013). Plot and events should be simple to suit the child’s limited ability to follow complex
and different events in one story, and long stories should be avoided as they are unsuitable for
the child’s comprehension (Zalat, 2009). In addition, stories should contain only a limited
number of characters to aid children’s comprehension (Diyab, 1995, p. 149; Zalat, 2009, p.
245). Moreover, the characters in children’s stories should be real as they will have a strong
effect on the children’s behaviour and way of thinking (Diyab, 1995). Azeirah (2003) notes a
tendency to delete puns as they were perceived as challenging. However, these calls for
‘simplicity’ made by Arab critics are based on mere assumptions about children’s cognitive
abilities. They ignore the fact that children vary greatly in their ages and level of

comprehension. As for Alice, the story features a wide variety of plots (of dream-like
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quality), events, complex language, and unreal magical characters. In accordance with the
simplifying trend, many of the Arabic translations of A/ice look more like adaptations than
real translations, since not only paragraphs and scenes were deleted but, sometimes, complete
chapters were removed (El Kholy, 2015, p.134; Al Sarrani, 2016, p.19).

Didactic trends can be also observed in the attempt to use translation as a tool to
enrich the reader’s linguistic skills (El Kholy, 2006, p.77). In her study on the effect of
didacticism in the translator’s choices to translate idioms and neologisms in Harry Potter, Al
Harbi (2019) found out that the educational aim to improve children’s linguistic skills is
apparent in the translator’s choice to explain the meaning of a number of neologisms using
footnotes (p.193). It was also found in the translator’s use of English words in their original
form as an attempt to teach Arab children foreign words and their meanings.

In general Arabic children’s literature continues to be seen as a tool to educate and
teach values, rather than a tool of entertainment and motivation to make reading a daily habit
and an escape (Temple &Louie, 1996; Mdallel, 2003; Thomure et al., 2020). Abu-Ma’al
(2005) asserts that writing for children is a sort of moralizing and educating, and the writer
for children is an educator in the first place and that educational purposes should be put first
and writing for children should not reach its aesthetic artistic purposes on behalf of didactic
and psychological needs. In her analysis, Al Daragi (2016, p.304) notes that entertainment
features like humour and playful use of language were removed from the Arabic translations
of Harry Potter under the assumption that they may distract children from the morals
presented in the story.

A final issue discussed in this section, and also a related point to didacticism is
concerned with the level of language used in children’s literature. The Arabic language can
be categorized in three ways. First, there is literary Arabic fusha (><8%) which has two

varieties: classical and Qur’anic Arabic. Second, there is Modern Standard
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Arabic (MSA) which is used in media and communication across Arab countries. Third, there
are many different varieties of colloquial Arabic (ammiya) spoken in different parts of the
twenty-two Arab countries. As mentioned above, the didactic norms of children’s literature in
the Arab world aim to preserve the cultural identity of Arab children and using MSA has
always been considered an important tool to achieve that purpose. In fact, MSA is considered
the official language in all Arabic countries (Shaalan & Zeidan, 2007, p.1), and is the one
officially taught at schools (Al Jarf, 2007, p.3). That is why publishing authorities take care
of the language of publications for children to reinforce the role of MSA in children’s life.
Moreover, as Bizri (2015, p.75) mentions, a form of strongly standardized Arabic is even
advocated, where any use of dialectal words can be considered inappropriate in works for
children. However, the history of children’s literature in the Arab world has witnessed some
attempts to use colloquial Arabic in writings for children. For example, the Egyptian writer
and translator Othman Jalal, one of the pioneers in children’s literature, has used colloquial
Egyptian Arabic instead of MSA in his writings to simplify the text for children (Zalat, 1994,
pp-32-59). In general publishing children’s literature in dialects, as Bizri (2015, p.76) points
out, is an uncommon choice among publishers in the Arab world. Bizri, though, notices that
this is not the case with publishing houses in Egypt, as Egyptian publishers were freer to use
dialectal Arabic than other Arabs. Bizri (2015, p.76) gives the example of the Egyptian
publisher, Dar Al Fata (%! J3), which has published a number of works in dialects, as in the
comic series fanabilat es-sibyan (Cws<ll 445) [The Lazy Boys] which was released not only
in Egypt but everywhere in the Arab countries (p.76). For Bizri, the reasons behind the
success of the Egyptian dialect could be attributed to two main reasons. The first one is
commercial; as Egypt is the most populated country in the Arab world with more than 80
million people, it is much easier for Egyptian publishers to sell a book in Egypt (p.76).

Another reason, according to Bizri, is related to the strong influence of the mass of Egyptian
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works and productions across the media and TV channels all over the Arab world (p.76).
Moreover, the influence of the Egyptian dialect on Arab children can even be traced to
Disney movies in Arabic which was mostly dubbed into Egyptian dialect. For three decades,
all Disney releases in the Arab world (including Beauty and the Beast, The Lion King and
Toy Story among others) were dubbed into Egyptian Arabic and most children in the Arab
world grew up with Egyptian-speaking Disney characters.

Although the present thesis is mainly concerned with the translation of language play
into Arabic, the above discussion of the different constraints operating in the writing and
translating of children’s literature in the Arab world is of significant relevance as some of
these norms might affect the translators’ choices among the techniques available to them.
Furthermore, the treatment of the different features of language play will allow us to observe
the development of most of these issues in the recent Arabic translations of Alice which this
thesis examines. This is because we might expect that the growing production of full Arabic
translations of Alice in the last decades might have shown some attempts to break away from
previous adaptations of Alice. Since the study examines six different translations of the same
text, it could be expected that full consistency in the application of these rules cannot be
taken for granted as cases of deviations from the prevalent norms are often found in
translations. As Mdallel (2019, p.328) acknowledges, there have been few recent attempts to
break through the dominant norms of translated children’s literature, as some publications
have emerged for Arab children that aim at reading for mere pleasure instead of having an
explicitly educational mission and others try to remain faithful to the STs by including some
elements which can be described as subversive in their Arabic editions for children. A similar
impression is shared by Dunges (2011, p.179) who also has a positive view of developments
in the field since, according to him, there has been a revival in themes relevant to modern

society, such as the role of women and the joys and sorrows of children, and improvements in
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the quality of texts, especially in illustrations which makes modern Arabic children’s

literature more attractive and fun to read.

1.4 Existing research on the translation of dual readership literature

Dual readership texts, as already explained (in Section 1.2.2), refer to texts read by a
dual audience of children and adults. Since these texts simultaneously address children and
adults, it is often expected that their translations may vary according to the readership they
address. I assume that comparing these translations will reveal whether the same ST has been
rendered differently according to the target readership, hence covering the various constraints
operating in the translation for children, which is essential to the translation of children’s
literature. Not many researchers, however, have discussed the translation of dual readership
literature. Lathey (2010) deals partially with the issue and argues that the appearance of
retranslations of children’s classics in the twenty-first century results from the publishers’ re-
projection of the intended readership, as different translations are published for children and
adults with varying degrees of adaptations to make these classics suitable for the modern
reader. A number of researchers, however, have paid more attention to this phenomenon in
translation in order to know what happens to it in translation and to highlight the effect of the
intended audience on the translator’s choices in translation.

In their analysis of Salman Rushdie’s text Haroun and the Sea of Stories (1990),
Rudvin and Orlati (2006) argue that Rushdie, like Carroll, create this dual readership by
resorting to elements, such as irony, puns, allusion, metaphor, intertextuality and hidden adult
subtexts. By comparing the Italian and Norwegian translations of the texts, they found that
translators adopted different techniques and styles to suit their intended readership; therefore,

the Norwegian version looks like a straightforward children’s book, while the Italian
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translation is directed at an older audience. They found that the adult-oriented translation
preserved the register and the linguistic complexity of the source more than the one aimed at
children (2006, p.181).

Focusing on the translation of Alice, Riitta Oittinen’s (1997, 2000, 2006) analysis of
four Finnish translations revealed that the dual readership feature of the original was not
retained in the translations: two of the versions were clearly intended for children, while the
other two translations were aimed for more adult readers. According to her, the differences
are noticed at the linguistic level, setting, as well as the child image. Oittinen argues that the
reasons behind these differences seem to lie in the use of different solutions, different
readerships, and different views of the work as a whole. The adult-oriented translations, for
instance, unlike child-oriented versions, provide their readers with a more comprehensive
background of the story, its history, and its author.

O’Sullivan (2001) agrees that the dual audience is one of the major problems faced by
the translators of Alice. By examining its German translations, O’Sullivan found that some of
the translations aimed for children have eliminated all nonsense elements; language was
simplified, puns were explained, and thus humour was lost. On the other hand, other
translations exclusively intended for adults have maintained the nonsense as well as “the
complexity and brilliance of Carroll’s original” (2001, p.18) by, for example, producing
literal translations of Carroll’s parodies and maintaining Carroll’s strategies to satirize
moralizing.

Dealing mainly with the relationship between wordplay and audience and considering

the position of Alice, Weissbrod (1996, p.223 - 224) argues that:

the full version is seldom read to or by children today. Flooded by less demanding

reading material and used to the quick rhythm of films and television series, the
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children of today usually prefer adaptations of A/ice, such as the illustrated book
based on the Walt Disney film. In the cinematic and television as well as literary
adaptations, the tendency has been to preserve the action and the adventures, and to
accelerate the narrative pace by omitting the ‘talking’ parts — and with them the
wordplay that was part and parcel of the original story [...] Alice unabridged, with its
many instances of wordplay, seems to function, if at all, mainly in the adult literary

system. (Weissbrod, 1996, p.223-224.)

Although the quotation above discusses the original version of Alice, Weissbrod noted
similar practices, especially of wordplay reduction in the translations aimed for children into
Hebrew (1996, p.224). Similar observations are also noted by Borba (1999) in her analysis of
the translations of Alice into different languages (e.g., Catalan, Portuguese, French, Italian).
Borba found that the way wordplay is translated is connected to the audience of the
translations (1999, p.25). In her body of work, the omission of wordplay occurred in
translations aimed exclusively for children (1999, p.191).

The studies mentioned above highlight the significant role of language manipulation
in ambivalent text and emphasise how this dual readership can be a challenging feature in
translation, forcing translators to apply different techniques to tailor their text to a specific
audience. In other words, these studies present an interesting angle of interaction between
intended readership and the solutions adopted in translations. In fact, one of the main
objectives of this study is to examine this hypothesis about the fate of ambivalence of Alice in
the Arabic translations, and to examine the relationship between the audience and the
translation techniques in the Arabic translation. And to examine if Arabic depends on similar
factors suggested in this section or if there are other possible constraints to the translation

process.
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1.5 Existing research on the translation of children’s literature into

Arabic

Despite the increasing volume of children’s literature translated into Arabic over the
past decade and a half, research on the translation process is still limited, as the review
described above demonstrates. A survey of the available literature has revealed three main
trends: (1) the impact of translated children’s literature in the Arab world on the child reader
and on domestic literature for children, (2) translation norms governing the translation for
children, and (3) empirical challenges in the translation of children’s literature and techniques
to address the challenges. Below, I briefly review these three trends in the consulted literature
closing with available Arabic literature on the translation of Alice.

Al Manea“ (2001) maintains that foreign children’s literature can have a negative
effect on Arab children and considers children as a group extremely vulnerable to
inappropriate topics in texts. She studied a corpus of 60 published translations into Arabic
and concluded that 75 percent of these books include “harmful” topics (p. 209). On the other
hand, Mdallel (2003, 2019), carried out a thematic analysis of Al Hajji’s bibliographic guide
of published children’s literature and many other texts and contests that only a few
translations for children into Arabic can be described as “subversive” (2019, p. 321).
However, Mdallel (2003, p.303) agrees with applying ideological and cultural adaptations to
translated literature and considers this solution unavoidable especially when the source and
target culture vary greatly in terms of what is considered appropriate for children. In a similar
vein, Mouzughi (2005) explored the translation of cultural references, arguing that translators
should act as ‘active agents’ who do not merely produce the translations but intervene in

adapting texts to the values of the target culture and language. For her, adaptation and
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deletion are necessary when elements of foreign literature are conceived as not suitable for
the target readers. Mouzughi warns that such foreign references in translated literature might
isolate Arab children from their own culture and society. Ali Azeriah (1993), on the other
hand, challenges such claims and sees cultural adaptation as hindering the understanding of
different cultures. By examining a corpus of published translations into Arabic, Azeriah
maintains that translation plays a positive role in developing children’s literature in Arabic
culture by introducing new genres such as novels, detective stories, and science fiction, which
are more suitable for children in his view. On the whole, studies from this perspective
focusing on the role of translated children’s literature into Arabic are indeed important as
they provide background information necessary for the discussion of children’s literature in
translation, though, not sufficient. Other studies based on practical examination of available
translations of children’s literature are needed.

Most of the recent research on the translation of children’s literature in the Arab world
focuses on the empirical challenges of translating foreign texts into Arabic. A significant
body of recent PhD theses focuses on cultural as well as linguistic challenges of translating J.
K. Rowling’s ‘Harry Potter’ series into Arabic. Mussche & Willems’s, Dukmak’s, Al Tahri,
Al Daragi’s, and Al Harbi’s theses were published respectively in 2010, 2012, 2013, 2016,
and 2019.

The growing number of Arabic translations of Alice has attracted attention in some
research that have shown different interests in the topic. A group of studies pay attention to
the cultural norms that govern the translation of cultural references in Alice into Arabic. Al
Fouzan (2008) focuses on the translation of ‘culture-specific items’, mainly proper names and
references to food arguing that translation for young children should consider the knowledge
of its intended readership. By analyzing three abridged Arabic translations of Alice, Al

Fouzan found that translators adjusted the original text to the requirements and cultural
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values of the target language by means of replacement, addition, or deletion (Al Fouzan,
2008, pp.34-41). A similar issue is addressed by Al Bisher (2016) who examines only
fourteen excerpts containing cultural references in two Arabic translations. Similarly, another
study by Sayaheen et al. (2019) investigates the predominance of norms and their effect on
the translator’s approach towards foreignization or domestication in the translation of cultural

references in Alice into Arabic.

Another research focus concerns the linguistic challenges that face translators of Alice
into Arabic and its aims to suggest solutions to Arabic translators when dealing with such
problematic linguistic challenges. Al Sarrani (2016), for instance, adopts the five problematic
linguistic aspects of Alice, as suggested by Warren Weaver in his book Alice in Many
Tongues (1964); the parodied verses, the puns, the nonsense words, the jokes that involve
logic, and Carroll’s twist of meaning. Al Sarrani argues for the possibility of translating these
problematic features by presenting her own suggested Arabic translations for selected
examples taken from the Mad Hatter’s Tea Party chapter of the book. Another two recent
studies, published while this thesis was still in progress, partially share a common interest
with the present study. Mehawesh et al. (2020) tackle the translatability of puns into Arabic
in Alice, among other case studies. Their study aims mainly to suggest techniques for Arab
translators by providing alternative translations of cases where the Arabic translator of Alice
“failed to convey the intended meaning of certain puns” (p.37). According to them, the
difficulty in rendering puns into Arabic results from linguistic constraints as in the case of
phonetic English puns that do not have similar counterparts in Arabic, and as in the case
where puns convey shades of meaning that cannot be preserved in Arabic. Their corpus is
limited, however, as it mainly focuses on the puns and examines a few examples from Amira

Kiwan’s (2003) translation.
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Elmaraghy (2020) also seeks to develop a guide for pun translation for future
translators of A/ice into Arabic. Her data set is relatively larger than previous research
analysing five different Arabic versions of A/ice and covering different types of wordplay. By
applying the principle of ‘optimal relevance’ to pun translation, Elmaraghy aims to identify
how far pun translation can be optimally relevant in the target language and evaluates the
Arabic translations in terms of relevance.

In general, most of the available studies concerning Arabic translations of Alice tend
to comment on sow they should be, rather than being descriptive. The problem with this
viewpoint is that it ignores the various possible factors affecting the translator’s solutions. For
this reason, my study aims not only to be descriptive but to some extent explanatory by
explaining some of the underlying factors behind the translator’s techniques. Moreover, my
study aims to extend existing work in other ways. The data is much larger; besides the ST, I
examine six recent Arabic complete translations of Alice, three of which have never been
examined before (Omran, 2018; Saad, 2020; and Al Jabbas, 2020). In addition, my study is
not limited to puns but focuses on the wider category of language play (including homonymy,
paronymy, homophony, graphic play, letter-based play, word-structure play, idiom play,
pragmatic play and parodies). What also distinguishes this study from previous research, is
that the present thesis considers Alice an ambivalent text, that is, appealing for both children
and adults and aims to test this dual readership in its Arabic translations. To that end, the
study does not only depend on the linguistic analysis but also examines different paratextual
features of its Arabic translations. To my knowledge, no previous research has dealt with the
phenomena of dual readership and its effect on different translations into Arabic, therefore,
my study fills in this existing gap in the field of children’s literature translation in the Arab

world.
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1.6 Summary

This chapter covered the background information essential for the study. The first
section discussed definitions of children’s literature, showing the difficulty inherent in
defining the genre. Followed by a discussion of the phenomenon of ambivalence and its main
characteristics. The second section discussed children’s literature in translation. It
investigated the challenges of translating children’s literature in general and then moved on to
discuss the Arabic context in particular.

The final section of Chapter One, reviewed previous research on the translation of
children’s literature, showing that there is little attention devoted to the translation of dual
readership literature. There is insufficient research in the translation of children’s literature
into Arabic. The research questions of the present thesis are based on these observations,
which are discussed in the following chapters. Chapter Two builds up the framework for the
analysis by focusing on the linguistic feature under examination, i.e. language play, and it
examines the challenges and the factors that might influence the aims of the translation

process.
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2 Chapter Two: Language play

2.1 Introduction

The previous chapter outlined the characteristics of children’s literature and the
concept of ambivalence. It also outlined previous studies on the translation of children’s
literature that allowed me to position the present study in that context. This chapter is
concerned with the main concept underlying the present analysis: language play. The chapter
provides further background information that aids the textual analysis carried out in Chapter
Five of the thesis. Language play makes Alice attractive to both child and adult audiences by
entertaining them and, mostly, offering double and, sometimes, multi-layered meanings.

In the first part of the chapter, language play terminology and definitions are
discussed. Then, the different subtypes of language play are examined to come up with a
working typology relevant to this study. It also outlines the functions of language play in
literature in general and in children’s literature in particular. The second part of the chapter
deals with the translation of language play. It highlights the challenges of this concept in
translation and existing claims of translatability/ untranslatability. It also examines existing
techniques for translating language play. Finally, the factors that could affect the translator’s
choices among the available techniques are briefly highlighted. These two parts cover works
discussing the issue in question both in general and with special reference to children’s

literature and the Alice book.

2.2 Language play: Concepts and definitions

Language play is a phenomenon that has gained attention from different fields

including linguistics, literary studies, media as well as translation studies. There is an
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agreement that the phenomenon is so multifaceted, dynamic, and complicated that any
attempt to come up with a general understanding of it is difficult. This makes it even harder
to come up with fixed terminology to express that playing with language. The majority of
publications on this concept have not explicitly dealt with language play, instead, wordplay,
and even puns have gained more currency. To clarify and justify my using ‘language play’
rather than ‘wordplay’, it is necessary to discuss briefly how this notion has been approached
and defined.

To do that, I will compare the notion from the point of view of two prominent
scholars engaged in the study of this notion: David Crystal (linguistics) and Dirk Delabastita
(translation studies). The reason for referencing those two scholars is that the phenomenon is
multifaceted, as mentioned above, and dealing with the many attempts to the overlapping
definitions of wordplay and language play will lead to more confusion rather than
clarification.

Delabastita is one of the prominent scholars in the analysis of this notion of
translation. His views have shaped much research on this topic, including, for example,
Gottlieb (1997), Weissbrod (1996), Leppihalme (1996) and Marco (2010) among many
others. In his many publications (1987, 1993, 1994, 1996, 1997), Delabastita have used the
term ‘pun’ and ‘wordplay’ interchangeably. Crystal, on the other hand, is one of the great
linguists who has paid significant attention to this linguistic phenomenon and explicitly
referred to the phenomena as language play in his publications (1996, 2015), and even used it
as a title of his most quoted work in the discipline Language Play (1997).

First, the definitions that both scholars provide for wordplay and language play,

respectively, are given, and then compared. Delabastita (1996) defines wordplay as:
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the general name of various textual phenomena in which structural features of the
language(s) used are exploited in order to bring about a communicatively significant
confrontation of two (or more) linguistic structures with more or less similar forms

and more or less different meanings. [Italics in original] (Delabastita ,1996, p.128)

On the other hand, Crystal states at the beginning of his book (1998) that:

We play with language when we manipulate it as a source of enjoyment, either for
ourselves or for the benefit of others. I mean ‘manipulate’ literally: we take some
linguistic feature- such as word, a phrase, a sentence, a part of a word, a group of
sounds, a series of letters- and make it do things it does not normally do. We are, in
effect, bending and breaking the rules of language. And if someone were to ask why

we do it, the answer is simply: for fun. (Crystal, 1998, p.1.)

Although each quotation was aiming at a different term, both of them agree that a
kind of linguistic play, in one way or another, is taking place. The play, for Delabastita, is
manifested between similar forms of linguistic features. It is clear from the definition, that the
formal similarity of linguistic structures is the key feature. In that sense, we can say that
Delabastita reduces wordplay to puns (as in homonymy, homophony, homography, and
paronymy, as will be presented later). He explicitly mentioned that “I will consider pun
synonymous with ‘instance of wordplay’” (1993, p.56). Even in his following works (1996,
1997), he abides by the same principle and uses the two terms interchangeably. More of his
taxonomy of puns will be presented in the following section, suffice to say at this point, as
Marco (2010, p.266) points out: “there is more to wordplay than just the pun, and it is the pun

that Delabastita is mainly concerned with”. Delabastita’s perception has had the greatest
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influence on how wordplay is understood. Most of the studies that I have encountered on
wordplay in Alice have reduced the notion mostly to puns (e.g., Weissbrod, 1996; Diaz Perez,
1999; Borba, 1999).

Conversely, Crystal opts for a broader definition that is not limited to that formal
similarity criterion as in Delabastita’s definition. He even asserts that the play goes beyond
the word level to include not just playing on letters and sentences but to conversational rules
(pragmatic play) and cultural play (as we shall see in more detail in the following section). In
that sense, language play is broad enough to include wordplay as a subcategory of language
play, if we adopt Delabastita’s premise (that wordplay is ‘punning’). However, I would not
be quick to draw that conclusion as Schréter (2005, p.85) did in his study on language play.
Schréter (2005) argues that since Delabastita’s views on wordplay and puns had the greatest
impact on the field, it is better to adopt his view and accept that wordplay is kept for punning.
Schréter’s choice could be justified at that time when a relatively less attention was paid to
the phenomena. In fact, many recent scholarly works use the term puns as a subcategory of
wordplay and use wordplay to capture the meaning of a broader phenomenon as in language
play in general (Epstein, 2012, p.168; Thaler, 2016, p.49-50). Thaler (2016), for instance, has
differentiated between three varieties of wordplay: narrow, broader, and broadest. Wordplay
in the narrow sense is limited to playing with linguistic units that are “identical or very close
in form and have different meanings” (2016, p.49). While wordplay in a broader sense
concerns linguistic units which have similar forms and similar meanings. Finally, the
broadest sense of wordplay does not involve a formal similarity, Thaler adds, “Wordplay in
that sense can concern all kinds of linguistic material that is modified in a playful way”
(2016, p.50). We can conclude that wordplay in the narrow sense corresponds to
Delabastita’s notion of wordplay i.e., punning, while wordplay in the broadest sense matches

Crystal’s definition of language play. Similarly, many of the contributors in the recent edited
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book Crossing Languages to Play with Words (2016) have used the two terms language play
and wordplay interchangeably (e.g. Zirker, 2016, p.283; Jaki, 2016, p.361).

Thus, based on this discussion of the uses of the terms ‘puns’, ‘wordplay’ and
‘language play’, I consider puns to be a subtype of language play, and my contention is that
wordplay is synonymous to language play covering the broader concept that this thesis
concerns. However, my preference for using the term ‘language play’ rather than ‘wordplay’
needs justification. First, I believe that ‘wordplay’ sounds too narrow and does not reflect the
scope of my study which deals with play beyond simply the level of words. Second, there
have been numerous studies of the translation of ‘wordplay’ in Alice, and ‘wordplay’ is
usually understood in these studies as ‘puns’, as in Delabastita’s work (1996, 1997). I prefer
then to use ‘language play’ in order to indicate as clearly as possible that my study is not
limited to puns. Lastly, it is important to note that as we have seen above, recent studies tend
to work with a broader definition of ‘wordplay’ than Delabastita’s and use ‘wordplay’ and
‘language play’ interchangeably. In a sense, then, my preference for one term over the other
is arbitrary. However, I still feel that ‘wordplay’ risks sounding rather narrow and does not

capture the breadth of play as ‘language play’ does.

I adopt Crystal’s definition as it describes language play in the broadest possible
sense. It is broad enough to consider play at different levels whether that be with letters,
words, sentences or even beyond with pragmatic and cultural play. However, his definition
does not provide a mechanism for identifying and categorizing specific instances of language
play in text. Therefore, it is necessary to rely on detailed definitions of the subcategories of

language play that will be presented thoroughly in the following section.
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2.3 Types of language play

Ritva Leppihalme (1996, p.199) points out that translators “have to identify the
instances of source-text wordplay in the first place” before they choose techniques from the
various available methods of translating wordplay. For the analysis of language play included
in the data studied in the present research, it is important to provide a framework which
makes it possible to classify and categorized language play in both Alice and its six Arabic
translations used for the study. This section discusses different typologies of language play
arising from existing research, before providing the typology designed for and used in this
research. Again, most of the research discusses ‘wordplay’ or even ‘puns’ more than
‘language play’.

The prolific author in the field of wordplay translation, Delabastita (1996, p.128),
establishes two criteria to design a typology of wordplay; the first is the spatial criteria,
where he classifies puns into two groups:

e Vertical puns: where the two meanings derived from wordplay are co-present
in the same portion of the text. He gives the example of a slogan in a church:
‘come in for a faith lift’.

e Horizontal puns: means that the meanings that are established appear linearly

in the pun sequence. For example, ‘how the US put US to shame’.

Delabastita (1996, p.128) additionally distinguishes another formal (or linguistic)
criterion that is considered in this analysis. In this characterization, the formal similarity

between the lexical units at play can be manifested in the following ways:
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e Homonymy: This occurs when words have similar spelling and pronunciation
but have different meanings. As in the word race which could mean ‘tribe’ or
‘a running contest’.

e Homophony: homophones are words which sound alike but have different
meanings. e.g., council/counsel.

e Homography: homographs are words with identical spelling but pronounced
differently. (Us/ US)

e Paronymy: exists when words have similar but not identical sounds and

spellings. As in the above example faith lift and facelift.

This typology gained currency and finds its way into most of the subsequent analyses
on wordplay; however, the framework has its own limitations. As Martinez (2012, p.165)
points out that Delabastita’s classification restricts itself to “mono-lexical puns” and does not
account for other possible instances of wordplay that come in larger units as “multi-word
structures” (p.165). This argument can be taken as a point of departure for the present
typology. In fact, Alice has shown many playful instances of multi-lexical units, sometimes
even larger than those “phraseological units” (p.165) mentioned by Martinez like in parodied
verse for example. For this reason, this study needs a more-exhaustive typological framework
that can expand the linguistic play above the level of single words.

Delia Chiaro (1992, p.38) develops a framework similar to Delabastita’s; however,
she expands it above the word level. She distinguishes five basic categories: homophones,
homonyms, polysemes (words which are identical graphically and phonetically and are

related in meanings), play with syntax, and play with pragmatic conventions.
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Francisco Diaz Perez (1999, p. 357-361) focuses on the analysis of wordplay in Alice
and Through the Looking Glass. He, too, adopts Delabastita’s framework, but with some

variations. I present it here together with the examples mentioned by him. The categories are:

e Phonologic wordplay: this play is based on words which share several phonemes but
are not related either etymologically or semantically. Diaz Perez (1999) further
classifies phonological wordplay into three subcategories according to the nature of
the linguistic level:

o Homophony happens when words are pronounced the same but have different
spellings. As the play on “flour” and “flower”:

“You take some flour—"

“Where do you pick the flower?”” the White Queen asked.

“In a garden or in the hedges?” (Through the Looking-Glass, 2001,
p.267.) [my emphasis].

o Homonymy: formed by words that are identical both in spelling and
pronunciation, but which split the meaning. When “Miss” can refer to the
nominal designation as well as the verb to miss, as in the following example:

“That would never do, I'm sure,” said Alice: “the governess would
never think of excusing me lessons for that. If she couldn’t remember
my name, she’d call me ‘Miss’, as the servants do.”

“Well, if she said ‘Miss’, and didn’t say anything more,” the Gnat
remarked, “of course you’d miss your lessons. That’s a joke. I wish
you had made it.” (Through the Looking-Glass, 2001, p.185.) [my

emphasis]|

o Paronymy: “when words are similar but not identical in spelling and

pronunciation” (Diaz Perez, 1999, p.360). As in the sequence of school
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subjects under the sea in Chapter IX, for example, “Laughing and Grief” are

apparently taken from Latin and Greek:

“I never went to him,” the Mock Turtle said with a sigh. “He taught us

Laughing and Grief, they used to say.” (4lice, 2001, p.103.) [my emphasis]

Polysemy: A second possible linguistic mechanism underlying punning. In this type
of play, words have similar spellings and pronunciation, but unlike homonymy, the
words are originally related: “the two or more associated meanings are part of what is
considered to be one single word” (Diaz Perez, 1999, p.360). Diaz Perez gives the
example of the pun dry that has been used with two senses: “without water or liquid”
and “not interesting or exciting in any way’”:

“Sit down, all of you, and listen to me! I’ll soon make you dry
enough!”

They all sat down at once, in a large ring, with the Mouse in the
middle.

Alice kept her eyes anxiously fixed on it, for she felt sure she would
catch a bad cold if she did not get dry very soon.

‘Ahem!’ said the Mouse with an important air, ‘are you all ready?

This is the driest thing I know.” (4lice, 2001, p.30.) [my emphasis]|

Idiomatic play: “Idioms offer this potential since the habitual meaning of the
expression — by definition not the sum of the meanings of its components — and its
literal meaning can be confronted.” (Diaz Perez, 1999, p.361). Diaz Perez gives the
example of the idiomatic sense of to “beat time (i.e., to make a regular sound or
movement to music) is what Alice intended, whereas the Hatter interprets the literal

sense of the verb (“hitting time”, as though time were a material and animate being)”:
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“Perhaps not,” Alice cautiously replied; “but I have to beat time
when I learn music.”
“Ah! That accounts for it,” said the Hatter. “He won’t stand beating.”

(Alice, 2001, p.75.) [my emphasis]

Morphology-based wordplay occurs when new words are formed by means of
derivation or compounding; however, their meanings are not deducible from their
constituents. Using Diaz’s example from Through the Looking Glass, the White
Queen understands the word addressing as if it was formed by the prefix a- followed

by the root -dress-, meaning “being in the process of dressing”:

“Am I addressing the White Queen?”

“Well, yes, if you call that a-dressing,” the Queen said. “It isn’t my
notion of the thing, at all.”

Alice thought it would never do to have an argument at the very
beginning of their conversation, so she smiled and said:

“If your Majesty will only tell me the right way to begin, I’ll do it as
well as [ can.”

“But I don’t want it done at all!” groaned the poor Queen. “I’ve been
a-dressing myself for the last two hours.” It would have been all the
better, as it seemed to Alice, if she had got someone else to dress her,
she was so dreadfully untidy. (Through the Looking-Glass, p.204.)

[my emphasis]

Syntactic play: Finally, syntax too can be manipulated as a source of punning
because statements might be, in some cases, understood syntactically in two different
ways. As in the example on well in the sequence “well in” has two possible syntactic

functions. In one of them well is a noun while in the other one it is an adverb. The
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meaning corresponding to the first analysis is “deep into the well”, while that

corresponding to the second is “very deep inside™:

“But they were in the well,” Alice said to the Dormouse, not
choosing to notice this last remark.
“Of course they were,” said the Dormouse: “well in.” (Alice, p. 80.)

[my emphasis]

A few points need to be made about Diaz Perez’s typology. His typology, although,
broader than Delabastita’s as it takes play above word level, can produce some complexities
which may not be helpful in the present analysis. The main reason is that his distinction
between the types: polysemy, homonymy and syntactic wordplay may not be always
straightforward. As for the first two categories, Delabastita (1997, p. 5) suggests that the
distinction between polysemy and homonymy is “dynamic” as the two concepts often
overlap. He explains that, sometimes, what appears to be a polysemous word may result from
merging two other different words, and vice versa. He gives the example of the play on the
two words flower and flour, which are obviously homophonic words, but with a further
investigation of their etymology, one can find that the words are originally related, thus,
polysemous.

The distinction between homonyms and syntactic play, on the other hand, although
clear and unchallenged, has shown some confusion among some analyses of Alice. For
instance, while the word well (see the example mentioned above) has been syntactically
manipulated according to Diaz Perez (1999, p. 361), one of the most cited analyses of
wordplay in Alice, Weissbrod (1996, p. 228) considers well an instance of homonymy. Diaz

Perez himself in his later work on Alice (2015, p. 175) classifies well also as a homonymic
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pun. Therefore, to avoid such complexities in the present analysis, the two categories of
polysemic and syntactic wordplay will be deduced to homonymy. The identical formal
similarity of the playful components is regarded as the most salient feature of play. And
whether the words were etymologically related or have been syntactically manipulated would
not be considered as it is not necessary for this translation-oriented analysis.

Another typology mentioned here is the one developed by B.J. Epstein (2012, pp.
168-169), who studies Alice among other works of children’s literature. In a more detailed
typology of wordplay (which she considered a subtype of the broad category of expressive
language), she distinguishes the following most common types:

e Homophonic wordplay: words with the same pronunciation but with
different spellings and different meanings. (e.g., witch/which; tail/tale)

e Homographic wordplay: words that are spelled the same but have different
pronunciations and meanings (e.g., wind)

e Paronymic wordplay: “two words are similar but not the same; they can be
related but do not have to be” (2012, p. 168) (as in collision/collusion)

¢ Single-word wordplay: when one word is altered. Epstein does not elaborate
more on this type of play and no example is given.

e Idiomatic or idiom play: when clichés or idioms are manipulated

e Metonymic wordplay: “a part is used for the whole” (2012, p. 168) (e.g.,
crown for royalty)

e Bilingual or multilingual: when humour involves two or more languages

e Parody: involves satirizing and changing another text.

e Graphic play: happens when there is an interaction between textual features,

such as font or illustrations, and words.
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Diaz Perez’s classification can account for Epstein’s first five categories. No instances

of metonymic or bilingual/ multilingual play were found in Alice. The last two types of play,

mentioned by Epstein, have two additional categories which are not present in the previously

listed typologies.

The final typology mentioned here is also specific to the context of Alice. In his

Foreword to Alice in a World of Wonderlands, David Crystal (2015, pp. 15-20) has classified

language play in Alice into eight different categories depending on the level at which the play

occurs:

Sound-based play: this play can be seen in Carroll’s tendency to produce
words with phonetic relevance, as in the onomatopoeic play in “Twinkle,
twinkle” (Alice, 2001, p. 76) and rhyming names “Elsie, Lacie, and Tellie”
(Alice, 2001, p. 78)

Typographical play: typographical presentation to represent something like
Carroll’s presentation of the small voice of the Gnat in typed in a small font,
or as his use of reverse printing when Alice met the “Jabberwocky” in
Through the Looking Glass. This category corresponds to Epstein’s (2012)
category of graphical play.

Letter-based play: when letters are manipulated to produce a play, as in the
acrostics in the poem “A boat, beneath a sunny sky”, at the end of the
Looking-Glass (2001, p. 136), where the first letters of each line make up the
name of Alice Liddell.

Word-structure play: creating new words by playing with the way words are
constructed. Crystal gives examples from Sylvie and Bruno Concluded, where
Carroll adds the suffix -/ef to coin the new words: “toplets, ducklets and

doglets, grublets and froglets”.
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e Syntax-dependent play: when statements can be syntactically understood in
two different ways. This category corresponds to Diaz Perez’s syntactic play.

e Lexical play: refers to punning.

e Pragmatic play: according to Crystal, this play “refers chiefly to ludic
manipulation of the rules governing normal discourse” (p. 19). Pragmatic play
occurs when normal discourse’s rules are manipulated (as in the bizarre
exchanges between characters, sentences ending in unexpected ways, or
sudden interruptions).

e Cultural play: when a cultural reference or history lies beneath an instance of
play. As in the cultural associations after the parodies as “Twinkle, twinkle”,

etc.

Crystal’s typology is indeed comprehensive, however, too complicated to be adopted
in its entirety here. For some categories, like “sound-based play” and “cultural play”, greatly
overlap with each other as well as with other levels of play. For instance, the play in
“Twinkle, twinkle” can be considered a sound-based play in Crystal’s scheme, and at the
same time, it hides cultural connotations. In fact, as will be seen in the analysis (Chapter
Five), many instances of language play in Alice allude to cultural Victorian references. In the
same vein, many instances of language play involve some sort of sound play, as in the many
rhyming words in the parodied verse. So, to avoid repetition, cultural play and sound-based
play will not be considered in the present typology. Syntactic play is also a problematic

category for the same reason mentioned above in Diaz Perez’s typology.
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2.3.1 Typology in Alice in Wonderland

Clearly, there is more to wordplay than just the pun. The trace of typologies has gone
from the single word level to the phrase level and finally to the play on the verse level. That
has been helpful to come up with a typology that is exhaustive enough to encompass almost
all the instances of language play found in the ST.

For the analysis of Alice, as well as the six Arabic translations chosen for this
research, the following adapted typology was created which arises from the categories
described above and is directly based on the typologies of Diaz Perez (1999), Epstein (2012),
and Crystal (2015). Although comprehensive, their typologies do not cover all possible types®
of language play; however, they serve the purpose of this study directly because of their focus
on Alice. A comprehensive framework was required to allow for an in-depth analysis of the
ST and both TTs versions, without being too detailed to allow, as much as possible, for a
clear and straightforward distinction of the kinds of language play that occur in the data.
Thus, the following nine distinct and clearly defined categories were determined:

e Language play based on paronymy considers play that occurs between
words that are similar but not identical in sounds or spellings. This play is
apparent in Chapter X: “And what are they made of? ... ‘Soles and eels, of
course” (Alice, 2001, p.108). Here Carroll plays in the similarity between the

two phrases ‘soles and eels’ and ‘shoes and heels’.

5 For examples, Schroter (2005) and Jaki (2016) both deal with language play, but in the context of
audio-visual translation. Both have made extensive lists of language play. Schroter (2005, p. 155-324)
establishes two main categories of language play: punning language play which includes (homonymy,
polysemy, homophony, and paronymy). And non-punning language play, which is further divided into ten
subcategories: play with (metaphors, similes, idioms, and related figures of speech), modified expression,
foreign words, nonce formations, play with grammar, sentences ending in unexpected ways, rhymes, half
rhymes, alliterations, and repetition. On the other hand, Jaki (2016, p. 364) adds creative lexical blends,
literalization of figurative language, phraseological modification, misunderstandings and slips of tongue.
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Language play based on homonymy is formed when words are identical in
both spelling and pronunciation. This play is apparent in Carroll’s play on the
two meanings of the word ‘bite” when the Duchess said to Alice: “Flamingoes
and mustard both bite” (Alice, 2001, p.96). Here ‘bite’ can have these possible
meanings: (To cut with the teeth) or (to cause a stingy taste).

Language play based on homophony is formed by words that have similar
pronunciations but different spellings. An example is present in Chapter IX
where a play is clear between the homophonic words ‘lesson’ and ‘lessen’:
“That’s the reason they’re called lessons,’..." because that lessen from day to
day” (Alice, 2001, p.103).

Graphical play. This play entails a form of typographical presentation of
texts. A famous example in Alice occurs in Chapter III, where Carroll printed
the mouse’s tale in the shape of a mouse’s tail. (see Example 9 for more
reference).

Letter-based play happens when play occurs at the level of letters. A famous
example of this play is clear in the sequence of unrelated words all starting
with the letter ‘m’: “everything that begins with an M ... such as mouse-
traps, and the moon, and memory, and muchness — (4/ice, 2001, p.80)
Word-structure play occurs when the structure of existing words is
manipulated to create other new words. An often-quoted example of this play
is clear in: “Curiouser and curiouser!” (Alice, 2001, p.20). Here the way
words are structured was manipulated by adding the comparative suffix ‘-er-

into a compound word.
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Idiomatic play is formed by manipulating existing idioms. This is clear in
Carroll’s play on the literal sense of the idioms “wasting time” and “beating
time” (Alice, 2001, p.75)

Pragmatic play refers to cases where conversational rules are manipulated to
create a humorous effect. This is clear in the funny exchange between Alice
and the March Hare in the Mad tea-party scene:

‘Have some wine,” the March Hare said in an encouraging tone.

Alice looked all a round the table, but there was nothing on it but tea. ‘I don’t
see any wine,” she remarked.

‘There isn’t any,” said the March Hare.

‘Then it wasn’t very civil of you to offer it,” said Alice angrily. (Ch 7, p.72).

Play on parodies involves altering existing songs and texts. An instance is
clear in Carroll’s manipulation of the well-known nursery rhyme by Jane
Taylor “The Star” :

Twinkle, twinkle little star,

How I wonder what you are!

Up above the world so high,

Like a diamond in the sky.

Which becomes:

Twinkle, twinkle, little bat!

How I wonder what you’re at!

Up above the world, you fly.

Like a tea-tray in the sky. (A4lice, 2001, p.76-77)



59

2.4 Functions of language play

Before discussing the translation of language play, it is essential to discuss its
functions in texts in general and in children’s literature, as these functions may affect the
translator’s choices and hence affect the techniques used. Linguistic manipulations have
many possible functions, which may explain their abundant use by some authors of children’s
literature such as Lewis Carroll. As clear from Crystal’s (1998) definition adopted in this
thesis (see Section 2.2), ludic function is central to language play. It is indeed likely to
produce a humorous effect on the reader (young or adult), and that is why authors of
children’s literature employ it in abundance. Lathey (2015) insists on the fact that wordplay
and other linguistic manipulations are “a source of great amusement and irony in children’s
fiction and poetry” (p. 98). However, there are many other possible functions and effects that
deserve mention. Epstein (2012, p. 20-21) draws a comprehensive list of possible reasons for
using “expressive language”, which, by extension, includes language play. From her long list,
a few aims seem to stand out as other studies have included them. I have therefore chosen to
emphasize these functions as they are the ones which would be most useful in my analysis of
language play in Alice. Therefore, according to Epstein (2012, pp. 20-21), expressive

language can be used to:

to parody, to entertain, [...]to reflect a character/setting, [...] to teach, to subtly refer to
taboo/impolite/sensitive issues, to give a text energy, to make readers pay more
attention to the text and its message, to refer to something else (intratextually or
extratextually), to make the reader feel intelligent (or unintelligent) [...] to be funny,

[...] to reveal the power of language or the limits of language.
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Because of its unusual and surprising nature, language play can be used as a tool to
attract the readers’ attention to the language itself and how it can be used and manipulated.
As Lathey (2015, p. 98) points out, playing with language in children’s literature can
“increase their metalinguistic awareness”’; when children find out that words may carry more
than one meaning and that people use them for artistic purposes, such as in the word ‘chest’
as in upper body part or a treasure box, will be a source of great amusement to children and
will let them “appreciate the writer’s craft” (p. 88).

The abrupt nature of language play can be used by authors to draw attention to their
originality and make their texts stand out. As previously mentioned in Chapter One, play with
language in Alice has certainly made the work a turning point in the history of children’s
literature. As Epstein (2012) underlines, because of Carroll’s use of puns, parodies, and
nonsense: “one can say that children’s literature has not been the same since his innovations”
(p- 171). This is because children’s literature was viewed as an educational tool to teach
children proper language, morals, and good behaviour. Delabastita (1993, p. 257) agrees that
linguistic play in literature became more common in the nineteenth century and he too
mentions authors such as Edward Lear and Carroll, whose work “relied heavily on all sorts of
wordplay” (1993, p. 257). Carroll has also broken the norms by employing language play to
implicitly refer to taboo subjects. Huici (2015, p. 19) stresses that criticizing Victorian society
was one of the implicit aims of Carroll’s work. By examining A/ice historically and
politically, Huici argues that, through jokes, one of which is certainly wordplay, Carroll
mocks different aspects of Victorian culture, mainly education, politics, and the judicial
system.

Kullmann (2015, p. 59) suggests that language play has other communicative and
social functions. He argues that language play can function as a show of wit and mastery of

language. By examining wordplay in Alice, he shows that the linguistic play used by the
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different creatures in the story poses a major challenge for Alice, as well as the reader,
leading to the mastery of the challenge and, eventually, the development of her social and
linguistic skills. Therefore, for Kullmann, wordplay has a “teaser and provocative function”
(2015, p. 59).

Finally, and perhaps one of the most important functions, which is of particular
relevance to this thesis, is the use of language play to create an ambivalent text (Weaver,
1964, p. 76; Weissbrod, 1996, p. 221; Crystal, 2015, p. 15). This function has been elaborated
by Weissbrod (1996) in her analysis of wordplay translation in A/ice. Weissbrod argues that,
due to the abundant use of wordplay in the story, Carroll was able to create an ambivalent
text (a text that functions simultaneously in both children’s and adult literature). In her view,
Carroll managed to do that by illustrating the random nature of linguistic symbols, as in his
play on ‘tale’ and ‘tail’ which are very different words, but characters still confuse them
because of their homophonic relationship. (1996, p. 223). Weissbrod adds Carroll’s use of
wordplay as an attempt at satire to mock our use of metaphors. As in Alice’s exchange with
the Hatter, when she says, “I know I have to beat time when I learn music” (A4lice, 2001. p.
75) then the Hatter personifies the time and says, “He won’t stand beating.” (Alice, 2001, p.
75). Carroll’s play with words to satirize the educational system is considered another
function of ambivalence, as Weissbrod adds, as in “Reeling and Writhing”, “Arithmetic —
Ambition, Distraction, Uglification and Derision”, “Mystery”, “Seaography” and “Drawling”
(Alice, p. 69-79) as subjects taught under the sea. Clearly, this function of mocking the
educational system received some criticism at Carroll’s time. As discussed in Chapter One,
Carroll was considered the first author to abandon the didactic nature of children’s literature
and boldly criticize the schooling system (of course, Carroll has done that on more occasions
other than the example mentioned here). On the other hand, others praised that change and

marked it as a positive turn in children’s literature. However, even if this function worked
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well in the ST, it might be perceived as inappropriate for children in another culture. As has
been pointed out earlier (Section 1.3.1), children’s literature in the Arab world is still
governed by didactic norms, which may affect translator’s choices, as those abiding by this
norm might feel that satirizing school subjects is inappropriate, and thus abandon the play.
Moreover, some functions are restricted to a particular time and culture. For example, some
sensitive issues (or taboos) in one culture can be insensitive in another and vice versa. Alice
was originally written in 1865, and some functions of language play in Alice are closely
related to the Victorian context. Carroll has intended much of his play on language for
residents of Oxford, and some jokes were solely intended for Alice (Gardner, 2001, p. xiv),
so, their functions have changed over time. However, while language play and its translation
in Alice will be discussed in more detail in Chapter Five, some functions of the original could
not be and possibly might not be considered necessary for replication in the translations.
However, as Epstein (2012, p. 21) points out, the knowledge of these functions and who are
they meant for is essential when analysing or translating a book because “Functions might
change in translation, whether intentionally or not, and translators ought to keep this in
mind.” (p. 21).

In children’s literature, it has been often questioned whether language play is suitable
for children or not. These views are based on assumptions that children cannot comprehend
language play. As Gardner points out “Children find puns very funny, but most contemporary
authorities on what children are supposed to like believe that puns lower the literary quality
of juvenile books” (2001, p. 89). In fact, Epstein (2012, pp. 170—171) asserts, that although
there seems to be a disagreement among researchers working on the cognitive development
of children on at what age they can start understanding language play, that does not mean that

children cannot benefit one way or another from it. In fact, pioneering linguists have always
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highlighted the positive effect of language play on children’s language development (Crystal,
1998; Cook, 2000).

By way of a summary of this section, language play functions in many different ways,
probably more than those mentioned here, and can affect the readers regardless of their age. It
is impossible to determine, exactly, the number and types of functions that every instance of
language play has. However, this discussion about the functions cannot be dismissed, as, I
mentioned at the beginning of the section, the functions behind using language play might
affect its treatment in translation and, in turn, how the translation is analysed. That is why this

topic is of great relevance to the analysis presented in this thesis.

2.5 Language play in translation

Children’s literature and language play, as discussed earlier, are all concepts that are
challenging to define, their boundaries appear to be limitless. It is, then, no surprise that these
two concepts, therefore, present their own difficulties when it comes to translating them into
another language. Translating the instances of language play in Alice must have undoubtedly
been a challenge for its translators around the world.

The phenomenon of language play has gained considerable attention in translation
studies. Scholars working on different types of translation (as in ‘audio-visual translation’
(Schroter, 2004, 2005, 2010; Jaki, 2016) and ‘sign language translation’ (Araijo & Bentes,
2016) have examined how these linguistic features can be transferred into other languages.
Nonetheless, it is the treatment of language play in literary works that has gained the most
attention from scholars. Within those studies, certain classics have been much favoured for
analysis, not only because their authors are renowned for their playful use of language, but

also for the abundance of language play found in these works which makes their analysis
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quite interesting and fruitful. William Shakespeare (Delabastita 1993, 1998; Offord, 1996;
Bauer, 2016; Zirker 2016) together with Lewis Carroll (Nord, 1994; Weissbrod,1996;
Veisbergs, 1997; Cacchiani 2012; Aratjo & Bentes, 2016; Epstein 2012) have been clear
favourites for the analysis of wordplay in translation.

Nevertheless, within the available studies on the topic in general, very few of them
have dealt with the translation of language play in its general sense. Most studies, instead,
have been specifically concerned with some subcategories of language play; for example,
puns (Delabastita 1996,1997), names (Nord,1994), idioms (Veisbergs,1997), spoonerisms
(Toury, 1997) and lexical blends (Cacchiani, 2012). As previously mentioned in Section 2.2,
puns are the most studied type of language play, thus, because of that prominence, some of
these studies in this section are quoted and treated as representative of language play as a
whole where possible. In what follows a discussion of language play in translation will be
presented, starting with the issue of ‘untranslatability’, moving to the factors that make
language play challenging in translation in general, and in children’s literature in particular.
The last part examines the different solutions provided in the relevant literature with the aim

to establish a set of techniques useful for the present thesis.

2.5.1 The (un) translatability of language play

There has been a debate, as with any other linguistic feature, whether language play
is translatable or not. It has long been an extreme view that transferring language play from
one language to another is not possible. For example, Landers (2001) claims that “It is a fact
of life that many if not most puns will be untranslatable” (2001, p. 109). Schroter (2005, pp.
97-103) quotes and discusses several publications that demonstrate scepticism about the
translatability of language play. For Schroter (2005, p. 100), these claims of the

untranslatability of language play seem to be based on the limited conception that associates
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translation with the direct transfer of elements of the ST, including meaning, function as well
as wordplay, with minimum change into the target text.

On the other hand, others hold a much less sceptical attitude to the translatability of
language play. Girard, among many others, states that the “best asset for the translator is their
faith in the possibility of the task” (as cited in Epstein, 2012, p. 173). Delabastita (1993)
dedicated four pages of his work to nothing but quoting, criticizing and challenging many
publications that hold that wordplay is untranslatable (1993, pp. 173—-177). For Delabastita
(1993, p. 179), difficulties of translating wordplay “must not be underestimated but are not
insurmountable” (p. 178); therefore, Delabastita (1993, p. 179) argues that it is better to stop
considering translatability in terms of an absolute and to consider it as a variable category

299

instead “ranging as it does from ‘not easy’ to ‘impracticable’”. This moving up and down on

the cline of difficulty can be noted in Slote’s (1978) statement about wordplay in Alice:

One of the most interesting challenges in translation is the rendering of plays on
words. Sometimes there is no insuperable obstacle (the word play in Alice in
Wonderland for instances is difficult but possible to translate); at other times the
difficulties are so complex as to defy a satisfactory solution. (As cited in Delabastita,

1993, p. 176).

Play on language is indeed challenging to translators who sometimes can and
sometimes cannot overcome. Many scholars (as will be shown below) admit that translating
language play is challenging, yet, still possible. By adopting a positive perspective, they
focused on the possible ways for rendering language play into other languages as best as
possible. Some of these contributions have challenged the claims of untranslatability and

have yielded successful renderings even in the most challenging non-written contexts as in
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the case of sign languages (Aratjo & Bentes, 2016). I cannot but agree with those positive
views on the translatability of language play. In fact, if [ had not believed in the possibility of
translating language play and that translators can come up with different interesting solutions,
I would have never thought of doing this study in the first place. In the following section, I
present some of the solutions proposed in the literature for dealing with language play in

translation.

2.5.2 Language play translation techniques

As previously stated, some scholars have positive views on the translatability of
linguistic play. This section, therefore, shows how scholars have positively engaged in the
analysis of language play translation, (or again, more often puns or wordplay) and have
engaged in finding possible techniques that translators can adopt. Most of the techniques
featuring in the literature on language play range from a complete or partial preserving of
language play in translation to the extreme deletion of this feature altogether. In what follows
I will limit my discussion to the techniques available to translators dealing with literary works
because some methods used in other contexts are irrelevant and may not be applicable to
literary translation. For example, in audio-visual translations, translators are faced with
additional visual constraints that make the range of choices available to them relatively
different. In the following, I will present and discuss some of the relevant suggestions made
in this respect with the aim to come up with a set of techniques useful for the analysis carried
out in the present thesis.

Weissbrod (1997) has recommended three main methods of translating wordplay in
literary texts (this work is particularly relevant since she was dealing with Alice). Translators

can cope with wordplay by using available “literary tactics” like:
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e Employing all stylistic levels and historical strata accessible in the target
language, even if they have no parallel in the source text.

e Changing one or more of the meanings of the original wordplay so that they
can be condensed again into one word or words similar in form or sound

e Changing the type of wordplay or its location in the text. (Weissbrod, 1997, p.

221)

Weissbrod (1997) also argues that translators can also replace the ST wordplay with
new instances belonging to the target language and culture. If none of these options is
possible, translators can give up wordplay altogether. After examining three Hebrew
translations of wordplay in Alice, Weissbrod concluded that many of these options, or, as she
called them, “compromises” (p.221), fall under what Toury (1995, p.221) calls “obligatory
shifts, i.e. shifts necessitated by the different structures of the source and target languages.”
She noted that, even within these shifts, certain regularities of translators’ choices could be
detected. This is extremely important since such obligatory shifts might occur repeatedly in
the target translations of my study due to essential differences between English and Arabic.

In dealing with Alice, Veisbergs (1997, p.164—171) resorts to a longer, more detailed
list of techniques available to the translator. His approach was detailed and systematic;
however, he was mainly concerned with one type of language play; idiom-based wordplay.
The first four techniques aim at preserving features of the source idiomatic play in the target
text, the techniques are the use of equivalent idiom transformation, loan translations,
extension, and analogue idiom transformation. The rest of the techniques discussed by
Veisbergs entails the loss of idiomatic play, as in substitution (replacement of the original
wordplay transformation) (TL wordplay based on unrelated material), compensation

(insertion of a special textual device in another place than in the ST), omission (which can



68

take two forms: the passage containing the idiomatic play is omitted altogether, or the idiom
is transferred but in a non-playful way), and metalingual comment (“in the form of editorial
techniques such as footnotes, endnotes, parentheses, etc.” (1997, p.171)).

Another profound contribution to the treatment of language play translation has been
provided by Epstein (2012). Her contribution is relatively more detailed and covers many
more forms of language play than those dealt with in Weissbrod (1997) and Veisbergs
(1997). Her work provided techniques resulting from a detailed examination of the treatments
of wordplay in Lewis Carroll’s works among other different classic and modern literature for
children. On many occasions, throughout her book, she encouraged the production of a child-
friendly translation that is not (necessarily) deprived of wordplay but with renderings suitable
to the comprehension of its readers. Epstein presented ‘translatorial strategies’ a term
explicitly used to give more prominence to translators and their decision-making process
(Epstein, 2012, p.24). Epstein (2012, pp. 175-177) also offers the following strategies which,
she asserts, can be used in combination:

e Deletion: to remove the word play and/or its associations. According to
Epstein, this is the easiest solution available for the translator. She explains
that translators resort to deletion for different reasons, such as when they are
unwilling or unable to recreate the pun in the target language, or when they
simply feel that the wordplay does not suit their understanding of the text.
Epstein comments that this choice is very “interventionist” and implies a lack
of confidence in the reader and perhaps in the translator.

e Replacement: to replace the wordplay with another wordplay of a similar or
different type, or with standard language. She admits that replacing with a
similar or different type of wordplay is challenging to the translator, however

replacing with standard language means that the ideas of the source pun are
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transferred, but the humour is left out. This could be considered literal
translation and this technique is used when the meaning of the wordplay is so
essential to the text that the translator is forced to dispense with the humour.
Addition: to add new wordplay where there was none before or involves
adding in more text or an extra pun in the same location. This may happen
simply due to the possibilities of the target language, as particular word
choices come with new associations.

Explanation: means adding a paratextual explanation (a footnote or endnote,
introduction or translator’s note) or an intratextual explanation (a word or
phrase in the text). Epstein points out that editorial interventions may be useful
in some situations, such as in annotated or scholarly editions, but it is worth
remembering that if humour has to be explained, often it is no longer funny
(Epstein, 2012, p.176).

Compensation: to employ wordplay, but in different places or amounts than
the ST. Compensation for the loss or non-translation of wordplay can, as
Epstein explains, be applied in three main ways: to add a new pun out of
existing texts where there were none before (create puns out of existing texts)
or to add completely new texts that include puns. These two options
correspond to Delabastita’s techniques (non-pun to pun and zero to pun)
respectively, as will be seen in the following sections. The third possible way
to compensate, though less common, is to create a new style in the target text
that helps make up for the lost effects from the ST.

Retention: to preserve the pun and/or its associations in the target text. Epstein
explains that retention occurs in “rare, lucky circumstances” wordplay can be

transferred easily and effortlessly, especially between languages that are
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related linguistically and culturally (Epstein, 2012, p. 176). However, Epstein
continues, that this way of retention is not common, and translators may
sometimes use literal translation of wordplay or its connotations to retain some

of its intended meaning or humour, which she calls ‘partial retention’.

Another child-friendly approach to the translation of wordplay is proposed by Lathey
(2016, p.100). Her recommended sequence of techniques overlaps with Epstein’s, although
she places them in order of preference. Lathey suggests that translators need to strive to
replace the wordplay with an equivalent in the target language, if this is not possible, then
literal translation is the next option which could be accompanied by an in-text explanation
(which could only be used in the situations mentioned above, “otherwise there is the risk of
confusing or alienating the child reader.” (Lathey, 2016, p.100). Translators may resort to
deletion if none of the former solutions is possible. Compensation for the loss of wordplay
is the final solution available where translators can use a wordplay “familiar to children” in
another position of the target text.

The well-known taxonomy of techniques for rendering wordplay is proposed by
Delabastita (1993, 1996). Although he was dealing mainly with puns, his methods were
conceived as straightforward and general enough to cover all possible scenarios; for example,
puns in Alice (Diaz Perez, 1999), wordplay in other literary texts and genres (Marco, 2010)
and language play in films (Schroter, 2005; Jaki, 2012). In Delabastita (1996), eight
translation techniques are discussed: pun to pun, pun to non-pun, pun to related rhetorical
device, pun to zero, direct copy, non-pun to pun, zero to pun, and editorial techniques. They
may also be used in combination:

1 — Pun to pun: in this technique translators render the ST pun by a target language

pun which may be of the same type or be completely different in terms of ‘linguistic
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mechanism’, ‘formal structure’ or in their ‘semantic structure’ (1996, p.134). This
technique corresponds to Epstein’s technique of ‘retention’. This could be considered
the optimal solution that translators may reach if they are lucky enough and if they are
dealing with languages that are closely related as described above. Marco (2010,
p.269) breaks down this technique into two categories depending on whether the
target text pun is similar or different from the source pun: (pun to similar pun) and
(pun to different pun). This division, as Marco explains, is based on the hypothesis
that the motive behind using each category is quite different; pun to similar pun may
result due to isomorphism between the languages involved, while pun to different pun
entails a high “degree of creativity” (2010, p. 269) where the translator makes a
deliberate effort to recreate a different pun in the target text. If the technique pun to
pun is used in any of the Arabic TTs, examined in this thesis, it would be interesting
to know if translator’s approach differs and if some of them have paid additional
creative effort to their translation.

2 - Pun to non-pun: involves translating the pun by a non-punning phrase which may
contain both or one of the senses made by the source pun. Delabastita (2003, p.202)
distinguishes three possible translation varieties under this technique: non-selective
translation preserves both senses of the source pun but in a non-punning way, the
selective variant maintains only one of the source meanings and diffuse paraphrase
loses both ST meanings (p.365).

3 - Pun to related rhetorical device: In this case, the translator tries to recreate the
effect of the ST wordplay by replacing it with a wordplay-related rhetorical device
(repetition, imagery, assonance, alliteration, rhyme, irony, paradox, etc.) which
Delabastita (1997) groups under the term “punoid” (1993, p.207). In his view, this

technique is considered a subcategory of the previous technique pun to non-pun.
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However, what differentiates them from each other is that pun to punoid, shows that a
translator has recognized the source pun and attempted to reproduce its textual effect
using a “wordplay-related rhetorical device.” (1993, p. 207). Marco (2010, p. 280)
reveals that this solution although loses the pun, it involves a relatively high degree of
creativity on the translator’s part.

4 - Pun to zero: this technique entails complete omission of the portion of the text
containing the pun. Omissions can range in scale from a phrase, sentence, or single
speech to a piece of dialogue, scene or act (Delabastita, 1993, p.209-210).
Leppihalme (1994) claims, with regard to allusive wordplay, that using this technique
indicates the laziness of a translator (p. 93) and, thus, asserts that translators should
only resort to deletion as a last resort when no other solution is possible. On the other
hand, Lathey (2012) — as mentioned earlier — offers this solution as the easiest option
at hand for translations for children. Marco’s analysis (2010) has revealed that
omission occurs more in fictional work for children, he claims, that translators might
have resorted to omission in cases where they felt that processing the wordplay at
hand would be considered very demanding for their young audience (p. 279).

5 - Pun ST to pun TT: Delabastita (1993, p. 210) also uses (pun ST= pun TT) for this
technique and differentiates between two varieties of this technique: direct copy
(rendering the original pun with source language signifiers) and transference means
that target text words are “forced” to acquire the meaning of their ST counterparts.
(p.211). In this case, the translator does not translate the wordplay in the target text
but simply transfers the source puns by directly copying them as foreign source
language words into the target text. Schauftler (2012, p.64) points out that the use of
this technique depends on the audience’s knowledge of the target language. In his data

set of Alice translations, Diaz Perez (2003) mentions that this technique has been
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rarely used by translators of A/ice, and when used, it was restricted to two cases:
wordplay that coincides with a cultural reference and wordplay that involves proper
nouns, such as the play on ‘L. C.’, the initials of Lorina Charlotte: “and their names
were Elsie, Lacie, and Tillie” (Alice, 2001, p.43).

6 - Non-pun to pun: this happens when a translator uses a pun in a position in the
target text where there is no corresponding pun used in the ST. Translators resort to
this method as a way to compensate for the loss of a pun somewhere else in the
passage, or for any other reason.

7- Zero to pun: similar to the non-pun to pun, this technique involves addition,
however, in this case, of a completely new pun to the target text without any
compensatory justification as the previous device. This technique together with the
previous one corresponds to addition mentioned above by Epstein (2012) and Lathey
(2016).

8- Editorial techniques: the last technique mentioned by Delabastita is similar to
Veisbergs’s (1997, p.171) metalingual comments, mentioned earlier in this section.
According to Delabastita, editorial techniques can take many forms including:
“articles by the translators published in a periodical or in a volume other than that
which contains the T.T.; articles published within the volume containing the actual
T.T. by way of introduction, epilogue, footnotes (or endnotes, as the case may be);
parentheses within the primary text, but distinguished from it by means of square
brackets, italics, etc.; the ‘anthological’ publication of different T.T.s, i.e. of different
solutions to one and the same S.T. translation problem.” (Delabastita, 1993, p.218).
These editorial techniques fulfil several functions in a text, as Delabastita explains.
Translator’s preface or epilogues may include comments about the author’s use of

wordplay and justification of their own approach in translation, while footnotes are
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more specific as they are dedicated to individual instances of wordplay in the source

or the target text. Translators use footnotes either to: (a) comment on the ST pun:

where translators quote, explain or paraphrase the source pun, sometimes using the
technique of direct copy (mentioned above); or to (b) comment on the target text, they
use them as a “diacritical signal” to direct the attention of the reader to the
significance of the pun (Delabastita, 1993, p. 219); translators may also use them to

(c) comment on the relationship between the source and TTs: here, translators may

comment on the untranslatability of the ST pun, in other times they may use them to

justify their choice of pun to pun technique (p. 220). However, the use of editorial

techniques is not preferred among scholars of children’s literature. Epstein (2009,

p-209) believes that the use of editorial techniques may be useful in some conditions,

such as in annotated or scholarly editions, otherwise, using footnotes is not a

successful technique as it would take the reader’s attention away. Lathey (2016,

p.100), similarly, warns that the use of this technique would confuse and alienate the

child reader.

Delabastita’s set of techniques is clearly thorough and may cover many possible
scenarios of dealing with wordplay. Due to its importance and prominence amongst research
concerned with wordplay in translation, Delabastita’s taxonomy will be adopted for the
analysis of language play translation in Alice into Arabic.

This final taxonomy discussed in this section concerns an additional tool that has been
used in this study to support the analysis of wordplay translation. The “punning balance” is a
concept that has been introduced by Josep Marco (2010) which he describes as “the
relationship between the ST and TT segments in terms of loss, preservation or gain.” (p.270).

To measure the punning balance, he adopts Delabastita’s (1993, 1997) wordplay translation
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techniques and arranges them along a line which he calls “the punning balance cline” (Figure
2).

punning loss preservation gain

Omission  Direct copy Pun—non-pun Pun—related Pun —Similar pun  Pun —Differentpun ~ Non-pun—pun @—pun
rhetorical device

Figure 2. Marco's (2010) arrangements of wordplay translation techniques (excepting
editorial techniques) along salong punning balance cline (@ = zero)

As shown on the scheme in Figure 2, Marco aligns techniques for translating
wordplay into three different possibilities. First, the balance can be described as negative
when there is a punning loss; this happens when the ST pun is translated into a TT segment
that is not considered a pun by using techniques like omission (pun — @ [or pun — Zero)),
direct copy, pun — non-pun, or pun — related rhetorical device. The latter technique, as
Marco points out, “brings the solution closer to the status of wordplay but cannot be regarded
as a pun proper.” Preservation of the pun results in a neutral punning balance when
translators employ techniques like pun — similar pun and pun — different pun. Finally,
punning gain leads to a positive punning balance and it involves the techniques non-pun —
pun and @ — pun. The only technique that Marco has excluded from the balance cline is
editorial techniques. He justifies that these techniques: “imply addition of information and do
not affect the solution itself, so to speak, but run parallel to it.”. Editorial techniques are
mostly used with another technique and rarely occur on their own. Excluding this technique
from the balance cline is quite justifiable, as Marco (2010, p.270) postulates, because it does
not seem to affect the balance of wordplay in translation. However, even if this technique
does not produce a wordplay in the target text, it can at least give rise to some of the

cognitive pragmatic effects intended by the ST author (Diaz Perez, 2015; Gutt, 2000; Jing,
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2010). Adding Marco’s balance cline to the present analysis might help to show if a balance
shift exists among the six Arabic translations. However, the original balance cline has to be
adapted slightly to suit the present analysis; therefore, the word pun will be replaced by
language play (LP®) to maintain terminological consistency throughout the study. Therefore,
and to summarise this section, the taxonomy of nine techniques that will be used to analyse
the translation of language play in the thesis is as follows:

e LP — Different LP: means that language play of the ST is replaced by a
different type of language play in the TT.

e LP — Similar LP: in this case, the original language play is rendered by a
language play of the same type in the translation.

e [Editorial Techniques: these include comments by the translators provided in
the form of footnotes, endnotes, comments in introduction or preface, as well
as in-text comments distinguished by parenthesis, square brackets, etc.

e LP — Related rhetorical device: this means that translators try to recreate the
effect of a ST language play by some other rhetorical means (repetition,
imagery, assonance, alliterations, rhyme, irony, paradox, etc.).

e LP — Non-LP: implies translating ST language play by a non-language play
solution in the TT.

e Direct copy: this happens when the translator does not translate the play in the
ST but simply transfers the original language play into the TT (using TL
signifiers or SL signifiers).

e Omission: this technique implies complete deletion of the portion of the text

containing the language play.

¢ The short form LP will be used when referring to language play in techniques of translation.
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e Zero — LP: this technique implies adding a completely new language play in
the TT that does not correspond to language play in the ST. without any
compensatory justification.

e Non-LP — LP: this happens when translators use language play in a position
in the TT that does not correspond to language play in the ST but use it as a
way to compensate for the loss of language play somewhere else in the

passage.

These techniques can be arranged along the language play balance cline as below:

punning loss preservation gain

Omission  Direct copy LP— non-LP LP— related LP —Similar pun  LP —Different LP Non-LP— pun @—LP
rhetorical device

Figure 3. Adapted model of language play balance cline (based on Marco’s (2010)
punning balance cline). (@ = Zero.)

The above discussion has shown how translators have a variety of options available to
them when dealing with instances of language play; however, their choice among them

depends on a number of factors that will be presented in the following section.

2.5.3 Factors affecting the translation of language play

The above discussions reviewed some viewpoints on the translatability of language

play and presented some solutions available for translators to deal with this challenging
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feature. This section, thus, discusses the factors that might impinge the translatability of

language play. The present discussion also helps in accounting for the Arab translators’

choice among the translation techniques, and thus enables the current thesis to move beyond

description towards explanation. Marco (2010, pp.271-273) draws a rather complete list of

possible factors that might affect the translation of wordplay in literary texts. For him, the

translatability of wordplay depends more or less on the factors affecting them. From his long

list, several of which reflect what has already been discussed in this thesis, I have chosen to

emphasize the factors that may be useful for explaining the translator’s choices for the

translation of language play into Arabic. Therefore, the factors that may affect the translator’s

treatment of language play, according to Marco (2010, pp.271-273) are:

The degree of isomorphism, or historical kinship between the source and
target languages. The chance of finding suitable equivalent wordplay
increases with the proximity of the two languages involved. For example,
Delabastita (1993) and Gottlieb (1997) highlight the abundance of shared
wordplay between English and French. On the other hand, Weissbrod
(1996, p.220) shows how the difficulty of translating wordplay increases
when the two languages involved in translation are unrelated to each other,
such as the languages involved in his case English and Hebrew. The
situation in the Arabic language is expected to be similar. In language
play, the form of the source language is manipulated, and it is much less
likely that both form and meaning can be transferred into another
language.

Degree of cultural embeddedness of the elements making up the wordplay

(Delabastita, 1996, pp.135-136). Which, as Marco points out, “may be
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represented as a cline going from shared extralinguistic reality to those
referents which are peculiar to a given cultural community.” (2010, p.272).
“Subjective factors” related to translator’s “talent, proficiency, and
willingness to spend time finding solutions to the problems that arise”
(Weissbrod, 1996, p.221) and “personal taste, and willingness to
accommodate target-audience expectations” (Delabastita, 1996, p.135).
Schroéter (2004, p.165) adds “perceptiveness, priorities, imagination and
problem-solving abilities of the individual translators”.

“Objective factors” of “working conditions” and “time pressure” were also
identified by Weissbrod (1996, p.221) and Delabastita (1996, p.135).
Norms operating in the target culture, which, according to Weissbrod
(1996, p.221), are halfway between the subjective and the objective, as
they are shared by a group of individuals but are not totally objective.
Intended readership, which is an essential factor that this thesis draws
upon. According to Marco (2010, p.272), wordplay “may be essential in a
translation intended for adult readers but irrelevant or even absurd in one
addressed to children.”

The stylistic function of wordplay in the text, its scope in the text (local or
universal in the text), and its relationship to other elements of the text
(such as plot, characters, theme, etc.).

The type of linguistic structure on which the play operates. For Delabastita
(1996, p.130) play can occur at any level: phonological and graphological,
lexical (polysemy and idioms), morphological and syntactic. Marco points
out that some scholars concentrate on particular types of wordplay, for

example, Veisbergs (1997) concerns himself with idiomatic play, Manini
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(1996) deals with meaningful names (names that highlight character’s
features), and Leppihalme (1996, 1997) focuses on allusive wordplay. As
for the Arabic context, particular linguistic features like homophonic puns
cannot be productive as homophony is impossible in Arabic’(Munthir,

2011, p.474)

The above observations by Marco (2010) are based on wordplay in literary translation
in general. However, when dealing with the translation of language play in children’s
literature, more issues other than these contextual and linguistic factors arise. Epstein (2012,
p-189) points out that children, unlike adults, lack experience in life. That is why language
play must meet their level of knowledge. Wordplay that requires profound historical and
cultural knowledge might not work well in children’s literature as they do for adults. So,
authors and translators are recommended to put their audience’s level of knowledge in mind
when using language play. Epstein (2009, p.189) gives the example of Carroll’s play with the
homophonic puns flour and flower, which presumes that he intended this type of language
play for school-aged children who have probably mastered the spelling of the two words,
rather than much younger children. Epstein (2009, p.189) also stresses that to translate
wordplay to children, translators must carefully assess every instance of multilayered
wordplay and they may have to make choices about which meaning to prioritize in the

translation.

7 It is important to note, however, that Arabic is rich (and probably richer) than English in language
play. Abdul-Raof (2006), among many others, has discussed profoundly these categories in his work Arabic
Rhetoric, A Pragmatic Analysis. Among them he mentions nine different types of lexical embellishments in
Arabic rhetoric: alliteration, assonance, zeugma, tail-head, Al Jinas, metabole, parallelism, onomatopoeia, head-
tail. Jinas alone can be subdivided into eight different categories: fabricated, reverse, non-resemblance,
resemblances, distorted, morphological, complete, incomplete jinas. (2006, p.260)
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The factors mentioned in this section, whether language play in general or those
specific to children, together with the previous constraints impinging upon the translation of
children’s literature in general and in the Arab world (discussed in Chapter One) aid the
analysis carried out in Chapter Five. It also helps to move the analysis beyond description

towards explanation of translators’ behavior in the Arabic translations of Alice.

2.6 Summary

This chapter was dedicated to language play, the main linguistic feature chosen for
analysis in this thesis. First, I presented relevant terminology and definition of the
phenomenon showing the potential confusion in terminology and justifying my choice of the
term language play. Then, an examination of existing typologies of language play has
revealed their limitation and explained the need for a new working typology suitable for the
analysis of language play in Alice. A typology, that is comprehensive enough, of nine
categories of language play in Alice was determined: paronymy, homonymy, homophony,
graphical play, letter-based play, word-structure play, idiomatic play, pragmatic play, and
parodies. Then, possible functions of language play in literature in general and in children’s
works, in particular, were presented.

The second part of the chapter was concerned with the translation of language play
and highlighted some of the challenges in translation and the techniques available for
translators. A taxonomy of nine techniques for the translation of language play distributed
along a language play balance cline was designed to aid the present analysis: LP— Different

LP, LP — Similar LP, Editorial techniques, LP— Related rhetorical devices, LP— Non-LP,

Direct Copy, Omission, Zero— LP, and Non-LP — LP.
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Finally, factors that could affect the translation of language play were discussed.
Empirical analysis of intended readership as well as other factors will subsequently show to

what extent they are actually relevant to the Arabic translations of Alice.
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3 Chapter Three: Research design, the source text, and the

target texts

3.1 Introduction

This chapter describes the methodology used in the study, presents the sources of the
collected data, and explains how they will be gathered and categorized to achieve the
objectives of the study. Section 3.2 presents the research questions and research methods of
the study. Section 3.3 presents the ST and its Arabic translations selected for the analysis:
Amira Kiwan (2003), Nadia El Kholy (2013), Siham Abdul Salam (2013), Farah Omran

(2018), Riham Saad (2020) and Sameh Al Jabbas (2020).

3.2 Research questions and research methods

3.2.1 Research questions

In Chapter One, relevant research in the translation of children’s literature was
reviewed, observing that not enough scholarly attention is devoted to the translation of dual
readership literature, or to the translation of children’s literature, particularly into Arabic. The
present study aims to narrow this gap by comparing Arabic translations of Alice which were
published recently and which might be intended for different readers. As discussed in the
introduction of the study, the selection of Alice as ST of the case study is based on a couple of
considerations. The first consideration is related to the nature of the ST. As discussed in
Section 1.2.3, Alice has undergone a careful process of revision by its own author who
inflected some textual and paratextual features which have a central role in introducing an

ambivalent text that functions, at the same time, in children’s and adult’s literature. Carroll
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has also included many instances of language play in the revision process to make Alice
attractive to both children and adult. The second consideration is related to the TTs. Alice has
found popularity in Arabic translations from the 1940s to the present. However, most of the
early Arabic editions were abridgements, adaptations and retellings aimed exclusively for
younger children (Arabic checklist of the translations of Alice, 2015, pp. 28-33). It was only
in the last two decades that full-length Arabic translations started to be published. Six recent
full-length translations were completed by Amira Kiwan (2003), Nadia El Kholy (2013),
Siham Abdul Salam (2013), Farah Omran (2018), Riham Saad (2020) and Sameh Al Jabbas
(2020) and it is these which are included in the data under study. Examining these different
Arabic versions of Alice could reveal different approaches and realizations of the dual
readership nature of the ST. The study of these Arabic versions provides an exciting
opportunity to explore the extent of their paratextual and textual variations in relation to their
intended readership. It is also interesting to examine the extent of challenges faced by Arab
translators when dealing with language play. More about the reasons for selecting these
translations are discussed in Section 3.3.

The research questions are informed by previous findings in the translation of
children’s literature and the translation of language play discussed in Chapters One and Two.
In Chapter One, the dual readership of children’s literature, and how linguistic manipulation,
i.e., language play, is an essential appealing feature for both children and adults were
discussed. I have also discussed some constraints operating in children’s literature in general
and in the Arab world in particular, which might impinge on the act of translation. In Chapter
Two, I discussed how language play is a broad phenomenon that can comprise different types
which may pose numerous challenges in translation in general and in children’s texts in
particular. Chapter One also determined one of the most frequent factors that could influence

the treatment of language play in translation including intended readership. How and to what



&5

extent the intended readership influences the translation outcome can be analysed by
comparing translations primarily intended for children, adults, or both. In addition to intended
audience, other factors that could influence the treatment of language play, include socio-
cultural factors in the target culture context that could influence the treatment of children’s
literature in translation (in Chapter One) and other factors related to the nature of language
play in translation (as discussed in Chapter Two). The influence of the above-mentioned
multi-layered factors on translation can be explored by comparing different types of language
play and their techniques in translations by Kiwan (2003), EI Kholy (2013), Abdul Salaam
(2013), Omran (2018), Saad (2020), and Al Jabbas (2020) to determine whether the outcome
of translation changes as TTs are produced for different audiences or if there are other factors
constraining the translator’s task. Based on these observations, the research questions are
formulated as follows:
1. Who are the intended audiences of the Arabic translations of Alice in Wonderland?
2. What types of language play can be found in Alice in Wonderland, what is their
frequency of occurrence, and what problems do they pose for the Arab translator?
3. What techniques have the translators used for dealing with language play in the
Arabic translations of Alice in Wonderland?
4. Do the techniques differ according to the intended group of readers?

5. Are there other factors that may affect the translations of language play?

To address the research questions, the analysis focuses on six Arabic translations of
Alice as the case study, aiming to provide a detailed and thorough analysis of the translation
techniques employed. The following part provides a summary of the steps and methods in the

analysis.
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3.2.2 Methods of translation analysis

As to the methods employed to answer the questions of this research, it might be said
to consist of the following steps (explained in more detail below):

1. Identification of reader orientation of the TTs

2. Identification and classification of instances of language play both in the ST and
the TTs.

3. Identification and classification of translation techniques used for each pair of
ST+TT segments

4. Quantitative analysis of techniques

5. Qualitative analysis of the correlation between techniques and factors which may
have affected the translation process.

6. Drawing conclusions.

The first question to be addressed in the analysis concerns the intended readership of
Arabic translations of Alice. The hypothesis is that with the recent productions of full-length
Arabic translations of Alice in the Arab world (particularly after a long period of production
of heavily abridged versions of the story) there is a growing awareness of the dual readership
nature of the story that may affect the orientation of the translations (textual and paratextual).
To test the hypothesis, a paratextual examination is carried out in Chapter Four with the aim
of identifying the readers’ orientation of the Arabic translations and examining whether and
how the paratextual features of the Arabic translations are tailored towards their intended
readership. To conduct the paratextual analysis, the study draws on Genette (1997), Pellatt

(2013) and Batchelor (2018), as discussed in more detail in Section 4.2.
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The next research questions concern the treatment of language play in translation. The
data collection involved several steps. First, instances of language play in the ST are
identified and classified according to the type of language play. As has been discussed in
detail in Section 2.3.1, a typology informed by Diaz Perez (1999), Epstein (2012), and
Crystal (2015), has determined nine types of language play: homonyms, paronyms,
homophones, graphical play, letter-based play, word-structure play, idiomatic play, pragmatic
play and parodies. A total of 91 instances of language play has been found in the data. The
identification of language play in the ST, relied mainly on The Annotated Alice by Gardner
where 53 instances of language play have been found, while the remaining 38 instances of
language play depended on my own understanding of the phenomenon of language play and
my readings of previous research on Alice (Weissbrod, 1996; Borba, 1999; Epstein, 2009,
2012; and Diaz Perez, 1999, 2015).

Next, the translations of these instances in the TTs were also identified and classified
according to the translation techniques. As has been discussed (in Section 2.5.2) a model for
translation techniques has been informed by Delabastita’s (1997) and Marco’s punning
balance cline (2010). Quantitative analysis of techniques using simple statistics (sums and
percentages) was carried out to measure the frequency of the translating techniques used to
render each type of language play. This study followed Marco’s (2010, p.276) quantitative
methods. For the analysis of a translation segment, each technique was counted as a separate
technique even if it has been used in combination with other technique/s to translate one
segment. That was, then, followed by a qualitative analysis of the correlation between
techniques and intended readership as well as other possible factors affecting the treatment of
language play in translation. The use of a mixed method approach of quantitative and

qualitative analysis, as noted by Saldanha and O’Brien (2014, p. 23), increases the validity of
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the results. All instances of language play and their translations collected from the data and
used in this study are included in the appendix at the end of the thesis.

For the sake of clarification, the following sample is presented to show how instances
of language play are identified in the ST and how translation techniques were recognised and
quantified in the TTs.

In Chapter III of the story, Alice asks the Gryphon about what shoes under the sea are
made of, and the Gryphon replies: ‘soles and eels’:

‘And what are they made of?’
Alice asked in a tone of great curiosity.

‘soles and eels, of course’ (Alice, 2001, p.108)

The analysis starts by pointing out the instance of language play and then analyses it
in terms of its type. This instance has been recognised as an example of wordplay in
Epstein’s analysis of Alice (2012, p.179). The play is clear in the Gryphon’s response who
should have said ‘soles and heels’ but instead chose a playful expression suitable for the
chapter’s “under the sea” theme: ‘soles and eels’. It is also clear that the play here was
constructed on the basis of the phonetic similarity between ‘soles and heels’ and ‘soles and
eels’. This kind of relationship suits the definition of paronymy: a linguistic play between
words or expressions that are similar but not identical in spelling and sound (as already
defined in 2.2.1). Therefore, the type of play here is labelled and counted as one instance of
language play based on paronymy.

The analysis then moves to the Arabic texts and the translation segments that
correspond to the ST are analysed to see how the translators have dealt with the play and
which of the translation techniques (discussed in section 2.5.2) were used. Let us discuss

below two of the translations by Kiwan (2003) and Omran (2018) to see how the TTs are
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analysed and how the translation techniques are assigned and quantified. In the translation by

Kiwan (2003), the counterpart of the ST is translated into:

S i Gl heels 4alS 4 a5, eels ) ol s (Slad i Liayl 4l 5 cs0les) (o s lans ™
(p.198)"(s13x)

[BT: Moses sole fish (soles, and the word also means slippers), and eels (eels, it is

similar to the word /eels which means the heels of a shoe] (italicised words mean that the

words were written in English in the TT]

We can see that Kiwan provides literal translation in her text, so ‘soles’ becomes
[Moses sole fish] ‘s« <law’ and “eels’ becomes [eels fish] ‘1Y), These two renderings
represent the names of two types of fish in Arabic and are not playful in any way. Therefore,
the translation technique assigned to this solution is LP — Non-LP (see the definition in
2.5.2). We can also notice that Kiwan used other solutions for the same segment. Kiwan
presents the play in its original English format in her translation. This solution corresponds to
the translation technique Direct Copy which is defined as rendering the ST language play
with source language signifiers (see section 2.5.2). Another solution is clear in Kiwan’s
attempt to provide a short description of the source linguistic play between brackets. This sort
of comment is an additional solution that can be described as a form of Editorial technique
(presented in section 2.5.2). Therefore, the analysis concludes that Kiwan has used a
combination of three different techniques to translate the play on “soles and eels”: LP— Non-
LP, Direct copy, and Editorial techniques. Therefore, for this instance, I record the results of
Kiwan’s translation as three techniques in my statistical tables.

On the other hand, if we look at Omran’s translation, we can notice that she has made
use of only one technique: “ 50 a5 (ulasY) cla” [eels fish and Moses sole fish] (2018,

p.134). Since her solution does not count as an instance of language play in Arabic, the
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technique LP— Non-LP is assigned to her translation and recorded as one technique in
statistical tables. Consequently, I record Omran’s used technique here as one technique in my

statistical tables.

3.3 Data

3.3.1 The source text

The Annotated Alice: The Definitive Edition (2001) by Martin Gardner is chosen as
the source text of this study. This edition is extensively annotated and includes useful
information regarding the context of the story and the language play in it. It contains Alice’s
Adventures in Wonderland (originally published in 1865) by Lewis Carroll and the sequel
Through the Looking-Glass, and What Alice Found There (originally published in 1871). The
sequel although attracting dual readership will be excluded from the study because unlike the
first Alice which has been extensively rendered into Arabic, the sequel has not been translated
as much: out of the six TTs, only two include the sequel. Thus, including the sequel will not
serve the comparative purpose of the study of investigating the treatment of ‘language play’,

as a dual readership characteristic, in different Arabic translations.

It is important in this part to explain the term ‘source text’ used in this study. A recent
discussion among scholars concerns the textual stability of STs. Karen Emmerich (2017)
argues that we need to consider the instability of the “original text” (p.3), as well as that of
translations. Emmerich questions “the often-unexamined assumption that the object of
translation is a single, stable lexical entity whose existence predates the process of
translation” (p.13) and hopes to “encourage suspicion not of translation but of the very idea
that stable originals exist” (p.18). Emmerich criticises the abstract use of the two terms

“original” and “source”: however, without proposing an alternative term. To support her
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argument Emmerich adopts cases with obvious textual instability such as the Epic of
Gilgamesh and does not discuss other cases with less obvious textual instability. While I do
agree with Emmerich that the original text is unstable and that it is possible that a classic
work like A/ice might have gone through multiple processes of re-editing and revisions,
engaging with the textual instability of Alice in detail is beyond the scope of this research.
Still, I believe that Alice can be considered a text with less obvious textual instability. During
my research, I have consulted a number of English editions of A/ice, and I have found few
alterations in terms of punctuation and italicizations, but no other significant differences.
Moreover, during the textual analysis phase of this study, I have noted that all instances of
language play have been dealt with in the Arabic translations of Alice (the technique of
omission is rare as shall be seen in the analysis section in Chapter Five). Therefore, I would
assume, since none of the Arabic translations in the data has mentioned their ST, that the
Arabic TTs have been using similar STs. For the purpose of this research, the term ‘source’
here is used to refer to Alice regardless of the edition that has been used by translators. The
ST that I am using is The Annotated Alice: The Definitive Edition (2001) by Martin Gardner.
This edition is extensively annotated and provides essential information, not only of the

context but also of the use and origin of the language play used in the story.

3.3.2 The target texts: selection of the data

In order to select TTs suitable for the data, a survey of the available Arabic
translations of Alice was necessary as a starting point to know which translations were
available and which of them were suitable for the purpose of this study. To my knowledge,
the only available bibliographic record of Alice in Arabic was provided in the 3-volume book
dedicated to the translations of Alice, Alice in a World of Wonderland: The Translations of

Lewis Carroll’s Masterpiece (2015) edited by Lindseth and Tannenbaum. The third volume
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of this book includes a checklist of the translations of Alice into 174 languages. This helpful
list which spans over six pages has included 47 Arabic editions of Alice and its sequel
Through the Looking-Glass, starting from the first Arabic translation by Abdul Aziz Tewfig
Gawid published in 1946 until Abdul Salam’s translation in 2013. What was helpful in this
checklist is that the compilers, in most of the cases, mention the type of the Arabic editions of
Alice whether as complete, abridged, bilingual, adaptation, audiobook, picture book,
schoolbook, and so on. These classifications helped limit my search to complete editions only
(the reason for this will be presented below). However, these classifications were not
provided for all the Arabic editions and that required me to search for missing information
which was definitely not easy for me as it was not easy for the Arabic checklist compilers®.

Although the checklist, is extensive, my own search revealed an Arabic edition
translated by Shakeer Nasr Eddein published by al markaz ‘thaqafy al ‘araby ( G 38 <l
2l in 2012 that was not included in the list. I intended to use this translation as part of the
data, but it was later excluded (after contacting the translator) as it appeared to be a relay
translation from French’. Another limitation of the list is that the entries of Arabic editions
stopped at the year 2013. This is, however, completely understandable as the list was
compiled in 2015 and it appears that the most recent translations at that time were the ones
translated by El Kholy (2013) and Abdul Salam (2013).

My additional search also revealed that only four of the Arabic editions mentioned in

the Arabic checklist fulfil the description of complete translations; Gawid’s (1946), Kiwan’s

8 The compilers of the Arabic checklist, admit that their search was impaired due to the lack of library
record in the Arab region (2015, Vol.3, p.13)

9 This translation has been used as an object of analysis in a number of Arabic literatures on Alice in
Wonderland (Al Bisher, 2016; Elmaraghy, 2020). However, during the analysis, I noticed that the translator has
used many French words and references, indicating influences in his choice of ST of his translation. After
contacting the translator via his personal page on Facebook: he has confirmed that he did not use the English
version but has used a French translation by Henri Bue (1869) as a source. Therefore, his translation has been
eliminated from my analysis.
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(2003), El1 Kholy’s (2013) and Abdul Salam’s (2013)°. The first translation could not be
obtained but the remaining three were included in this study. I have also, already, noted that
the production of complete Arabic translations of Alice has accelerated, and more new
translations were published after 2015. It is important to note, however, that my thesis is not
concerned with the genealogy of Alice into Arabic, nor does it attempt to provide an
examination of all available Arabic translations of Alice. Nevertheless, it was important to
build a set of data that is varied enough and fulfils the purpose of this study.

Of the Arabic translations of Alice published in the Arab world, and available to me,
six full translations are selected for analysis: the translations by Amira Kiwan published in
(2003), Nadia El Kholy (2013), Seham Abdulsalam (2013), Farah Omran (2018), Sameh Al
Jabbas (2020) and Reham Saad (2020) (presented in Table 1 below).

Table 1. Arabic translations of Alice in Wonderland chosen as target texts

Title Translator Publication Publisher
year

1 “Cilaall b (A Gl Amira Kiwan 2003 Dar Al Bihar, Lebanon.
[Alice in the Lands of Wonders]

2 Claall B (S Gl Nadia EI Kholy 2013 The National Council
[Alice in the Lands of Wonders)] for Translation, Egypt.

3 olall i cilaall G S il Seham Saneya 2013 Dar Al Tanweer,
[Alice in the Lands of Wonders and Abdul Salam Lebanon, Egypt, and
Alice in the Mirror]. Tunisia.

4 “Cilaall b (A Gl Farah Omran 2018 Dar Kalemat, Kuwait.
[Alice in the Lands of Wonders]

5 ¢ Gilaall D Gl Sameh Al 2020 Bayt Al Yasmin, Egypt.
[Alice in the Lands of Wonders] Jabbas

6 Reham Sameer 2020 Afaq Books, Egypt.

¢ Uanal s Cailaall 33 & gl | Saad
il pabia g dca g )l 6l pall yie (i 1 g Al
u'aJ‘Y\ [N u.n,ﬂ\’
[Alice in Wonderlands and Other
Stories: Alice Through the Mirror,
the Nursery and Alice’s Adventures
Under Ground].

10 E] Kholy also mentions in her article (2015, p.134) about the Arabic translations of Alice, published
as part of the 3-volume book, that Gawid’s translation (1946) was the first complete translation and that the next
complete translation was not published until 2003 (the one by Kiwan).
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The translations are chosen in a way that intends to serve the purpose of this study.
First, as mentioned above all six translations are complete translations, by ‘complete’ I mean
that all chapters of the original story are included in the translations. This choice will, to some
extent, guarantee that, at least, most of the original text is retained in the translations and not
lost as in other abridgements and adaptations produced exclusively for young children.
Therefore, it will help in tracing more instances of the dual readership characteristic under
investigation in this thesis, i.e., “language play”.

Second, another important factor is the cultural factor. As noticed in the TTs listed
above, the translations are published by different publishers located in three different
countries in the Arab world: Lebanon, Egypt and Kuwait. Moreover, some publishing houses
like Dar Al Tanweer is based in three different countries in the Arab world. Translators also,
come from different backgrounds and do not necessarily belong to the same area where the
publishing house is; Farah Omran is a Syrian translator translating for a Kuwaiti publisher.
This again will help to observe any translation behaviour under analysis that could be
attributed to cultural variations in the Arab world and can help to shed some light onto

translation practices carried out in different parts of the Arab world.

Finally, the last and the most important factor that influences the choice of all six
translations is related to the specialty of their translators and publishing houses. At the
introductory stage of this research, when I came upon choosing the Arabic translations to be
included in this study, I performed a preliminary investigation of the background of their
publishers and translators. The survey aimed at inspecting the areas in which these translators
and publishers specialise. To inspect the publishers, I went through their websites to know
how they identify themselves and define their vision. I have, also, scrolled down their lists of
publications to see what type of books they publish and which group of readerships they were

targeting; children or adults or both. As for translators, I have looked for any helpful
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information about them whether provided in the translations themselves, their social media
accounts, or any interviews or articles. Relevant information about the translators involved
their careers, memberships in different institutes and organisations, and list of their
publications and translations. Looking for that information was helpful to anticipate the
translators’ field of specialty, and, therefore, their potential audience (More details will be
represented as part of the analysis of paratexts in Chapter Four). That exploratory
investigation was necessary at the beginning of this research to make sure that the chosen
translations could be, possibly, representatives of different readers’ orientations thus suitable
to the objectives of this research. Moreover, and related to this point, the fact that four of
these translations were published within two years is remarkable as it strongly suggests that

they might be aimed at different audiences.

The aim of choosing translations with different reader orientations is twofold; first, to
know if there is a consistency between translation techniques and audience orientation;
second, because one may expect that the child-oriented translations will tend to retain
language play less than the dual or adult-oriented translations. The comparison will help to
test this hypothesis and to know if readers’ orientation of the text can be used as a
straightforward indication of the treatment of language play in the TTs. However, this
preliminary analysis is not sufficient for classifying the selected translations according to
their intended readership. That is why a further investigation was carried out to find sufficient
evidence for the audience orientation of the TTs through an analysis of ‘paratexts’ as
illustrated in the following chapter.

As previously mentioned in the Literature Review section, three of these editions
(translations by Kiwan, El Kholy and Abdul Salam) have already been selected and examined
in other studies on translating Alice into Arabic. However, the other three translations (by

Omran, Al Jabbas, and Saad) have not been studied before. All the TTs are published in one
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edition, except for the one by Farah Omran, which has two editions with different cover
designs. Only the first edition is examined in this thesis (see Figure 7 in Chapter Four) as I
only became aware of the other edition after this research was completed. The three older
translations by Kiwan (2003), El Kholy (2013) and Abdul Salam (2013) are out of print!!
while the remaining three are still in print. It was not possible to inspect the popularity of
these Arabic translations among readers since there are no reliable figures available about
book sales; as is the case with books in the Arab world in general (Abou-Zeid, 2013)."?No
reviews'>of the translations were found, however, some articles and published interviews
with some of the translators (El Kholy, Al Jabbas and Saad) as well as more information
about the Arabic translations will be discussed as part of the paratextual analysis in Chapter

Four.

3.4 Summary

In this chapter, I have discussed the research questions, research methods, and a
review of the ST and its Arabic translations. The study involves the examination of language
play as a dual readership characteristic feature of Alice and investigates its treatment in six
Arabic translations. The analysis will be conducted mainly from an intended-audience
perspective, focusing on whether and how the intended readership affects the outcome of the

translations. In the Arab world, several translations of the ST have been produced. Among

"However, the three translations by Kiwan, El Kholy, and Abdul Salam are available as illegal free
electronic copies in many Arabic websites and forums.

121 even made several contacts with the publishers and booksellers (local and elsewhere in the Arab
world) but none of them could provide helpful information regarding the TTs and their popularity among
readers.

13 Some reviews are available in Goodreads website. But these are not reliable and were not useful for
that matter as they offer the ratings and reviews of the original A/ice by Carroll and their translations in one
place, so it was difficult to tell which ratings were for Alice and which for the Arabic translations.
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them, six translations are chosen for analysis. The following two chapters are for analysis.
Chapter Four is dedicated to the paratextual analysis, where the paratextual features are
examined for clues of readers’ orientation. Then, Chapter Five offers the textual analysis of

language play and its translation into Arabic.
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4 Chapter Four: Readership of the Arabic translations of
Alice in Wonderland; background information and

paratextual examination

4.1 Introduction

This chapter describes the first stage of the analysis, i.e., the paratextual analysis. The
six Arabic target translations by Kiwan, El Kholy, Abdul Salam, Omran, Saad and Al Jabbas
will be the subject of paratextual analysis. The paratextual analysis aims to answer the first
research question of this thesis to explore the intended readership of the target Arabic
translations of Alice. Furthermore, this analysis aims to disclose the extent to which these
paratexts are influenced by their intended audience and to reveal the translator’s approach,
particularly in regard to language play in Alice.

The chapter starts with a general introduction which justifies the need for the analysis.
A brief theoretical background of ‘paratexts’ follows, leading to the definition adopted in this
thesis. A special emphasis is paid to how the examination of paratexts has been used to
investigate the audience in different studies and offers a discussion of the relevance of
paratextual examination for the translation of dual readership literature. Then, the paratexts
relevant to the analysis are outlined, setting the structure followed in the analysis. The main
paratextual analysis follows in six separate sections. Finally, the main findings of the
paratextual analysis are summarized and discussed.

One of the main questions that this study is trying to answer is how language play in
Alice is treated when translated into Arabic for different audiences of children and adults. In
order to answer this question, an initial paratextual investigation was needed, to find out who
the intended readership of the six translations is. Classifying the target translations according

to their readership was not possible in the preliminary stages of the study. This is due to two
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main reasons: first, unlike many Alice’s editions in other languages, none of the target Arabic
translations (except for Al Jabbas’s translation, see Section 4.3.5) have been explicitly
oriented towards specific readers; there is no explicit identification of age group of readers on
the cover of their translations. Furthermore, there are no reliable sources such as
bibliographic lists or available classifications of the reader’s age group of published
translations that any of the translations has fallen under. The other and most important reason
is that all six selected TTs are complete translations of A/ice. If the TTs had included the
‘abridged’ versions alongside ‘the unabridged’ Arabic editions of Alice, it would have been
probably much easier to, at least, spot those editions intended exclusively for children as
there would have been many clear-cut paratextual distinctions between the two. For
example, '* the abridged versions of Alice were generally published in a relatively larger
format, most as hardback books, with extremely colourful covers and accompanied by in-text
illustrations for children; they are considerably shorter than the original and most lack the
name of the author and/or the translator. However, this is not the case in the present analysis.
Many of these paratextual features were not applicable to the six TTs, as will be shown in
much detail in the following section. Therefore, a further paratextual analysis was needed to

find the readership orientation of these target translations.

4.2 Paratexts: Definition

The term ‘paratext’ was coined by Gerard Genette in his French study Seuils (1987),
translated into English in 1997 as Paratexts: Thresholds of Interpretation. For Genette,
paratexts are the “verbal or other productions” which serve as “thresholds” through which

readers access the contents of a book (p.1). Genette (1997, pp.7-11) introduces the concept of

14 The examples are based on my own observations of the different Arabic translations of Alice in
Wonderland.
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peritexts which refers to paratextual elements that are physically attached to the text (such as
book covers, the title page, forewords, prefaces, illustrations and so forth). Elements that
appear outside the book and are available to the public, such as reviews of the book or
interviews with the author that appears in magazines, newspapers, programs and so forth are
referred to as epitexts. Genette (1997) stresses that paratexts consist of any elements which
present the texts to their readers (p.1), convey comments on the text (p.345), or influence how
the text is received (p.7). However, it is noteworthy that Genette originally introduced the
above concepts in relation to literary text, thus his discussion of paratexts did not include the
paratexts of translations. Instead, Genette views translations to be part of the paratexts of the
source text (1997, p.405). Furthermore, Genette stresses the connection between paratexts
and authorial responsibility (1997, p.2-9). Therefore, Genette’s concept of paratext cannot be
directly applied to translation studies, as the paratexts of translations are formed by
translators, publishers, and editors rather than the author of the ST.

Scholars within the field of translation studies, however, have not rejected Genette’s
notion of paratexts and have engaged with it in many ways. The first two significant studies
were written by Theo Hermans (1996) and Upro Kovala (1996). Both studies stress the
importance of the study of paratexts in translation and both argue against Genette and
consider translations as separate texts with their own paratexts. These translation studies
scholars “pay attention to paratexts as sites of translator’s intervention and adaptation of the
text in its new environment.” (Batchelor, 2018, p.25). It is important to note that in this study,
the paratext of the ST Alice will not be examined at all. There will be no comparisons
between the source paratext and the target paratexts because (as mentioned in Section 3.3.1)
none of the six translations has revealed which edition of Alice they were using. So, the target
Arabic translations will be treated as texts in this thesis, on their own, with their own

paratexts.
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Drawing from Genette’s notion of paratexts, scholars have made some effort to adapt
his definition to translation studies. The most recent edited volumes on paratexts (Pellatt,
2013 and Batchelor, 2018) have offered, slightly different definitions of the term. Pellatt
(2013) has expanded the concept of paratext for translation studies by offering a broad

definition which illustrates the wide variety of functions a paratext may have:

In this volume, we regard paratext as any material additional to, appended to or
external to the core text which has functions of explaining, defining, instructing, or
supporting, adding background information, or the relevant opinions and attitudes of
scholars, translators and reviewers. Paratext is not necessarily written or verbal

material. (Pellatt, 2013, p.1).

Batchelor (2018, p.142) proposes a similar functional definition: “A paratext is a
consciously crafted threshold for a text which has the potential to influence the way(s) in
which the text is received.”. Batchelor’s insertion of “consciously crafted” in her definition
was made as an attempt to discard ‘the wider context’ from the scope of paratexts. However,
Batchelor does not deny the importance of this broader context if “the research questions call
for such analysis” (p.143). In this thesis, the context (in terms of background information
about the publisher or translator) has been found, to some extent, beneficial in giving
paratextual clues of intended readership. By adapting the previous definitions, I suggest the
following working definition for this thesis: Paratext is any (verbal or nonverbal) material
appended to or external to the translation which conveys comments on the text or influences
how the text is received or has the potential to reveal its intended readership. This definition
denotes that paratexts could be of any #ype and any place in relation to the text, and it states

clearly the functions of paratexts that will be needed in the present analysis.
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4.2.1 Paratexts in dual readership literature

Examination of paratextual elements has been found extremely relevant in relation to
dual readership literature in translation, particularly in the case of Alice. Studies have derived
readership-related information from different paratextual sources. Wardle’s (2012) analysis
presents an interesting case of how intended readership influence different paratextual
features in translations. As Wardle (2012) notes, translations for children tend to appear in
large format as hardback editions with extremely colourful covers with emphasis on
illustrations. On the other hand, as Wardle observes, translations for a more general
readership appear in smaller, paperback format, are less colourful, and are sometimes
accompanied by prefaces or introductions by the translator. Other translations aimed at a
more-academic audience (Wardle, 2012) contain introductions by respected scholars and
authors and include footnotes and endnotes, as well as biographies and bibliographies.
Oittinen (2000, p.126) stresses the essential role of illustrations in the interpretation of the
readership of Alice. The audiences of Alice differ with every translation, and according to
Oittinen, “Our decision—as to whether the story is for children or adults ... depends on how
we read the texts, how we see the words and pictures” (Oittinen, 2000, p.126). On the other
hand, O’Sullivan (2016, p.94) concentrates on peritexts (forewords and afterwords) in
translations of Al/ice and demonstrates how the information presented in the translations’
paratexts was “embellished” depending on the audience of the specific peritext. In her view,
for instance, forewords in translations exclusively made for children show Lewis Carroll to
be a child’s friend and emphasize his fascination with playing games and his relationship
with the Liddell sisters. Whereas translations intended for adults frequently contextualize the
story in its time by providing a socio-historic context of Alice and its writer. The inclusion of
footnotes and endnotes has also been considered a paratextual tool for audience orientation.

Nord (2003, p.195) notices that the use of “annotations” or footnotes was only found in the
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translations made exclusively for adults. She concludes that the decision for, or against, the
use of footnotes in the translations of Al/ice depends on its audience orientation.

For the following analysis of Arabic translations of A/ice, I shall look for clues for the
reader’s orientation in the following verbal or non-verbal paratextual elements: the cover,
blurbs, illustrations, introductions, prefaces, reader’s guide, page-length, annotations, articles
and interviews about the translations.

The analysis is divided into six sections; each section deals with the paratexts of one
translation at a time. Examining the paratexts of each target translation separately is better
than comparing each feature of paratext between the translations in turn since not all six
translations feature the same set of paratexts. Thus, a consistent comparison between them
can be easily made. However, a few comparisons between the translations’ paratexts are
needed at some points to support the analysis. Each section starts by giving background
information about the publishing house and its field of specialty, whenever possible. Then,
details about the translators and their backgrounds, if found, will be presented. Then, the
available paratextual elements that are physically attached to that translation ‘peritexts’ (e.g.,
book cover, title page, preface, etc.) will be listed and analysed with the aim of showing their
audience orientation. Finally, any paratextual clues found outside the translation ‘epitexts’, in
the form of articles or interviews with the translators regarding their translations in general or
Alice in particular, are included. At the end of each section, conclusions are drawn about the
intended primary audience of that translation. The six sections are arranged in the following

order: translations by Kiwan, El Kholy, Abdul Salam, Omran, Saad and Al Jabbas.
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4.3 Analysis of paratexts

4.3.1 Kiwan’s translation

The first target text is Alis f7 bilad al-‘aja’ib ‘<ds)) 24 S,V [Alice in the Lands of
Wonders], a translation by the Lebanese translator Amira Kiwan. Her translation of Alice in
Wonderland was published in 2003, making it the oldest among the six translations under
study herein. It was the second complete translation of Alice after the first-ever Arabic
translation by Abdel Aziz Tewfig Gawid in 1946 (EI Kholy, 2015, p.134). This version
features the name of the translator Amira Kiwan but does not give any other further
information. I could not find much background information about Kiwan except that she has
been involved in translating and editing several classics, such as her translations of Fathers
and Sons by Ivan Turgenev (1862) and For Whom the Bell Tolls by Ernest Hemingway
(1940).

Kiwan’s translation is published by Dar Al Bihar, a publishing house based in
Lebanon that is very well known for translated international literature into Arabic aimed at
the education market. Most of their translations come in the form of bilingual editions that
feature Arabic translations together with their STs, which are mostly in English. Most of the
publisher’s translated works were adult literature but have used more simplified versions of
their original texts. For instance, in their Arabic translation of Jane Eyre by Charlotte Bronte,
Jan (2018, pp.72—83) notes that the Dar Al Bihar has adapted the story to a great extent by
deleting many scenes, shortening the chapters, domesticating, and eliminating any biblical
references to suit the expectations of the young readers the publisher attempts to address.
However, Dar Al Bihar’s translation of Alice has used the complete source version. Although
bilingual editions can be generally described as suitable for language learners of any age, Dar
Al Bihar’s use of adapted ST versions translated into simple Arabic language makes their

translations more suitable to younger readers.
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The cover of Kiwan’s edition brings its pedagogical function to the fore by
highlighting its bilingual nature (see Figure 4). Kiwan’s translation shows a front and a back
cover that are identical; however, verbal characteristics are presented in Arabic language on
the front cover, while written in English on the back cover. The covers are extremely
colourful with a great emphasis on illustrations and a few verbal elements set upon an
illustrative background. The cover features the shorter title ‘cilaall 334 L3 pull” Alice in
Wonderland rather than the more faithful ‘cilasdl 33U & Gl & jelas’ Alice’s Adventures in
Wonderland. The name of Lewis Carroll appears on both covers but is less prominent than
the title. The name of the publisher appears on the bottom of the covers in Arabic and English
and the name of the translator is less visible and appears only on the title page. The
illustration used on the cover is not Tenniel’s, and no information has been provided about
the illustrator. Kiwan’s translation employs an unrealistic, cartoon-style image, which is often
used in illustrations of children’s books (Nodelman & Reimer, 2003, p. 283). Alice appears
as a young girl wearing a blue apron dress accompanied by some animals: a rabbit, a dog and
a bird, which do not resemble the original characters in the story. For example, the Rabbit,
one of the main characters of the original story is white but appears brown on Kiwan’s cover.
What is interesting about these characters is that they appear as anthropomorphic animals.
The animals wear human clothes; the rabbit is wearing a shirt, and both the dog and the
caterpillar are wearing scarves. Humanizing animals is a common practice in children’s
books (Ciancitto, 2006; Yuan, 2015). However, the cover foregrounds Alice as the main
component of the cover by positioning her in the front. As for in-text illustrations, no
illustrations were used in the translation, which might be due to the bilingual structure of the
translation that faces each English page with an Arabic one, which leaves no room for

1llustrations.
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Figure 4. Kiwan’s translation (front and back covers).

As part of the front matter in Kiwan’s translation, there is a short one-page
introduction about Lewis Carroll, written in straightforward language. It provides brief
information about the author and his history. An excerpt concerning how he was a friend to
children especially little girls to whom he used to tell stories, is included: * Waa J5 S o
i il 5 eJuadl alle ) Wil 1) 8 i Al dstu)j‘qyi(aé;.ﬂsﬁj ) pural) colall daldy 5 (Jalad
B pua a g p (<7 [Carroll was a friend of children, especially young girls, he has written
thousands of letters which represent a magnificent escape to the world of fantasy, and many
of them were decorated with small drawings]. At the end of the introduction, some of the
main characters in the story, like The March Hare, the Cheshire Cat and the Mad Hatter and
the White Rabbit, are introduced. There are no introductory notes indicating either the
translator’s approach to her translation or her intended readership. However, the emphasis on
Carroll’s special relationship with children together with a presentation of the main characters
can be inferred as a publisher’s attempt to associate the translation closely with children.

Annotations in Kiwan’s translation take the form of in-text notes. She has used eleven
notes inscribed within the text to facilitate the comprehension of the readers by explaining

terms and specific words. Six were used to explain the meaning of words, for example,
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Kiwan translates “currants” (Kiwan, 2003, p.21) into kishmish <SP and follows it with
the explanation “_% (53 (e cw ) 5l ie” (p.20) [seedless grapes or raisins]. Many associated
notes were dedicated to puns as in her translation of the pun “I’ve often seen them at dinn-"
(Kiwan, 2003, p.197) into “(s)aall 2ali & g) -2all die agioald L We a2 (p.196) [yes, I mostly
see them at dinn- (she means dinner)]. More about Kiwan’s notes on the translation of puns
are given in Chapter Five, here. In general, Kiwan’s notes indicate her perception of the
limited knowledge of her young audience who would need an explanation of the meaning of
some words, and an explication of the intended play on words.

Towards the end of Kiwan’s translation, there are four pages full of comprehensive
questions (in English and Arabic) examining significant plot events for each chapter. The
translation concludes with a two-page glossary for some of the vocabulary used in the text
and their translations, which clearly suggests that the translation was intended as an
educational tool. In fact, Kiwan’s translation has been listed as a schoolbook in the Checklist
of Arabic Translations of Alice (2015, p.31).

In general, most of the features discussed above reveal how this translation is geared
towards language learners, especially younger ones. The overall layout using the large
cartoonish illustration on the cover featuring Alice as a young girl appeals to children more
than adults. The bilingual nature of the translation and being coupled with a glossary and
review questions at the end are also among the most indicative features of younger

readership.

4.3.2 EIl Kholy’s translation

The second translation reviewed in this thesis is Alis fi bilad al-’aja’ib * 2> & ol
ilaall [4lice in the Lands of Wonders] translated by Nadia El Kholy in 2013. This

translation was published by the National Council for Translation in Egypt for the 150®
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anniversary of Carroll’s work. This publishing house is concerned with publishing
translations of works from different languages into Arabic and does not have a specific area
of speciality; they publish books for readers of all ages; children and adults alike.

El Kholy was an English literature professor and chair of the Department of English
Language and Literature at Cairo University. Her career illustrates her heavy involvement in
the field of children’s literature. She has made many contributions to the field of children’s
literature as a critic, a board member, a translator, and a writer. She has participated in the
Oxford Encyclopaedia of Children’s Literature (2006), was the Arab contributor to the Alice
in a World of Wonderlands (2015) and the author of the chapter entitled “Egyptian Children’s
literature” in The Routledge Companion to International Children’s Literature (2012). El
Kholy is also the president of the Egyptian Book Council for Young Readers, a member of
the International Board of Books for Young Readers Executive Committee, and the director
of the National Council for Children’s Culture.

Concerning the translation, the cover (see Figure 5) is extremely colourful with an
illustration that covers nearly three-quarters of the page against a yellow and white
background. The image is taken from the Disney animated movie that was first released in
1951. This choice may reflect the publisher’s attempt to associate the translation with the
popular animated movie, thus, marketing the translation for young readers. The cover
features Alice as its focal point, she appears as a young child wearing a blue dress and a
white apron. The illustration also depicts different scenes from the story and shows, in detail,
the many adventures that Alice will go through in Wonderland. This kind of detailed pictorial
overview of the story seems to be found less in literature for adults, who would probably like
to keep the suspense. Nevertheless, this way of accurate resemblance to the story will likely
appeal to a young audience who are more attracted to this kind of lively picture that would

encourage them to know more about the story. The faithful title ‘cilaadl 33U (& Gl & jalas’
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[Alice’s Adventures in Wonderland] and the name of the author feature prominently in red
and blue on the top of the cover. The name of the translator (Nadia El Kholy) as well as the

editor (Mustafa Riyadh) are also present.
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Figure 5. El Kholy’s translation (front and back cover).

The back cover seems like a continuation of that tempting message presented on the
front cover, but this time not only with pictorial elements but accompanied by a verbal
message. The blurb has a very brief overview of the beginning of the story showing how
Alice was sitting bored with her sister, when suddenly a white rabbit appears from nowhere,
and how Alice followed him down the hole to find herself in Wonderland. It closes with the
tempting message: “4iaall s )l Gl Leaa (53l Ley 3l L8 [let us follow Alice to go through
her fascinating journey]. This kind of attractive tone is likely to be more common in works

for children to guide them to engage with the story and raise their enthusiasm to explore the
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mysterious adventure. The excitement is also enhanced by the choice of phrases like: ““ 23
<ilaall” [lands of wonder], “cl alaall (10 e alle” [exciting world of adventure], and “ 4 )
444 2d1” [fascinating journey]. The image used in the blurb seems to re-enforce the verbal
message. Under that overview, there is a picture of Alice, where she appears to be in a more
relaxed position, with her hands under her chin as if she is enjoying listening to a story. The
blurb here clearly picks up elements in prospective readers’ expectations and uses them to
pull the reader closer to the text.

As for the front matter, the only element that is significant in terms of intended
audience is the indexing information presented on the fourth page; the index card clearly
classifies this book under the category of children’s stories. Towards the end of the story,
there is a brief biographical section about Lewis Carroll. What is interesting is that this short
piece also classifies the work as a children’s classic. Similar to Kiwan’s translation, the
excerpt here foregrounds the idea of Lewis Carroll as the children’s friend who enjoys their
company and telling them stories and his special relationship with the three Liddell sisters
that led him to write Alice. Then, there is a short and interesting brief note about Nadia El
Kholy foregrounding the translator’s visibility and highlighting her heavy involvement in the
field of children’s literature, which seems to be the publisher’s strategy to promote the
translation for young readers.

As regards to in-text illustrations, Tenniel’s original illustrations were used. El Kholy
(2015) reports in her article “The Pains and Pleasures of Translating Alice into Arabic”,
published as part of the first volume of Alice in a World of Wonderlands (2015) that she:
“intended to use all of Tenniel’s illustrations. For some reason the publisher included none in
Chapters VI to XII” (p.134) and they are significantly reduced in size. The publisher might
have resorted to these solutions to reduce the number of pages, thus making the edition

cheaper and accessible to a wider public.
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With respect to annotations, El Kholy’s translation makes use of only two footnotes
throughout the whole translation. Both are given in Chapter III (Caucus-Race and a Long
Tale). These footnotes take the form of explanatory notes to describe two instances of puns
“tail and tale” and the meaning of the word “knof” in Arabic. These notes are clearly made to
aid the understanding of its young readers as will be seen in more detail in the analysis of
language play in the following chapter here.

In her translation, El Kholy does not include a preface or any notes explaining her
approach to her translation of Alice. However, in her article (2015) she relates to her own
experience of translating Alice into Arabic which could be examined as part of ‘epitexts’
according to Genette (1997, p.5) which are not physically appended to the text, but shows
how the text is produced. On many occasions throughout the article, she has stressed that her

primary audience is children. Here I quote two examples:

I agreed to undertake a translation of A/ice, choosing to adopt a form of modern
standard Arabic to make it more accessible for children across the Arab world. To
appeal to the child reader, I translated all the poems and nursery rhymes into
colloquial Egyptian Arabic and intended to use all of Tenniel’s illustrations. (El

Kholy, 2015, p.134.)

“I chose the colloquial Arabic/Egyptian dialect, to make the text more accessible and

fun for the child reader.” (EI Kholy, 2015, p.135.)

Her approach to her translation reflects the concern that she has for her young readers.

As she mentions, MSA is chosen to make her text “more accessible for children across the
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Arab world” (p.134). She clearly establishes that her mission entails more than a linguistic

transposition of the English novel into Arabic:

[The] main intention in the Arabic translation was to try to preserve, as much as
possible, the harmony between the book’s linguistic elements and its intended
message. [ tried to see how much of its ingenious play with words would or would not
be lost in translation. In many cases it was impossible to translate such forms without
making them seem clumsy or artificial. In fact, many parts of Alice were simply
untranslatable, including instances of nonsense and logical reasoning in the text that
work within semantically closed logical systems of their own. Furthermore, the text
poses culture-specific problems and instances of typical British culture references

which are very hard to translate. (El Kholy, 2015, p.135.)

El Kholy was well aware of the difficulties involved in the translation of Alice. She
stressed that she tried her best to overcome some of these unavoidable diverging linguistic
and cultural references, especially in wordplay and parodies. She describes wordplay as “an
essential part of the original English text” but “extremely difficult to translate” (2015, p.
135). She commented on some instances of wordplay in Alice that she could not produce in
her translation (more of these will be discussed in the body of analysis in the following
chapter). As for her treatment of parodies in Alice, El Kholy points out to the difficulties
involved in transferring these parodies. They were only familiar to the residents of England in
Victorian times but would be completely unknown to readers in the Arab world. So, she did
not try to find cultural Arabic equivalents for these parodies but simply resorted to a
straightforward translation for each one of them, striving to maintain their rhyme scheme and

humour. She points out that she deviated from the MSA to use colloquial Arabic/Egyptian
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dialect in her translation of parodies to make them “more accessible and fun for the child
reader.” (p.135)
El Kholy closes her article with the last remark that she hopes that her translation of
Alice:
[it] was more creative than merely reproducing or interpreting the text. [ used my own
intuition to catch the true meaning and intended message, lying at different levels
behind the overall structure of the source text, and tried to put them adequately into
Arabic, with the intention of not losing the entire flavor of Carroll’s play on words ...
I have endeavoured to retain in the Arabic translation as much as possible from this
rich and universal manipulation of language by following domestication strategy

which inevitably entailed losses but also retained meaning. (El Kholy, 2015, p.136)

On many occasions throughout the article, El Kholy admits that she has adapted her
text towards her prospective young readers. All these examined clues, and most importantly,
the translator’s background and the layout reinforce that EI Kholy’s is clearly aiming to a
child-friendly translation by giving priority to the child reader and to the readability of the

target text.

4.3.3 Abdul Salam’s translation

This translation was published by Dar Al Tanweer in Egypt in 2013. The fact that this
translation, together with El Kholy’s were published in Egypt in the same year appears to
indicate that they were targeting different markets of readership. Dar Al Tanweer is a highly
established publishing house specializing in serious literature. Their website lists publications
in different genres including philosophy, political science, sociology, Islamic studies,

literature, psychology, and history. There is no specific category for children’s literature and
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by reviewing their publications, it appears that their translation of A/ice was the only title that
belongs to that field. Unlike the two previous translations, Abdul Salam’s edition
incorporates the full text of Alice and its sequel Through the Looking-Glass, which may
indicate that the translation is aimed at a more general readership.

The cover (Figure 6) shows the name of Lewis Carroll at the top of the page in bold
red font. The title of the translation appears under it Alis fi bilad al- ‘aja’ib wa-Alis fi-I-
mir’ah 31 el & ol g ilaall 230 A i’ [Alice in Wonderland and Alice in the Mirror]. These
verbal details are foregrounded at the top half of the cover. The name of the translator

(Seham Abdul Salam) and the editor (Sarah Enani) appear at the bottom of the cover.
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Figure 6. Abdul Salam’s translation (front and back cover).

It is interesting to note how the publisher of Abdul Salam’s translation varies the
paratextual features in clear contrast to El Kholy’s translation which has been published in
the same country and the same year. Abdul Salam’s translation attempts to give the cover a
fresher contemporary look by using an illustration by the contemporary artist Olly Moss

released in 2010 and created for the poster of the Disney film Alice in Wonderland.
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Compared to the above-examined translations, the cover is of a minimalist nature featuring
few pictorial elements using only two colours: red and black against a plain white
background. The illustration on the cover features objects rather than characters; there is an
image of a high table with a few items placed on top of it: a tea set, a pocket watch, a bottle
of drink, and a big hookah in the middle. All these items, although used by the characters in
the story, belong mostly to adults which the translation tries to highlight. Alice here is the
least-dominant component of the cover as she appears in a hard to notice size at the bottom of
the table'”. In contrast, the prominence of the water pipe in the centre looks to be a strong
implication that this translation is probably for adults. The pipe might probably make
conservative parents hesitant about buying the book for their children as it may be considered
a promotion for smoking. On the whole, the cover has an adult-like appearance that does not
reflect the fun/fantasy aspect of the story.

The minimal style continues to the blurb, which takes the shape of the queen of hearts
playing cards. There is an excerpt that attempts to elevate the status of Alice from a simple
children’s story to an immortal landmark in literature. It reveals the immortality, significance,
and popularity of the story which entertains children and amazes adults around the world.
This wide appeal, according to the blurb, results from: <l jlainl ye 4yl Gadill Jilis )z )
sl a3l sday e ety o) o JLAN) 348 e sadi 8 ClSs ald 445 A [delving
deep inside the human’s self and relate to its own reality using implicit meanings hidden
within stories that may appear drowned with fantasy and simplicity while its roots are
attached to the core of reality]. The mention of these hidden meanings is what most adults
will likely look for in the work of a dual nature. This blurb, which is different from El

Kholy’s, is idiomatic and contains more advanced vocabulary and concludes with a tempting

15 Other than the different colours, this cover is slightly different from the original poster. While, the
original poster shows Alice standing on the right side, the Arabic cover shows another Alice standing on the
other left side wearing a crown.
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message directed mostly to an older audience who would enjoy reading such a book to delve
deep inside their selves.

Unlike the introductions focusing on Carroll and his work, in Kiwan’s and El Kholy’s
translations, the preface in Abdul Salam’s is, in Dimitriu’s terms, “translation criticism”,
giving priority to explaining their translation strategy and purpose (2009, p.194). From the
outset of their introduction, the translator and editor state that they have spared no efforts to:
“aral) (s Al RIS 5 g alas¥) Calsall 3l ye ) sSe e il S5 O el e Laga sl Led WY [made
our best to make it as close as possible to the English author’s intended message and to the
taste of the Arab reader] (Abdul Salam, 2013, p. 5). They admit that their translation is not
the first in the Arab world and justify their new translation of Alice, arguing that each
translation ages with the passage of time, thus a new translation is needed to: * S8l il
A pdall Al ekt g yeaall A3l 5 ¢« yaidl” [to cope with the changing thought, the modern-day
language, and the developing human taste] (Abdul Salam, 2013, p.5). To support their
argument, they cite the work of the French novelist Marcel Proust 4 La Recherche du Temps
Perdu “ s =) o= & which has been first translated into English as Remembrance of Past
Things which, according to them, besides its popularity and success in English, has been
retranslated after the passage of forty years again as In Search of Lost Time. In this way, the
translator and editor do not underestimate the value of previous Arabic translations of Alice,
but they emphasize the difference in their translation saying that “sball 4w jusill o [change is
a fact of life] (Abdul Salam, 2013, p.5). Furthermore, the association between Alice and the
seven-volume French novel serves to emphasize to their readers not only the status of
Carroll’s canonical work but consequently, the value of their new translation.

At the end of the preface, the translator and editor, state clearly their different

approach to their translation:
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(Abdul Salam, 2013, p.6).
[ we were not merely concerned with transferring the (plot), but we made every effort to
translate puns with puns, and wordplay with invented compound words, and to transfer the
hidden humour from many parts of the text (especially in poems), and we came up with
logical games in Arabic similar to those in Carroll’s text. We hope that the Arab readers will
be satisfied with our new translation, children will find entertainment and wild fantasy; adults
will ponder the serious thoughts, life contemplation, politics, and innermost thoughts hidden
underneath some jokes].

Their statement suggests that their approach to Alice involved creating a text that was
aware of the needs of both audiences; however, there is a clear emphasis on the adult, who
will gain the extra advantage of the hidden meanings incorporated in the translation. This
preface acts as an assuring message to the adult reader that this translation is different from
previous translations, not only for including the sequel Through the Looking-Glass'®, but also
for its effort to be more faithful to the well-known Carrollian linguistic play.

The marks of the translator and editor are visible again at the end of the translation.
Annotations in Abdul Salam’s translation take the form of lengthy and comprehensive

endnotes provided by the translator and editor. In twelve pages, they include a total of 64

16 1t is important to note that Abdul Salam’s translation is not the first one to include (‘Through the
Looking-Glass’) into Arabic as they claim in the preface: « s o) duyall 2l A5V A 31 all (& ) 4 5 1 Lien i )
Lale” [to our knowledge, our translation of Alice Through the Mirror is the first in Arabic]. The Arabic check
list compiled in Alice in a World of Wonderlands (2015), mentions another version published in Lebanon in
1983.
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notes that follow the scholarly tradition by citing many links and references, 39 of them were
dedicated to the first part of Alice. It is clear from the great number of endnotes citing The
Annotated Alice: The Definitive Edition by Martin Gardner (2000), that Abdul Salam has
used it as the ST version which is a version originally dedicated to adults'’. The notes are
clearly in opposition to the notes in Kiwan’s and Abdul Salam’s translations, not only in
terms of quantity but also in terms of content and type. Abdul Salam’s endnotes provide
readers with information about social, cultural and historical contexts, cultural references,

double meanings of wordplay, allusive meanings and translation difficulties and solutions.

(see Table 2).
Table 2. Abdul Salam’s endnotes
The content of endnotes The number of endnotes
Social, historical, and cultural context 34
Explaining language play 25
Allusive meaning 9
Translation solutions 19
Explanation of words 2
Total 8918

As is clear from Table 2, Abdul Salam’s translation places more weight on providing
its readers with the social, historical and cultural context of Alice. One example is the endnote
on “treacle well” (4lice, 2001, p.79). In this note, Abdul Salam (2013, p.353, note 19)
explains to her readers how Carroll has been inspired by the legendary tale of St.

Frideswide’s healing well located in St. Margret Church near Oxford, which in turn describes

17 Gardner (2001) assumes that children do not read Alice in Wonderland anymore as “Children today
are bewildered and sometimes frightened by the nightmarish atmosphere of Alice’s dreams.” (p. xiv), so, he
dedicated his annotated edition of exclusively to modern adult readers of Alice in Wonderland.

18 The total number of types of notes in Table 2 is greater than the total number of notes (64), because
some endnotes are long and contain different types and content and have been counted more than once in terms
of their type.
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why the Dormouse in the story tells that the three sisters were living in a well, because they
are sick. In this way, Abdul Salam spells out the origin of Carroll’s events and provides
information about the context, that is not necessarily important but would be attractive for
readers interested in additional implicit information.

In line with the translator’s claim in the preface regarding the preservation of
Carroll’s creative style, Abdul Salam devotes a considerable number of endnotes to explain
Carroll’s play with words and the solutions she came up with to cope with such instances. In
this regard, it is worth noting that although wordplay in A/ice has attracted significant
attention from scholars, few Arabic translations have paid attention to it and even far fewer
have ever elaborated on this phenomenon. In this context, Abdul Salam is an exception, who
devotes significant attention to the language play in Carroll’s work.

Abdul Salam used some notes to justify some of her choices in translation, mostly in
relation to puns, as in her choice of the tawriyah “4, 5”1 [pun] : “4ul 3 which could mean
‘learning’ or, as Abdul Salam explains: “ 5380 s 4adliie” [decreasing or gradually fading]
which is a classical word found in pre-Islamic poetry and rarely used in this sense nowadays
(Abdul Salam, 2013, p.355, note 34). In one of the notes, she points to the difficulty she has
encountered with the pun on “Soles and eels” (4lice, 2001, p.108), which was impossible to
produce in Arabic (Abdul Salam, 2013, p.355, note 34). More of Abdul Salam’s endnotes on
language play are discussed in more detail as part of the analysis in Chapter Five. However, it
is clear that the focus of the translator in her endnotes, following the lead of Gardner, is
clearly directed towards an adult reader who would probably appreciate the extensive

additional information included in the notes.

19 Tawriyah is a rhetorical device that relies for its effect on similar sounding words as in polysemy and
homonymy (Al Kawwaz, 2013, p.46).
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Towards the end of the back matter, there is a detailed introduction of an academic
nature about Lewis Carroll, citing many sources of information and further reading.
Biographical in nature, this two-page passage traces important events in the life of Carroll
from childhood to adulthood. It also reveals how Carroll has lived a ‘double life’ with double
names, Charles Dodgson, the conservative serious mathematician and Lewis Carroll the
humorous children’s writer. The translation again reinforces the visibility of the author as
well as the translator by providing short excerpts about Carroll on the front flap of the
dustjacket with a picture of him, and about the translator Sitham Abul Salam on the back flap.
Information about the translator starts with the question: S v oS! 238l <S> [How can I
introduce myself?] then Abdul Salam lists her many contrasting interests and qualifications.
She is an Egyptian medical doctor, anthropologist, novelist, playwright, poet, critic and actor.
She is also a translator who translates works in different domains such as books in medicine,
education and anthropology. Among her many contributions, she considers her translation of
the two Alices to be the most important. And hopes that her name will be mentioned as a
good translator of them.

Most of the above-mentioned paratexts show how Abdul Salam’s translation seems
more of an adult-like nature. The minimalist cover design and the accompanying
comprehensive endnotes with many scholarly citations make the translation more attractive to
adult readership. However, one cannot ignore the translator’s explicit repeated mention of
children alongside adult readership in the blurb. Accordingly, we can conclude that Abdul

Salam’s translation aims for a dual audience of children and adults alike.
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4.3.4 Omran’s translation

The fourth complete Arabic translation of Alice examined in this study is Alis fi bilad
al-‘aja’ib ‘sl 4 S Ll [Alice in the Lands of Wonders] published in 2018 by Dar
Kalemat, a publishing house established in Kuwait. The publisher has become one of the
prominent publishing houses in the Arab world. It publishes and translates a range of books
from different disciplines, such as novels and self-improvement books. Their publications
target readers of all ages. The publisher’s website categorizes the translation under translated
classics rather than children’s literature?. I could not find much information about the
translator, except that she is an active translator and has a translation blog where she lists her
translated work into Arabic from different genres including an autobiography (The Education
of Henry Adams), a novel (The Stranger by Albert Camus), as well as contemporary self-help
books (such as Bored and Brilliant by Manoush Zomorodi and The Art of Quiet Influence by
Jocelyn Davis). And her translation of Alice is the only one that is in the children’s literature

genre.
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Figure 7. Omran’s Translation (front and back cover).

20 https://kalemat.com/ar/product/2708/product-detail.html#
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The layout of Omran’s translation, similar to Abdul Salam’s, is very minimal in
nature (see Figure 7). The front cover portrays a silhouette of Alice holding the Rabbit
against a pale-yellow background. The name of Lewis Carroll is featured twice on the cover;
in English (on top of the cover) and in Arabic in the middle. A short description 48 s« 3_ylea
sl Gl Wl se 87 [An Exciting Adventure in Alice’s Mysterious Worlds] is placed on top of
the cover. Verbal elements are foregrounded in a plain back cover. The blurb contains some
excerpts stressing the status of Alice. It starts by describing Carroll’s work as *“ l Al 4uzaill
la e (o dniluall 84k e 3 LS alle g san Sl 485, pall (5 55 Jadall Wy gasly Ll s J) 357
[ the story that still attracts adults by its unique magnificent portrayal of the way adult’s
world appears in the eyes of a seven-year-old child]. At some point, the blurb clearly
addresses its adult reader « o) 23 jiall 3 Lgae Lin jaid L JS 8 (el Jidal) 4081 028 Culala Ly
gl alle ) gkl alle (e gl Jaad Cus cilaall ()l Lidasil (i)Y Lagii g claaa Jelia?™ [this story
might have addressed the inner child in every one of us as we follow Alice into the rabbit
hole, after we shrink in size, and follow the Rabbit into Wonderland where Alice passes from
childhood to adulthood]. Lastly, the blurb emphasizes that Alice is: © s ¢asle Juk iad cuul
O sll 53 AR 5 Aanddll ¢ ) ga ) euilaally Al Aad a7 [not a simple children’s story, but a story
full of wonders, symbolism, philosophy, and multi-face discourse].

Omran’s translation is the least in terms of available paratexts reviewed here. Neither
Omran nor the publisher includes a biographical note on the author or a preface to the novel
explaining the translator’s approach to the text. No annotations of any kind are included as it
would be normally expected in translations of Alice targeting adult audience. A distinctive
feature of Omran’s translation, however, is her use of in-text illustrations. Whereas all the
illustrated TTs in the data discussed here used the original illustrations by John Tenniel,

Omran’s translation is accompanied by paintings by Salvador Dali. These are rare surrealist
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illustrations of Alice made in 1969. In a private contact on Facebook, Omran (personal
communication, February 8, 2021) mentioned that she suggested using these illustrations to
the publisher as she is a fan of the artist, and she wants her text to stand out among the other
Arabic translations of Alice. Omran’s translation foregrounds the use of Dali’s illustrations in
two paratextual sites: the title page and the blurb. The translation includes 12 illustrations,
one full-page illustration for each chapter of the story. Her use of these highly sophisticated
drawings is clearly meant to be more attractive to her adult audience. The following two
figures (Figures 8 and 9) contrast different representations of the story in Tenniel’s original

illustration and Dali’s illustration of the Mad [Hatter’s] Tea-party Chapter.

Figure 9. Salvador Dali’s illustrati;1 ;)f the M

ad Hatter’s tea party.
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Tenniel’s illustration clearly portrays the tea-party event and the main characters in
the scene: Alice, the Hatter, the March Hare, and the Dormouse, whereas Dali’s surrealistic
illustration features a large melting clock and a small-size image of Alice floating away with
a jumping rope, which highlights the whimsical and strange nature of the story. In general,
we can conclude that the available paratexts in Omran’s translation, though few, clearly were

made to appeal to adults.

4.3.5 Al Jabbas’s translation

Alis fi bilad al-‘aja’ib < <¥\aa)) D4 & ol ° [Alice in the Lands of Wonders] is a
translation by Sameh Al Jabbas and edited by Amal Abdul Fattah. This translation was
recently published in 2020. The publisher Bayt Al Yasmin is a publishing and distribution
agency established in Egypt. It publishes books from different genres: novels, short stories,
poetry, literary, artistic and religious studies. The publisher has many translations from
different languages including English.

The translator Sameh Al Jabbas is a renowned Egyptian physician and an award-
winner writer who won many prizes, including the Katara Prize for Arabic Novel for the
work “An Old Rope and a Tied Knot” in 2015. Al Jabbas was engaged in publication more
than in translation; throughout his career, he has translated only three works, including John
Steinbeck’s novella Of Mice and Men and W. Somerset Maugham’s The Painted Veil
(originally published in 1937 and 1925, respectively). Al Jabbas is also known as an activist

in the field of children’s literature and has written three different stories for children.
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However, al Jabbas seems less advocate of translating literature for Arab children. In
one interview?!, he criticised Arab publishers for ignoring Arabic literature for children and
caring about translations instead, he says: Ui ) ool ¥ Ganal aii o) 55 800 Cigly 1lal o e Y
ol )l 8 — Cpiiiad) — JUa) (e LS Livie Laiss (s 9 JUadY (a S5 5l A all Liad Jas3 517 [1
don’t know why publishers insist on publishing stories that do not belong to our culture and
lack our Arabic values and praise fictional heroes while we have many real heroes in our
Arabic history]. However, a year later, Al Jabbas’s translation of A/ice was published. When
Al Jabbas was asked about the motive behind his translation of Alice, he stressed that
translating Alice was not his own intention, and he translated the work in response to a
request he received from the publisher. He emphasized that the many translations of a work
of literature would be considered a repetition if the translator does not produce something
different. And he insists that any translation effort would be better spent on translating new
works that have not been translated, rather than retranslating works with many translations.
As for his own approach to the translation of Alice, Al Jabbas points out what he considers a
new addition in his translation, which is that he made use of footnotes explaining Carroll’s
intended meaning. He mentions that some terms used in Alice are deeply rooted in the
Victorian culture, and the literal translation of these terms would lend a meaning different
from that intended by the author. So, he had tried to explain them to his readers using
footnotes?2.

Al Jabbas’s translation is the only Arabic edition in the data that explicitly states its

target readership. On the front and back cover, the translation is labelled as: “ 233Gl &) 5 [a

2! https://web.archive.org/web/20201107215130/https://www.dostor.org/2730795
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novel for teenagers]. The explicit mention of teenagers (between the ages of 12 and 18) as a
target audience might be a marketing strategy by the publisher as the genre of young adult
literature which has started to gain popularity recently. We may say that the publisher’s
inclusion of the new popular category ‘teenagers’, on the front and back cover, together with
the name of the translator, is a marketing strategy to promote sales.

The translation features a bright, colourful cover with the Cheshire cat as the most
prominent figure, against a yellow background (see Figure 10). A didactic approach, similar
to Kiwan’s, is clear in Al Jabbas’s translation as both the title and the Author’s name are

presented in English as well as Arabic on the front and back cover.
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Figure 10. Al Jabbas’s translation (front and back cover), and spine [middle].

The book does not include many paratextual features, no biopic of the translator, nor a
preface to the novel, and there are no in-text illustrations (which is unusual in a juvenile’s
book). The only element that provides the reader with some knowledge about the content of
the novel is the information in the blurb which establishes the status of A/ice as one of the

most famous stories in children’s literature. It is interesting to note, that although the front
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cover clearly labels the translation as a young adult literature, the blurb stresses that Alice is a
story written for children and teenagers. This is repeated three times in the blurb. This might
be seen as an attempt by the publisher to emphasize to their group of intended readers that the
famous Alice, which has been long considered a children’s story, is a story suitable for them
too. The blurb also brings Carroll to the fore by including a short biographical note on Carroll
together with his photo.

As for the use of annotations, Al Jabbas’s translation makes use of footnotes, as he
mentioned in the interview. The translation includes eighteen notes, ten of which are devoted
to clarification and explanation of the meaning of the names of some creatures in Alice,
which he might have considered challenging for his readers. While some creatures, such as,

“ oM elaw” [the Lory] or “s25dl 5k [the Dodo] might be less familiar to readers and need
explanation, it is unexpected to find footnotes explaining common names like “ saie318”
[flamingos], “48_x" [caterpillar], and “cs=hls” [crab]. A number of other footnotes include a
straightforward explanation of cultural references, as in the English measuring units: “»”
[foot] el e Ly &+, ¥ e (g sbu (a5 I sk 4 julail (il 3aa 5 87 (Al Jabbas, 2020, p. 24) and
“U8)” [inch]. [it is an English measuring unit for lengths which equals 0.30 of a metre]. On
another note, Al Jabbas includes a footnote for those readers who might not be familiar with
the famous Shakespeare texts that he is *“ alai¥) 7 _psal) ¢) s 5 QUS aal (0” [that Shakespeare is]
one of the most important English play writers and poets] (Al Jabbas, 2020, p.41). By
providing such notes, Al Jabbas aims to facilitate cross-cultural understanding. On the other
hand, there is only one footnote dealing with an instance of the pun “pig/ fig”, where El
Jabbas explains his failure to find an Arabic equivalent (2020, p.93). In general, it appears
that the footnotes used by Al Jabbas obviously reflect his perception of his young readers

who lack knowledge and, hence, demand an explanation of even some common terms like

flamingos and crabs.
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4.3.6 Saad’s translation

The final translation reviewed here in my data, similar to Al Jabbas’s translation, was
also published in 2020 in Egypt and could imply that the two translations were made for
different markets. The publisher Afaq Books is a bookstore, and a publishing agency
established in Egypt and does not specialize in a specific genre of literature. The translator
Reham Sameer Saad is an Egyptian translator who, in addition to her translation of Alice, has
also had the opportunity to work on other literary texts, including Charles Dickens’ (1840—
1841) work The Old Curiosity Shop.

The translation uses a cover designed by the Egyptian artist and illustrator Amro Al
Kafrawi (Figure 11). It has bright colours of red and orange, with a silhouetted drawing of the

main characters of the story: Alice, the Mad Hatter, the White Rabbit and the Cheshire Cat.
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Figure 11. Saad’s translation (front and back covers).

Saad’s translation is the largest — with 471 pages — compared to other translations in
the data, given the fact that it has combined the translations of all Carroll’s Alice books. It is
the only Arabic edition that contains all the works of Carroll translated in one book.

Presenting the three titles prominently on the cover ¢ cilasll 23 & Gudl | 3z 5 0 Gl el e Gl
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) caas Gl @ el [Alice in Wonderlands, Alice Through the Mirror, the Nursery and
Alice’s Adventures Under Ground] reveals the publisher’s attempt to appeal to a general
readership.

The information on the back cover addresses its potential readers and clearly

represents the work as a translation for all ages.
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[It is a story for children, but it is suitable for all ages. Carroll, with his unique genius
use of language, has reached the minds and hearts of all ages. The child who reads it
is attracted to its wild fantasy and its unusual fascinating adventures which try to
reflect reality, he/she will be puzzled by its details which confuse reality with
imagination. However, the young adult will have a different reading experience, as
he/she will start a journey searching for the mysteries hidden in Alice’s magical

world. He/she will understand the hidden meaning behind Carroll’s remark:
“everything’s got a moral if only you can find it”. The intellectual reader, on the other
hand, who is familiar with mysteries of logic, philosophy and mathematics besides his
knowledge of history and cultures and his experience of psychological phenomena,

will, to a great extent, grasp the intention behind Carroll’s work].
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The edition starts with a biographical note about the author and his work, recalling the
circumstances that contributed to the creation of Alice. Saad then includes a lengthy preface —
of eight pages — where she emphasizes the status of Carroll’s work. The preface has detailed
information about the three Alices and the context of their production. Saad tries to
emphasize to her readers the unusual nature of A/ice and guides their attention to the
complicated psychoanalytical phenomena that inspired Carroll’s work, such as: ‘Todd’s
syndrome’, ‘macropsia syndrome’ and ‘Korsakoff’s syndrome’. She dedicates the end of the
preface to reflect on Carroll’s genius play with language and how she has: “ L a8 Cagial
O el (i S @lld g can i) aa la 5l 51 Ll 2885 Y 5 el (i) Gl S Lgay shat Jad (e Candai)
Lo e e Al il Jrag cagdll 2 Gl 5l ¢ mall (& @l lasly 5230 [T have tried my best to
adapt them to suit the Arabic text so that they don’t lose their significance in the translation
so that they don’t disturb the flow and coherence of the narrative]. Saad includes some
annotations as part at the end of the preface where she explains to her readers the solutions,
she came up with to render Carroll’s play with words.

When Saad was asked — in an interview?® — about the many Arabic translations of
Alice, Saad expressed that she does not mind retranslating the work because, as she believes,
every new translation of Alice is considered a new addition to the literature in itself. She
explains that transferring Carroll’s play on words into Arabic is problematic and every
translator will try to find his own solutions, and that is why it is impossible to have two
similar translations of the same work. As for her approach to Alice, Saad emphasized that she
has tried to be faithful to the original and translated all the poems while maintaining some

rhythm to compensate for the lack of the rhyme scheme that is present in the English original.

23 https://www.youm7.com/story/2019/8/23/-¢y sseda si-(y san yie-a ii-Y-claa ji-cailaall-ady - all
4385770/
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The above examination of Saad’s translation features elements that make her
translation, as she states in the blurb, “suitable for all ages”. The inclusion of the Nursery
Alice; the version meant exclusively for young children, reveals the translator’s consideration
of that younger group of readerships. While, the length of Saad’s translation, the detailed
preface, the inclusion of biographical notes of the author and a review of his works, all testify

to the translator’s wish to appeal to a more general readership.

Summary

The sections above presented the translations with some of their paratextual features,
in an attempt to identify their intended readership and to disclose their approach to the
translation of Alice into Arabic. These attributes will be valuable to the analysis of their
treatment of language play that this thesis aims to investigate. The analysis suggested
different readers’ orientations of the Arabic translations: those by Kiwan (2003), El Kholy
(2013), and Al Jabbas (2020) were child-oriented, Omran’s (2018) translation was an adult -
oriented, while Abdul Salam’s (2013) and Saad’s (2020) translations were aimed for a dual
readership of children and adults. I have refrained from using strong classificatory terms to
assign readership groups as “exclusively children or adults”, as O’Sullivan does (2016, p. 92)
in her classification of the audience of the German translations of Al/ice in Wonderland.
Instead, I have preferred to use more moderate categories; child-like and adult-like
translations. The two categorizations do not entail a translation that is aimed exclusively at
one audience and cannot be read by the other. In fact, all TTs have acknowledged, at some
point in paratext, that Alice attracts both readerships but none of them has stated explicitly
that their text is solely for children or adults. However, it was clear that each target text has
shaped some of its paratexts in a way that privileged a certain group of readers over the other

one. Child-like paratexts are clear in Kiwan’s bilingual, glossary and questions, in EI Kholy’s
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simple language in blurbs and introduction, and Al Jabbas’s content of footnotes. Meanwhile,
adult-like paratexts are obvious in Omran’s use of illustration and the blurb. Elements
indicative of dual readership are present in the blurbs of Abdul Salam’s and Saad’s

translations.

This analysis is only the first in a two-stage analysis. It sets the background upon
which the second textual analysis will be based. My hypothesis is that translation aimed at a
certain readership will treat language play differently. It might be expected to find similar
behavioural patterns for the treatment of language play among the translations aiming at the
same readership. That is why the three classifications (child-oriented, adult-oriented, and dual

readership oriented) will be of an integral role in the next chapter.
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5 Chapter Five: Data Analysis

5.1 Introduction

This chapter provides a detailed analysis of the nine types of language play that occur
in Alice. This chapter also investigates the techniques used by the six Arab translators under
study when handling these forms of language play. In addition to the comprehensive analysis
of the utilized translation techniques, an attempt is made to discuss target readership as a
factor that might govern and affect the implementation of these techniques in the translation
of language play in the six Arabic translations of Alice.

The analysis is divided into nine sections according to the types of language play
found in the ST. This division allows insight into whether there are any deviations of
behaviour attributed to the type of language play which will be illustrated by judiciously
chosen examples. To examine the effect of readership on the treatment of language play, it
was necessary to further divide the analysis according to the intended audience of the Arabic
translations. As already determined through the examination of some paratextual features of
the TTs, which was carried out in the previous chapter, there are three groups of reader’s
orientations in the data; child-oriented translations (Kiwan 2003; EI Kholy, 2013; and Al
Jabbas, 2020), dual readership oriented TTs (Abdul Salam, 2013; Saad, 2020), and an adult-
oriented TT (Omran, 2018).

In the following analysis, each ST example is followed by its Arabic renderings in the
six Arabic TTs, which are then back translated into English. The commentaries that follow
describe the treatment of language play in light of the intended audience as well as the
challenges imposed by the nature of language play and other possible factors affecting the

translators’ choices.
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Before the analysis, an important point is worth mentioning. During the analysis, I use
terms like “preservation”, “loss”, and “compensation” of language play to describe the
translation act in the TTs. These terms are criticised by Venuti (2019), in his recent work
Contra Instrumentalism: A Translation Polemic. Venuti argues that we should start adopting a
new “hermeneutic” model to translation which “conceives of translation as an interpretive act
that inevitably varies source-text form, meaning, and effect according to intelligibilities and
interests in the receiving culture” (Venuti, 2019, p.1), and stop adopting the widely common
“instrumentalist” model which sees translation as “as the production or the transfer of an
invariant that is contained in or caused by the source text, an invariant form, meaning, or
effect.” (2019, p.1). He claims that a work of translation should not be evaluated against its
source but against the norms and conventions operating in the target culture. That is why he
criticises the use of what he calls instrumental “proverbs” such as “preservation”, “loss”, as
they imply supremacy of the ST, which Venuti opposes.

The problem with Venuti’s argument, as Adams (2020, pp. 40—41) observes, is that it
places the two models ‘hermeneutic’ and ‘instrumentalism” along a binary opposition, thus
he suggests that: “Rather than choosing between the instrumental model and the hermeneutic
model, every translator... interprets and represents a source.” (p. 41). It is this combined
approach that this study adopts. When describing the translators’ approach, the present
analysis does not neglect factors that have caused various interpretations of an instance of
language play, but at the same time, these interpretants do not override the importance of the
ST linguistic material. This research examines language play as an important dual readership
feature of the ST and looks for the renderings of this feature in translation. To describe
translators’ choices merely as a form of interpretation does not do justice to the ambivalence
of the ST. Some instances of language play (like puns, for example) are indeed ‘invariant’,

using Venuti’s term, meaning that we cannot find an equal homonym for, for example,
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‘draw’ in Arabic that can have the same two implied meanings ‘to sketch’ or ‘pull out’ in the
ST. Thus, it will be lost in the process of translation. If the translator was lucky enough to
find an equivalent, or creative enough to come up with a new one in the TT, then the pun is
preserved. After all, as Adams points: “The pun does not vary; the context and the approach
to translating it do.” (2020, p.41). Therefore, the description, that follows, does not ignore the
possibility of multiple interpretations but weighs them against the ST, which triggered these

different interpretations in the first place.

5.2 Language play based on paronymy

The first type of language play that will be dealt with in this analysis is paronyms.
Paronymy, as stated earlier, refers to the situation where words or expressions are similar but
not identical in spelling and sound. In the data, it has been found that paronymy is the most
frequently used type of language play in Alice. The analysis revealed 22 instances in Alice,
which yielded 132 translation segments. The translators have employed six techniques to

render paronyms into Arabic. The distribution of techniques is clear in Chart 1.
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Chart 1. Frequency distribution of techniques used for the translation of paronyms.
(LP = language play), (RRD = Related rhetorical device), (D= zero).

As we can see from the chart above, six techniques have been used for rendering
paronyms LP—» Similar LP, (LP: ‘language play’), Editorial techniques, LP — Related
rhetorical device, LP— Non-LP, Direct copy, and Omission. The techniques LP— Different ,
Non-LP — LP, and @— LP were never used for the translation of paronyms. It is clear from
the chart that LP— Non-LP is, by far, the most used technique in the translations. The
analysis of the translation of paronymy reveals a clear deviance among the translators (see
Table 4). The translator who transfers almost all instances of paronymy in her translation is
Abdul Salam (dual readership oriented translation), followed by El Kholy (from child-
oriented group), who manages to transfer 12 out of the 22 instances while paronymy is rarely

preserved in the other translations.
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Distribution of techniques used in the translation of paronymy across the

Arabic translations of Alice in Wonderland

Y
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A S
Child-oriented Kiwan 1 18 5 1
TTs El Kholy 12 2 5 3 1
Al Jabbas 1 18 3 1
Dual Abdul Salam 16 19 1 3 1
readership Saad 1 2 18 3
TTs
Adult-oriented Omran 1 1 18 3
TT

The first example of paronymy to be discussed is part of Alice’s exchange with the

Cheshire Cat in Chapter VI (Pig and Pepper). When Alice told the Cat that the baby “turned

into a pig” (p.37), the Cat replied:
Example 1

‘Did you say pig or fig?’ said the Cat.

(Alice, 2001, p.69) [my emphasis]|

This instance displays a paronymic play in the words ‘pig’ and ‘fig’ which slightly

differ in both spelling and pronunciation. In this instance, the Cat mishears the word, so he

was not sure if he heard ‘pig’ or ‘fig’ because of the close resemblance between the two

words. In the ST, the first word ‘pig’ is essential to the plot, since the Pig was already there in

the episode, while the second word ‘fig’ is not. All translators retain the original image of the

pig; therefore, preserve the narrative element that supports the development of the story.

However, not all of them attempt to articulate the paronymy in their translations. To elaborate

more on that, let us have a look at and analyse the six Arabic translations below.
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Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
SR CEG [ B | LR B0 | dooacls | dpRcBds | ot at Ch s
U ol (pig) ol s gl TS S s (p. 108)
f(fig) B (p-93) (p- (p- 84)
(- | (p-80) 77)
122)
did you say | did you | did you say | Did you say | did you say pig | did you say pig or chain
pig or fig say pig or | pigor a fig pig or chain or chain
arugula

This instance of paronymy shows a deviation among translations according to their

intended readership. In the three translations targeting child audience, the play is not

maintained. In the translations of Kiwan and Al Jabbas, the play is lost as they employ the

technique LP— Non -LP. This technique means that the translated segment does not include

any type of language play. Both translators maintain a literal translation for the source

paronyms; so, ‘pig’ becomes ‘_» )’ khinzir and ‘fig’ is transferred to its Arabic equivalent

tinah ‘35 which are not paronymic in Arabic. Kiwan supports her translation with Direct

copy technique by copying the ST paronyms in their English forms into her text. Al Jabbas

employs Editorial techniques and explains in a footnote®* the confusion that occurs in the

source play and explains how the Arabic equivalents ‘_» %’ and ‘0 has not been as playful

as the English ones.

El Kholy, on the other hand, opts for a different solution in her text. She translates

‘pig’ literally into ‘ _» &> khinzir [pig], however she changes ‘fig’ into ‘s>’ jirjir meaning

[arugula] which in Arabic rhymes with ‘_» 3’ khinzir. This is a rhetorical device in Arabic

called al saj * () [rhyme]. This similarity in sound does not reach the level of paronymy

2Ll Jlw 45 pig or fig s leraw da ) agle Lalia) Ll o 51 . pig ol a3 sl fig dblad s ¢
4l ARl LG = gaim g B 585 O A yall A2l (Jabbas, Note 1, p.93) [in English the Cat asks: pig or fig? ...
which means that the Cat got confused did it hear her as pig meaning pig or fig? and the Arabic equivalent will
not be as clear as its counterpart in English].
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as the two Arabic words are phonetically different from each other. And it is relatively
unlikely for the confusion to occur due to the way they sound. From her solution, it is clear
that El Kholy employs the technique LP— Related rhetorical device which, although loses
the play, but it helps to recreate, some sort of, humorous effect of associating the two
rhyming words.

As for the dual readership translations, the technique LP— Similar LP has been
employed by the translators: Abdul Salaam and Saad. The two translators have reproduced
the play in their TTs by keeping the first essential meaning to the plot ‘_» &’ khinzir [pig]
and finding another word that shares a close phonetic similarity with it which is ‘2%’ jinzir
meaning [chain]. Their solution imitates the phonetic shift employed by Carroll in the ST for
the initial letter of each word; by applying the same shift from ‘Z’ /kh/ to ‘z’ /j/ which is
referred to in Arabic as ‘s’ Jinds. By using two words which not only rhyme but differs
only in their initial letters (as in the source ‘pig/fig’), translators emphasize the resemblance
between the pair and make Alice’s misunderstanding believable for the reader. Thus, they
achieve a result very close to the source in terms of entertainment value. Saad has elaborated
on her translation of ‘pig’ and ‘fig’ in the preface®’; so, in addition to LP— Similar LP, the
solution of Editorial techniques has been employed. Therefore, Saad solutions are counted as
two separate techniques here. A similar approach to the dual readership oriented translations
is followed in the adult-oriented translation by Omran.

The translation of paronymy, though, does not always display deviation according to
readership. The following instance shows that differences can also occur between translators

targeting the same group of audience. One of the longest passages of extended paronymy

25 b aglall alaaialy 5eY1 4 jlie el gla Cilise (3 shaie A jall b Ledd) yal (S ey plaiY) Aalll 3 o jliie (3 shaie (yiialSI
(- 58) o @hill [ The two words have almost similar pronounciation in English, but their Arabic
equivalents have different pronounciation , I tried to imitate the source by opting to the similarity of

/pronounciation between /khnzeer/ and /jnzeer/]
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occurs in The Mock Turtle’s Story (Chapter IX). The passage swarms with paronymy
between real school subjects and those that the Mock Turtle has learned in the school under
the sea. This, as explained before, is an example of Carroll’s drifting from the didactic trend
prevailing during his time. Epstein (2012, p.189) considers Carroll’s play, here, an attempt to
refer to “inappropriate” topic because mocking school system might be offensive for some
adults and parents having authority over children’s readings. These instances are more
challenging for the translator, as paronymy does not always occur between adjacent words, or
what Delabastita refers to as “horizontal wordplay” (1996, p.128). The paronymy on school
subjects falls under the category of “vertical wordplay” (1996, p.128) where only one of the
paronymic pair is present in the same portion of text. Therefore, the formal linguistic
similarity is not always clear to the reader and figuring out the paronymy depends on the
reader’s knowledge, thus is more challenging. The examples below help to elaborate on the
matter further. Since the passage is rather long, I include only the instances of paronymy
here:

Example 2

Reeling
Writhing
Ambition
Distraction
Uglification
Derision
Mystery
Seaography
Drawling
Stretching
Fainting in Coils
Laughing

Grief (Alice, 2001, p.102)
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Gardner, in his annotated version of Alice, explains that “all the Mock Turtle’s

subjects are puns” ‘reeling’ is for ‘reading’, ‘writhing’ for ‘writing’, ‘ambition’ for ‘addition’,

‘distraction’ for ‘subtraction’, ‘uglification’ for ‘multiplication’, ‘derision’ for ‘division’,

‘mystery’ for ‘history’, ‘seaography’ for ‘geography’, ‘drawling’ for ‘drawing’, ‘stretching’

for ‘sketching’, ‘fainting in coil’ is ‘painting in oils’, and ‘laughing and grief” stands for

‘Latin and Greek’. (A4lice, 2001, p.102, note 17). The six Arabic versions are as follows.

Child-oriented TTs Adult-oriented TTs Dual readership TTs
Kiwan El Kholy Al Jabbas Abdul Salam Omran Saad

calaly) ] g 3oLy aLl Al 3¢ al)

s skl <l PN FEEN R L)

z skl o z skl N z skl z seb

RV oA FE] oA ] W]

il w < el el oyl el i

R el T A el R A

oo Al Al EgIOA] o i gaidl

sl ple Ll e 53 5dll Lihassale Ll e 5yl el ale Dl 48l aa

e

JER Lol bl | DMK b sl JURTEREH] ) il

Gl audl ) ] ) S oLy

L) Ll 2l husdll ol aaailf 2l

Sl b oyl Sl sl | A 3 LY ol 5 | Jim s ol s Al i oLt
Ca il

eaall [ il sl iy ddazall | ey Jbsadll | o all dlaall (p.156)s\S4ll 5 dlazall
co3lls | (pp.118-119) (p.139) | (p.118) (p.125)

(pp.184-186)

As clear above, the translation of this episode of paronymy does not show deviation

among the translations in relation to their intended audience. The play is lost in Kiwan’s and

Al Jabbas’s translations (child-oriented TTs) as well as in Omran’s (adult-oriented TT), and

Saad’s translation (from the dual readership oriented group). These translators opt for a literal

translation for the school subjects when they have a direct equivalent in Arabic. Their texts

do not display the relationship between parody and original subjects present in the English

text. They do not express or convey any kind of paronymic link with the courses taught in
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Arabic schools. Their literal renderings accord little or no meaning to their version of the
passage. It is also possible that translators did not recognise that the play was on school
subjects in these examples. Therefore, Carroll’s creativity and play on words have not been
conveyed; thus, the solution employed here by Kiwan, Jabbas, Omran and Saad is labelled
LP— Non-LP. I am not going to analyse in detail their individual translations of the school
subjects because as I said they are merely equivalent productions of the subjects in Arabic.
And I deal with the discussion for the remaining two translators, El1 Kholy and Abdul Salam
separately, as they employed a different approach.

El Kholy, from the child-oriented group, has produced similar paronymic play by
coming up with words that parody school subjects in Arabic. She tries to preserve the sound
similarity at the base of the wordplay by finding equivalents in analogy to the school subjects
in Arabic. It is interesting to discuss her renderings in some detail. EI Kholy’s translation of
paronyms clearly displays her attention to her young readers. She introduces a different
technique of play in some instances; by manipulating some paronyms to make them more
child-like words. She adopts this technique in her translation of the paronyms “Reeling” and
“Drawling” she changes the letter ‘.’ /r/ in the Arabic equivalents to ‘d’ /I/ in the translations;
S0 al-gira’ah 3¢\ A [reading] becomes al-gila’ah 3>, and the subject al-tarbiyah al-
faniyah wal-rasm ‘a5 408l 4 3 [Art and Drawing] becomes al-talbiyah al-faniyah wal-
lasm ‘axdll 5 3338l 4.5 E] Kholy has also changed the letter ‘z’ /kh/ in the word al-takhtit
‘lauladill’ [sketching] into the letter ‘¢’ /h/ in al-tahtit ‘bshaill,

As for her translation of “Writhing”, El Kholy manages to recreate the play by
manipulating the order of the letters. The equivalent Arabic word kitabah ‘435S [writing]
becomes kibatah ‘.S’ [writing]. These two techniques allow El Kholy to be playful and
maintain a kind of humour that is easy for her young audience to recognize. However, it is

worth to note that in her translation of “Seaography”, El Kholy chooses fiitiighrafya
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‘Lél ¢ 53 $8” meaning photography. By doing that, El Kholy preserves the parody with

Jughrafya ‘8 x>’ [Geography] but does not keep any semantic proximity with the sea as in
the original pun. So far, all the solutions that El Kholy have employed for the translation of
school subject fall under the technique of LP— Similar LP, as she tries to preserve the sound
similarity at the base of the wordplay by finding equivalents in analogy to the school subjects
in Arabic.

It is also worth noting, because it looks like an abnormality in her treatment of the
school subjects, El Kholy fails to introduce a punning equivalent for ‘Laughing and Grief’.
She renders them into ‘253 S l” [Latin and Greek] the school subjects which Carroll
intended to parody. See the example below:

“I never went to him,’ the Mock Turtle said with a sigh, ‘he taught Laughing and
Grief, they used to say.” (4dlice, 2001, p.103) [my emphasis]

Daie B L 13 5 s Y s B agd sty S8 T8 4gl) Caadl ol | el DU 5 50 sl ey
(El Kholy, 2012, p.119)
[teacher of classical Latin and Greek ... I never went to him as he used to say ‘meet

me and do not feed me dinner’ that is what they say about him].

Although the language play was not recreated in the translation, it appears, however,
that El Kholy tries to compensate for the loss by introducing a new rhetorical device saj °
(&>~) by adding the phrase lagini wala tghadini * 2335 Y 5 28Y’ / [meet me and don’t feed
me]. The phrase rhymes with her translation of ‘Laughing and Grief” al-yiunani wal-latini
‘iP5 AUl For this particular instance, I assigned two techniques for El Kholy’s
solution; the first is LP— Non-LP because the paronymy on ‘Laughing and Grief” was not
rendered in her translation. As for the second added solution, it merely rhymes with ¢ &G sll

32U 5” and does not upgrade to the level of language play which is why it is considered
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LP— Related rhetorical device rather than a case Non-LP— LP. In general, it might be
assumed that El Kholy’s treatment of the school subjects is considerate of the didactic norms
prevailing in the Arab world. Her choice of sound and letter alterations is of a child-like
natures seems less offensive to the school system which is considered the paramount of
didacticism in the Arab world (as seen in Section 1.3.1).

Abdul Salam, a dual readership oriented translator, manages to maintain the
paronymy in her translation by opting for words that resemble (or parodies) the school
subjects in Arabic?¢. Below is a list of her renderings and the Arabic subjects that they share
phonetic similarities with (Abdul Salam, 2013, pp.117-118):

sel¥V Jal-"isa’ah’/ — ‘3¢) AV /al-qira’ah/ [reading].
‘WYY Jal-ithabahl — *3SY Jal-kitabah/ [writing]
‘el Jal-dam’/ — gV Jal-jam’/ [addition]

‘¢ A Jal-farh | — ¢ R /al-tarh/ [subtraction]

‘el Jal-harb/ — >« »=Y /al-darb/ [multiplication]

“Aanill” Jal-nismah/ — *4d) /al-gismah/ [division]

‘Gl Jal-sarikh | — >3 Jal-tarikh/ [history]

‘We 5all Jal-bahrughrafya | — & =V Jal-jughrafyal [geography]

‘auallS” / gl-hasm/ — sV Jal-rasm/ [drawing)

¢ i audlV Jal-hasm altakhbifi | — 3 23 s W Jal-rasm altajridy/ [sketching]
‘Sl cn 58 Jal-tashwin bel-bit/ — *<u 3 a8 Jal-talwin bel-zit/. [painting in oils]
¢ SYsalV el-limunani/ — < SYsdV / el-yinant / [Greek]

‘Sl [ el-jilatint | — ° S8\ / el-lating / [Latin]

26 i M5 a5 cdansill 5 o pumll 5 a5 ) 5 A g 3l S () e Al ClalS U5 S ugh sl
a3l st 5 adaaille e Ay je LAl s yial a8 5 JaUIVL e L Ay il Jaes e el sall 5 AU 5 (L yaall 5 o Al
" all e il Ay gl Jaal A jal) A5U0 o) el o3 elad L ) )
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It is interesting to note that Abdul Salam has not only maintained the paronymy, but
she resorts to a creative solution by adding an extra level of play by her choice of juxtaposing
words in her translation. The word ‘3’ [unrewarding] is the antonym of
“4UYV°[rewarding] and ‘=2’ [tears] is the opposite of ‘z 4 [joy]?’. However, she deviates in
her translation of the word ‘uglification” which Carroll invented to resemble the school
subject (multiplication). Abdul salaam, as listed above, has chosen the word ‘<_~1” which
corresponds to that school subject in Arabic. As she explains in a separate endnote®®, Abdul
Salam opts to preserve the meaning of ‘uglification” ‘z=& [making things ugly] and added it
to these mathematical subjects to preserve the content of Carroll’s famous instance of English

punning.

5.3 Language play based on homonymy

Homonymy refers to words that share the same spelling and pronunciation but have
different meanings. The analysis reveals that homonymy is the second most used type of

language play in Alice, 21 instances have been found in Alice which yield 126 translation

27 According to Leech (1967, p. 210), “play on antonyms” is considered a type of play.

28 58 Juaill 138 (3 g8 Gl Wl ) Al pal) 31 sl 35 (e ) B ulady) SIS ania G Muglification e
oosmultiplication  WSI el a5 YT e sall Al el 055 e Al Jadlly Ba sl 5 cilazaly I (8 el inay
AalS dan yi o Blaall U yial s d 58 aiea 8 (pOdl) Gooa 4SS u sSan padins YT U idluglification L) 5 "zadill” a5 V)
(Jrmnl) L S5 el el e 30 m ¢3S o sl A i1 AR 8 5 ) i gl e Jalial cinly il 3l )
(notes 30 and 31, pp.354-355) [among the English words that Carroll has used to parody school subjects is the
word “uglification” similar to “multiplication” meaning multiplication in mathematics, and we have included a
word similar to “<_«all” in Arabic which is “—_~l”  but we did not chose its antonym “»>.d” to create the
pun, but to choose to maintain the translation of the word “uglification” “zu83" and add it to the list of
mathematical subjects to preserve one of the most famous English punning instances by Lewis Carroll who
plays with the word “z:8” and its opposite “daeail”]
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segments for the analysis. Different techniques have been implemented by translators. The

chart below summarizes the findings.

100 93
90
80
70
60
50
40
30

20 14

10 0 0 4 . 1 2 1

0 || R — —_—
S 3 S 3

Chart 2. Frequency distribution of techniques used for the translation of homonyms
(LP = language play), (RRD = Related rhetorical device), (D= zero).

As clear from the chart, seven techniques have been used for the translation of
homonyms in the data. Unlike paronymy, LP— Different LP has been used for the translation
of homonyms. LP— Non-LP again is, by far, the most frequently employed. However, if we
analyse and compare the treatment of homonyms among the six Arabic translations, we can

observe some notable deviations (see Table 5 below).

Table 4. Distribution of techniques used for translating homonymy across the six
Arabic translations of Alice in Wonderland. (LP = language play; TT = target text)
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9-4 17/}
© 5 - = — g _;
2 E 510118 | £ |5 T3 |5
3 = e | 2 £ 2 €2 | 7 >
= = 0 3 = = < = = £ =
= < n a n = O = e e =
z ;I &~ S t S t 3 Z
- = = a2 A = g
= — [ a =)
Child- Kiwan 4 3 17
oriented El Kholy 4 1 17
TTs Al Jabbas 6 15
Dual Abdul Salam 1 7 7 1 13
readership Saad 2 4 2 15
TTs
Adult- Omran 1 3 1 16
oriented TT

As is clear from the table above, the treatment of homonyms shows clear deviation

among the three groups; the adult-oriented translation uses six different techniques, the dual

readership TTs employs five techniques, while the child-oriented translators have utilized

only four. The technique LP — Different LP which, as described earlier in Section 2.5.2,

entails creativity on the part of the translator, has been used in the adult-oriented translation

as well as in the dual readership group. Another level of deviation can be noticed among the

translators targeting the same intended group. It is important to point out that, as with

paronymy, the translation of homonymy has been challenging for all groups as LP— Non-LP

is the most used technique by all six translators. This technique means that the segment of the

target text which parallels the language play in the ST does not contain any kind of play.

Translators resort to this technique in most of the cases where recreating the play on language

is difficult. However, some of them have used it less often than the others as the following

examples illustrate.

The first example to be discussed is one of the challenging instances of homonymy

which occurs in Chapter VII, (A Mad Tea-Party). The Dormouse tells Alice the story of the

three little sisters who were living at the bottom of a well. The language play involves the
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verb ‘draw’, which occurs several times as the episode unfolds. The play here is based on the

confusion that occurs as a result of the double meaning of the verb ‘draw’ in that context:

Example 3

“And so these three little sisters—they were learning to draw, you know—"

“What did they draw?” said Alice, quite forgetting her promise.

“Treacle,” said the Dormouse without considering at all this time. ...

Alice did not wish to offend the Dormouse again, so she began very cautiously, “But I
don’t understand. Where did they draw the treacle from?”

(Alice, 2001, p.79) [my emphasis]

In this example, Carroll plays on the double meaning of the verb ‘draw’ which could

mean: ‘draw *’: “to cause (anything) to move toward oneself by the application of force; to

17929 Bo <

pull”*”; or ‘draw *’ “[t]o make (a picture or representation of an object) by drawing lines; to

design, trace out, delineate”’. The six Arabic translations are as follows:

Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Omran Saad
Lad L am ) el | ) (alas (alas Ol oAk Galaiy "L AT Calaty oS
Ou () Blas | . gloAkel | Comaug)] ... asel "1l ) Al O oS 13k
o TS e SO | H3le 2 A0 (" AL | (p. 96-97) (p. 122)
(140 .p) | (pp. 93-94) (108.p) SO (S e
.(pp 89-90)

29 https://www-oed-
com.ezproxye.bham.ac.uk/view/Entry/575342rskey=4ee VP0&result=2&isAdvanced=false#teid

30 https://www-oed-
com.ezproxye.bham.ac.uk/view/Entry/57534?rskey=4ee VP0&result=2&isAdvanced=false#teid



https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/57534?rskey=4eeVP0&result=2&isAdvanced=false#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/57534?rskey=4eeVP0&result=2&isAdvanced=false#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/57534?rskey=4eeVP0&result=2&isAdvanced=false#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/57534?rskey=4eeVP0&result=2&isAdvanced=false#eid
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[were learning [learning to [they [learning to [they [they were
to sketch ... sketch ... learned sketch ... were learning to | learning the
what did they and what do | extracting | [(she heard the extract ... extraction ... what
sketch treacle they what?] word “pull extracting have they
with?] sketch?] out”... What did | what?] extracted?]
they pull?]

It is clear that it has been challenging for the translators to find an equivalent word in
Arabic that carries both meanings suitable for the context of the story. Translators had to
sacrifice one of the meanings in their translations. In all six translations, the play was not
retained; therefore, the technique assigned to their solution is LP— Non-LP. Kiwan and El
Kholy retain one of the meanings using the verb ‘a~_»’ yarsum [to sketch], while Al Jabbas
chooses the other verb ‘z ! aiu) estekhraj [to take out]. El Kholy (2015), commenting on this
instance, justifies her choice by the lack of Arabic equivalents, which made her choose only
one of the meanings proposed, thus, sacrificing the pun (p.135).

The adult-oriented and the dual readership oriented groups were no different from the
other; they all resort to the same technique LP —Non-LP. Omran and Saad maintain the other
verb ‘z) a3l estekhraj [to take out], so in the two cases, the pun and so as the humour are
lost. Abdul Salam’s approach to the translation of this example was slightly different from the
others. Although the play was not retained, she was able to maintain both meanings in her
text by creating a shift in her text. Abdul Salam creates a different kind of confusion in her
translation, so when the Mouse tells Alice that the girls were learning to ‘aw.’ rasm
[sketching], Alice mishears that word as ‘=’ sahb [to pull out], then the conversation
continues using this meaning. To accomplish that, Abdul Salam chooses the Arabic
equivalent ‘>’ sahb [to pull out] which has a phonetic similarity, as she explains in an

endnote’! to ‘as_’ rasm [to sketch]. Then Alice hears the word ‘s~ sahb instead of ‘s’

31 il of e Ialaie) (5 a0 3 e 4 5alasy) BEVL (e 35 La draw of i S ¢Mani iy LS a0 e

) (e Ui oy 0l [ i (o i 538 LS Lgtimans ] Liagd Gl 5 ane i iliidl) (note 20, p.353)
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rasm. By opting for this solution, although the play was not retained at least part of the

humour has been preserved by opting to that confusion. In her translation, she uses the two

techniques LP — Non-LP and Editorial techniques in combination.

However, not all instances of homonymy show similar agreement on solutions among

the translators. Some other examples show deviations. To see that let us take the following

example:

Example 4

“You never had fits, my dear, I think?”” he said to the Queen.

“Then the words don’t fit you,” said the King looking round the court with a smile.

There was a dead silence.

“It’s a pun!” the King added in an offended tone and everybody laughed (Alice,

2001, p.129) [my emphasis]

On the trial scene and at the end of Chapter XII (‘Alice’s Evidence’), when the King

was trying to understand the nonsensical poem “They told me You had been to Her” as

evidence of the Knave’s guilt, an interesting instance of homonymy occurs involving the

word “fit’. ‘Fit’ has two possible interpretations in that context: either ‘fit’ * (noun. a nervous

spasm, attack or outburst, outbreak of anger) or ‘fit’ ® (verb. to suit). The six Arabic versions

are shown below:

Child-oriented TTs Dual readership TTs Adult-oriented TT

Kiwan El Kholy Al Jabbas Abdul Salam Omran Saad
cmbeat ¥ el | bt Yl Oabaai ¥ il | el o1 Gl e OF " AL Jla 5 [ (e g el il Canaal]
Lol by | dugin i Lyl | egie bl 4y Lozalb clial | Ldgsas o)l gL da
Yol e | e b | Lo e | ol S Gall | @l Guw Al sl BEST'S
, fit) s | "okl L e Y oA ekl Sl ¥ clalKi b g canal of | 240 3 (Miga A 3 Ll
ot Lyl i Yol G | i, fit) i |oad) L (DA e oall egise | S pmall )l
S (g | s oabeal | (s i Lal | e i€l e S R N R PR RSt
e D L) (sl o bl el Ay sl Jae Cpias Y S it | eIl e D 6 ja Bl
RAHNE YiaiueYe | cdale sy Gl Y13 daasl) Cileaall J L Lagd aliall
(240 .p) | ... ¢hle Gt | 1LV e e (p.155) | sl loseall i | et ) (Rna 4 5)
Y 4 e ) o (S e Y ) (e LaJl) s
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O8Ol s cediameddl " | el o laald ulia
ILEIYL Le S (p.240) Mkdl | (sl Al) (R
Jala LIS Canl J2a"
(p-155) (p-162). "%aS
(p-198)
[you never [you never [you have never | [You never had | [ you never had an [you have never
have anger suffer from had fitness ... an  outbreak , | anger outbreak ... been into an anger
outbreaks ... madness then the words then words do | if you’re not afraid | outbreak ...itis a
then the words | outbreaks ... | don’t suit you] not suit you this | of nerve outbreaks, | knave’s outbreak ...
don’t suit you | then the time] then you’re not he said /sdmah
(which also song does afraid of the sbya/ which puns
means ‘fit’ not apply to knave’s outbreak with /sdmah asbya /
causing an you] (referring to the meaning by /sdmah
outbreak)]. Knave)] sbya/ The Knave]

The translation of this homonymy illustrates a deviation among the three groups, it

has been dealt with differently according to the intended audience. Taking Kiwan’s

translation, both intended meanings occur in her translation but her choice of the Arabic
equivalents ‘<L s [anger outbreaks] and ‘<& [suites you] are not playful; thus, LP— Non-
LP is the technique. Kiwan also joins this technique with Direct copy and Editorial
techniques. She copies the word ‘fit’ in its English form and adds an explanation of its other
possible meaning between brackets: (fit (254 candi Liail a3 5) [which also means causing an
outbreak]. So far, we can notice Kiwan’s tendency to use a combination of techniques at once
(LP— Non- LP, Direct copy, and Editorial techniques). The use of three techniques does not
really help her readers get the intended joke. It is also worth mentioning what I consider an
unjustified shift* to the scene that Kiwan does in her translation. When the King played with
the words in Alice, Kiwan renders ““It’s a pun!” the King added”, into « dsale 5 i Slld) il
1YL e Dl el [the King added, in an angry tone: she is playing with words]. This shift is
not only different from the ST, but it also contradicts the plot in Kiwan’s own translation, as

the reader already knows that the pun was said by the King and not the Queen.

32 My comments on ‘mistranslations’ or ‘errors’ are not intended as a criticism, but only highlights the
way renderings based on errors of analysis tends to disturb the coherence of the plot.
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El Kholy, too, has chosen LP— Non-LP as technique to render this instance of
homonymy. She renders “fit’ # into “0siall (e <l 5 [episodes of madness] and “fit’® into
“hi [applies] and the two Arabic equivalents are not assembled into word play. Al Jabbas
also introduced two meanings in his text. However, he misses the source meaning. Carroll
intended the first instance of ‘fit” A to mean (an outbreak of anger). This particular meaning is
suitable for that episode. The whole situation was meant to be ironic, as the Queen furiously
denies ever having a ‘fit” # while actually having one. Jabbas mistranslates the first one as
“Ayinll LI [fitness] so the idea of the Queen suffering from ‘fitness’ not only sounds absurd,
but it is also inconsistent with the rest of the context. He chose the word ‘sl funasibuk
[suitable for you] in the second stance.

As for the dual readership translations, the linguistic play has been somewhat
preserved. Abdul Salam opts to maintain her text within the domain of homonyms by
resorting to what is referred to in Arabic as /tawriyah/ ‘4,5, In order to do so, she plays on
the word ‘45 which has two possible connotations in Arabic: (noun, an outbreak) or
(adverb, once). She renders the first instance ‘fit”  into ‘453" [outbreak], then she literally
transfers “fit’ B into ‘.<lwlsi [suits you]. The two words are not playful in Arabic which could
be considered an instance of LP — Non-LP. However, the fact that Abdul Salam adds a
phrase which turns out to be homonymous with ‘fit’ #, made me consider the solution LP—»
Similar LP. The short phrase “4: 5il 224 [this time] includes the word ‘4 which Abdul
Salam has added to create a homonymy in Arabic. She even supports her translation with an

endnote to explain to her readers the source play and the solution she has chosen.>*

33 Ay ) ALl Lia e DU J S (o £t Al A pall Aadl) 8 e D0 08 5 MaSBL" el LS Miguae A 5t aS )
"5 ya" ad WS Mpae 4" a3 Al A (note 39, p.356) [ Lewis Carroll plays with the English word “fit”
which means “nervous breakdown” and could mean “suitable” and 1 played with the Arabic word 4 s which
could mean “nervous breakdown” or “once”].
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Therefore, together with LP— Similar LP, the technique of Editorial techniques has been
employed.

Saad, too, has maintained the language play in her translation; though, not within the
domain of homonymy. Her translation replaces the homonymy *fit #/fit 2> by paronymy. The
pair she has used “4sac ara sadmah asabiyah” and “4sa sxa sadmah sabiyah
constitutes jinas “ s, a form of paronymic play in Arabic. For that reason, her solution
has been assigned as an example of LP — Different LP. To make sure that her readers do not
miss the play, Saad uses Editorial techniques by adding a sentence where she explains the
Jjinds “ ;s [punning] that she came up with®*. Saad was able to keep the humour of the
passage and maintain coherence.

The adult-oriented translator Omran also resorts to a similar solution to Saad LP—
Different LP in her translation and she even uses the same paronymic pair. However, she
shifts the meaning slightly by translating “Then the words don’t fit you™ into * (udas ¥ &S o)
(S a ) ds) pall Sladall @lads Y 13 dpuasll cileasal)l ” [if you’re not afraid of nerve
outbreaks, then you’re not afraid of the knave’s outbreak (referring to the Knave)]. In her
translation, the Knave is referred to as “4Sll .»= which is a common name for that playing
card in Arabic. So Omran extracts her play from the word “==" by keeping the reference to
the Knave.

To round off the section on homonymy, I mention an example from Chapter IX (The
Mock Turtle’s Story) that occurred during Alice’s meeting with the Duchess:

Example 5

“There’s a large mustard-mine near here.

And the moral of that is — ‘“The more there is of mine, the less there is of yours.””

34 (Gslall Al) (Raaa A ) o laald Gulia (Rae 4 ) s Wi ) (Rasa 24 3f) J& [he said / Sadmah Sabiyah
/ which puns with / Sadmah asabiyah / meaning by / Sadmah aSabiyah / The Knave].
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(Alice, 2001, p.96) [my emphasis]

In this instance, Carroll produced his language play by contrasting the homonymous
pair ‘mine # / mine B> where the first means the noun (an excavation or system of excavations
made underground for the extraction of metals or metallic ores*’) or a pronoun (that which
belongs to me>®). The translations of this instance in the six versions that are part of the main

data of the thesis are presented below.

Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
dod paie n g e aai dass s paie 3a g oe Syl deleted
Oe by B pda B RS 83 sk s daall
A S LIS L @ g LS ool | L el L (e ol
;of mine ) wjall | ehal Gl piall | g LS Ua | J sale alJ LS | adgl (oA aaia
sty gl (Sl Jal s Ledlia | &l sale (i LS | (gl g o oA
LalS (Ll anial) OIS LS ¢ Sl (p. 109) | U o 13 (e
) 8l el s (p. 111) Lea JaY) llia OsSas Ja Al e
(p 172). RELNPIPTY OsSe Jlall 5 ¢ J
(p-131). <Al
(p. 146)
[there is a large | [there is a [there is alot | [thereisa [and
mustard mine large mine of mustard large mine for | speaking of
near here ... for mustard | that belongs | mustard near mustard
(wherever 1 ...whenever | to me near here...whenev | there’s a
have more of I have more | here ... er what is mustard-mine
mine :means [ you have whenever mine nearby, which
have more and less] there is increases, is yellow as a
also means something what is yours | mustard, and
excavation that belongs | decreases] the moral of it
too, (you will to me, there is that a lot of
have less) will be less mustard will
of what be mine and
belongs to less will be
you] yours]

Kiwan, once again, combines three techniques for the translation of this language

play, by providing literal equivalents ‘a>is’[excavation] and ‘s~ [I have] for ‘mine !, mine .

She even includes the ST homonym in its English form (Direct copy) and provides an

explanation between brackets ‘Lial axiall 5 a8’ [ (mine) means ‘T have’ and also

35 https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/118749?rskey=y6wv1A&result=1#eid

36https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/118750?rskey=y6wv1A&result=2#eid



https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/118749?rskey=y6wv1A&result=1#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/118750?rskey=y6wv1A&result=2#eid
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means ‘excavation’]. Unfortunately, all these three techniques used in her translation do not
seem to help preserve the linguistic play, nor the humour.

El Kholy seems to remain at the level of literally reconstructing the lexical content of
every word. Her text does not feature any type of technique able to create a language play
effect; LP— Non-LP has been used. In Al Jabbas’s translation, it seems that the translator
has, again, deviated from the intended meaning of the source play. Instead of providing the
two meanings in his text, as the other translators did, he translates literally the word ‘mine ’
and ignores the first one ‘mine ! So the sentence “there’s a large mustard-mine near here” is
rendered as ““ Ua e @ 3l o pald IS Ja)ja @lla [ there is a lot of mustard that belongs to me
near here].

The technique LP— Non-LP has been employed too by Abdul Salam in her
translation. As usual, she provides it with editorial techniques in the form of an endnote?” that
compensates for the loss by explaining to her readers Carroll’s intended play on the word
‘mine’.

Saad is the only translator that has been able to preserve this homonymy in her
translation; however, the homonymy shifts from both meanings of ‘mine’ into the play on the
word ‘mustard’. To do so, she imposes some shift of meaning to her text. In Saad’s
translation, the Duchess’s reply to Alice says: « «Jaja anie la o jdlh aa g Jo Al e Euaally
A G S Jlill 5 ¢ o sSan Ja AN e I 1138 (e s a5 ¢ 2 A 430 [“speaking of mustard
there’s a mustard-mine nearby, which is yellow as a mustard, and the moral of it is that a lot
of mustard will be mine and less will be yours”]. By adding the phrase ‘2> 43 5” meaning

‘yellow as mustard’, Saad was able to create a different homonymous play on the word

37 Ladli Ua J g8 G sl e D% "mine " She o Lo " ddilae ey "ania Sra Jeag 3¢5 Y (note 23, p.353).
[Lewis Carroll is manipulating the English word “mine” which means “excavation” and it carries the meaning
“what is mine”].



156

“203”. In Arabic it could carry two possible connotations; an adjective ‘23 [yellow as
mustard] or it could mean [my mustard] the final letter ‘¢’ becomes a possessive pronoun.
That justifies the Duchess’s subsequent moral that a lot of mustard will be hers. I labelled this
solution as LP —» Similar LP and not as LP— Different LP since the play, although has moved
from ‘mine’ to ‘mustard’ remains within the domain of homonymy.

In Omran’s adult-oriented translation, it is surprising to find that Omission technique
has been employed. In fact, a lengthy part of the passage, of nearly thirty lines, starting from
“It’s a mineral, I think,” said Alice.” (4lice, 2001, p. 96) until “Thinking again?”’ (Alice,

2001, p. 97) has been deleted with no apparent justification.

5.4 Language play based on homophony

Homophony, as stated in Chapter Two, refers to words that have the same
pronunciation but have different spellings. Homophones are not as frequent as homonyms
and paronyms; only seven examples of homophonic play have been found in Alice.

The data includes seven instances of homophones, which yield 42 translated
segments, across the six Arabic translations. The number of techniques employed, though, is
still higher than that (62 times), as translators sometimes use two or three techniques in the
same pair of segments as will be discussed below. Table 6 shows the frequency distribution
of pairs of ST+TT segments across translation techniques. The main findings are summarized

in the figure below.
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Chart 3. Frequency distribution of techniques used for the translation of
homophones. (LP = language play), (RRD = Related rhetorical device), (0= zero).
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The figure above reveals the overall behaviour towards the translation of homophones

in the TTs. However, if we want to observe the treatment individually in the six translations,

see Table 6 below.

Table 5. Distribution of techniques used in homophony across Arabic translations (LP

= language play)
A
i E ﬂ s T 'é S z
g 5 A S | 8 8| 58| 1 = g
= = — U = = T 2= 9 S 2
2 = a — =i o= | 2= Z - A
= = == 7 = £ 2 2 '
= g ) ! a = [3] T I~ T B
< = g 0 R2l e |~ ) C
1 |~ SR
ﬁ ] =
Child- Kiwan 2 7 6
oriented TTs | E] Kholy 3 3 4 1
Al Jabbas 3 4
Dual Abdul 7 3
readership | Salam
TTs Saad 3 3 4
Adult- Omran 3 2 4
oriented TT
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As the table reveals, only four techniques have been used for the translation of
homophones. LP— Non-LP was again the mostly used technique, LP— Different LP
(interestingly) comes next in 19 times of the cases, followed by Editorial techniques, then
lastly the technique of Direct copy has been employed in seven cases only by child-oriented
translators. The analysis below discusses some interesting examples of homophones in Alice
and their renderings in the six Arabic translations.

One of the most famous examples of homophones in Alice appears in Chapter III (A
Caucus Race and A Long Tale) when the Mouse is about to recite to Alice his personal story

about why he hates cats and dogs.

Example 6

‘Mine is a long and a sad tale!” said the Mouse, turning to Alice and sighing.
‘It is a long tail, certainly,’ said Alice, looking down with wonder at the Mouse’s tail;

‘but why do you call it sad?’ (Alice, 2001, p.34) [my emphasis]

This example includes a homophonic play on the two words ‘tale’ meaning “a story or

narrative”3®

and ‘tail’, “The posterior extremity of an animal, in position opposite to the
head”*. Due to the similarity in sound, humour is achieved when Alice confuses the Mouse’s
‘tale’ with his ‘tail’. In Arabic, the problem occurs as the corresponding equivalents ‘4.z’

[story] and ‘ds¥’ [tail] are not homophonic nouns. What makes this example even more

challenging, is the fact that Carroll follows this homophonic play with a graphical play where

38 https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/197201?rskey=E820Pd&result=1#eid

Shttps://www-oed-com.ezproxye.bham.ac.uk/view/Entry/197067 2rskey=QZkgUx &result=1#eid



https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/197201?rskey=E82oPd&result=1#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/197067?rskey=QZkgUx&result=1#eid
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the Mouse’s story is illustrated in the shape of a mouse’s tail. (As we shall see in the

following Section 5.5). The six Arabic texts translate this homophonic play as follows:

Child-oriented TTs

Dual readership TTs

Adult-oriented TT

Kiwan | El Kholy Al Jabbas Abdul Salam | Saad Omran
G O | Ak s g RNV il | ALk s O | ey dsh e o
a(tail) Jie Lelia Ay a5 Ly las dishe Lo dals 4y 3 Ledl Sall e s
Aghiad | cd@n ()13 J "aa Al MOAL Gk | BT A, i Lk
o R Db a5 ull iy 4l "oros | ol ol oSl | O ) ey
oull e dd () ol jrialy il 92 s ol Al | L AT ASs  ies leduai ol g3l
Qi | ok dS e S by |l g8 ks | ) ek el (p. 38) "% sl
b A 3Ll oS0 5 2ty AL a Y et | dle Aaaa
dn "8 e ) J s maa | Wshadl 5| ey el daia
(tale) (p.37) Wpsh Ll | 4l s 13l o< b4l gl am
al GlE Mo | (p.34) "oes | ol das oSl ik
dish do A ol "l S
S raslally o) i (p.56)
s I3 o
o b L
(p.52) daall
soalls
lele
(p-43).
[“my story (tale) | [“my tale is long | [“it is very [“the subject [my story is long | [ my story is very
is a long sad and sad as my long and very is long and and sad, long and sad ... it is
story! Said tail. Alice said sad.” The has a sad especially its tail | certainly very
Alice, looking while looking Mouse sighed ending... it ... Alice did not long, while looking
with wonder at | astonishingly at | astonishingly is certainly realize that the tail | down at the
the Mouse’s tail | the Mouse’s while looking long but of his story means | Mouse’s tail, but it
(tail): it is tale: it is at his tail. why do you its ending, that’s why do describe it
certainly a long | certainly a long | “True, it call it sad”] why she looked [as sad
tail; but why do | tale but why do | is very astonishingly at
you call it sad”] | you call it long” the Mouse’s tail.
sad?”’] said Yes, I can see that
Alice it is a long tail,
while but how can it be
looking sad].
too at the
tail with
apparent
amazeme
nt
“but why
do you
consider
it sad?”’]

As clear above, the homophonic play on tail/tale was not retained in the three child-

oriented translations, nor any other type of language play was produced; therefore, the

technique adopted in the TTs is LP— Non-LP. However, the translators approach this

technique differently in this example. Kiwan maintains both meanings in her translation but
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assembles them into non-playful equivalents ‘“4<8 [story] and ‘J:®’ [tail]. She adds the
technique of Direct copy in her translation, where she inserts the homophones ‘tail” and ‘tale’
in their original English form in her translation. Her combination of these two techniques
does not seem to help her young readers grasp the humour nor the play. Not only the play and
humour have been lost in her translation, but it might be difficult for her young readers,
especially those with no prior knowledge of English, to grasp the language play.

As for the translation of this homophonic play, El Kholy points out that there is no
equivalent homophone that indicates both intended meanings ‘tale’ and ‘tail’ in Arabic,
which is why this play, she claims “cannot be translated into Arabic” (El Kholy, 2013,
p.135). Although the play is lost in her translation, El Kholy seems to realize that this play is
important to the narrative and supports the development of the story, especially when Carroll
follows the homophones tail/tale with another dependent graphical play. She alters the
elements of nonsense by making the Mouse tell Alice in advance that © lefie 23 s 54l g USs o)
b Jie” [my story is long and sad as my tail]. Thus, the source of Alice’s surprise becomes
the analogy between the sadness of the 7ai/ and the fale and not as the problem of the ST of
how a tail can be sad. This nonsensical comparison might allow her young readers to follow
subsequent misunderstanding and justifies why the story is printed in the shape of a mouse’s
tail (see the following mention of Graphical play). As for her use of the technique of
Editorial technique, in the same instance, it is not really clear to me how El Kholy’s footnote
“tail/tale J=¥) 1" [look at the original tail/tale] (Kholy, 2013, p.37) could help her
audience’s understanding of the play.

Al Jabbas abandons the confusion created in the ST between ‘tail” and ‘tale’. In the
exchange between Alice and the Mouse; Al Jabbas keeps all the reference (of being sad and
long) to the ‘tale’ “las 44 ja 5 las 4l 5k L3l [it is very long and very sad]. While he makes Alice

look down at the Mouse’s tail not because she is confused but because she is only wondering
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why the Mouse is looking down at his tail. The language play, as well as the humour is also
lost in Al Jabbas translation through the use of LP—>Non-LP technique.

As for Abdul Salam, she transfers “Mine is a long and a sad tale!” into: © Jish g s sall
e~ 4wy’ [the subject is long and has a sad ending]. So, she translates ‘tale’ into ‘g swa <’
[subject] and preserves the association of ‘tail” by choosing the Arabic word tadhyil ‘41w
which in Arabic is considered ‘\&iis’ a derivative from the root dhayl ‘JY” meaning ‘tail .
So, when Alice hears the word ‘4luX” what comes to her mind is the Mouse’s ‘¥’ [tail].
Since the two words ‘J»” and ‘4luX” are more of a paronymic relationship than a homophonic
one, I consider the technique LP— Different LP. She also combines this technique with
Editorial techniques by providing an endnote*’ to explain Carroll’s intended homophonic
play.

Saad, similar to Abdul Salam, opts for a solution that maintains the connection
between ‘tail” and ‘tale’. Saad renders “Mine is a long and a sad tale!” into * 4L sk S~
JaAlL (slaty L Auald A4 3 517 [miy story is long and sad, especially in relation to its tail]. Then,
to make sure that her readers get the joke, she adds the sentence « J (sixe O &) ull (3
Lolas dunaia o le A8a0 (8 LAl b ) ke SlA W AT 43887 [Allice did not realize that the tail of
his story means its ending, that’s why she looked astonishingly at the Mouse’s tail]. By doing
so she does not only preserve the connection but even a similar humorous confusion as in the
source has been maintained in her TT. Because she produces a homonymous play in Arabic

on the word ‘J»¥’, her solution is considered LP — Different LP. Similar to Abdul Salam, she

40 Idl ey Cus Ay pdasy) Al BUIG Ce S Ua aa gtai]l Ll s "AlSa"tale 8 ilisal 5 ghill 8 4d il
"L sladl(note 7, p.350) [there is a play in the English words ‘tale’ meaning a story and ‘tail” meaning an
animal’s end, which are pronounced the same but have different spellings].
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combines it with Editorial techniques where she provides an explanation of her translation of
tail/tale homophony in her lengthy introduction*.

Omran, although targeting an adult-readership, obtains a similar solution to child-
oriented translators by using the technique LP— Non-LP. Her translation adheres to the
lexical components of the ST. She literally reproduces the passage as Carroll wrote it into

Arabic, thereby, she keeps the information but leaves out the humour.

Another interesting example of homophones occurs later in the same episode, in the

play on ‘not’ and ‘knot’:

Example 7

“You had got to the fifth bend, I think?’
‘I had not!’ cried the Mouse, sharply and very angrily.
‘A knot!’ said Alice, always ready to make herself useful, and looking anxiously about her,

‘Oh, do let me help to undo it!” (4lice, 2001, p. 36) [emphasis is mine]

Like ‘tail’ and ‘tale’, the words for the homophonic pair ‘not” and ‘knot’ do not sound
the same in Arabic and translators had to resort to a number of solutions that enabled, at least,

most of them to retain the humour as well as the play. The six translations are as follows:

A1 g8 Lalia) G 65 ypemd w4 Wl ¢ 03 mas 5V (tail — tale) cnielS (sl agliy 4y lasy) dall) &
sle el 4y gl 0 JSE o aulSa L padd A V) g anlSad Sl o e g J)gha alid )l el Gl
Led Gl 35, JBA e ¥ W 8 S Y el ) i LS LS jmy ilelinl(p. 15) [In English the two words “tail-
tale’ meaning ‘mouse’s tail’ and ‘short story’ have similar pronunciation. That is why Alice gets confused. She
keeps looking at the Mouse’s tail the whole time. And the verse which sums up the Mouse’s story comes in a
shape of a twisted tail with many curves. Which gets smaller as we approach the end. Because Carroll prints the
verse the way Alice sees it].
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Child-oriented TTs Dual readership TTs Adult-
oriented
TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
Cabariall Cualy cuil Claagda™ | ) claay el Ciloa g il agic i | Lidads o8 Wl agic fn Caaly 38
Jadl b | aalall saiall N | dual ol | selad) iaidll coualall il | Cualaldl iaial) il
not Al Laxiiue) Giadll | Saie | ASall saie ) NS Ll | Gl Y L A | le eelal
() (e Sl sl | e el e fogl Bany Jall sla [ o1 e LAY el
S dadiiuse) 52ic Jasy g 3asy mela LIERTEV SUNC-SN S syseall | daal al 14l
aie Jaiknot | el Y":yad (p-44) G 1l daal | ety Y1 saie ) aay
sage 4] f Leia Uik Calld ety relaie |l J e LLAadkal
Banivee ol 8 (Lo | caiad "zl A gadl) ] B | 81 Yl jlacal P RES
oty esaelual | easaie el e Saaie Gl | ) sakal) olls Laly | daelud e
el dighy jhu | Jidleld Tlgda Gidhielal | jeadill b s e
&b aelud Jeas "Mlgls (p.36) "l Lglal (p-39)
"sadall &l s | (pp.38-39) (p-58)
(p-54)
[ You have [Did you [I think you’ve got to | [I think you’ve [ T think we [ T had got
reached the fifth | reach the the fifth bend ... I got to the fifth passed the to the fifth
turn. I haven’t fifth hadn’t got to the bend, haven’t fifth bend in bend, I
used the word problem conflict of the story | you? ... I have ,the tail... No think!
not’ meaning' Cried the ... knot? Oh, let me | not because of this is not how | I had not
Inegation. knot | Mouse help you undo it] your problems it looks like at | got to the
’using ‘knot angrily: | ... your tail has | all, while story’s
meaning a loop don’t think a knot? let me looking at the | climax yet
thinking he has a | so! help you undo Mouse’s tale ... knot!
sort of a knot] Alice said: it] then we’ve ... Oh! Let me
you think, reached that help you
you have a knot in the undo it]
problem let tail, let me
me help you undo it for
solve it] you]

Kiwan, as usual, stays within the domain of literal translation. She translates ‘not’ and

‘knot’ into ‘A" [not] and ‘328’ [knot]. Then she adds a description between brackets where

she provides the English homophones and their intended meanings in the ST. Therefore, a

combination of three techniques; LP— Non-LP, Editorial techniques and Direct copy have

been utilized.

In El Kholy’s translation, when Alice says to the Mouse “you had got to the fifth

bend, I think” El Kholy translates the word “bend” into ‘s3sc’ meaning [knot] then she

provides the literal translation *!<l3 s&ie ¥ for ‘T had not’. She transfers the two intended

meanings in her translation, but they are not assembled into a play, therefore, she used LP—
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Non-LP. She even resorts to Editorial technique when she supports her translation with a
footnote * (sixa: & 5l A0Saall 32811 [knot means a problem or negation]. As with her
translation of the previous homophones ‘tail/tale’, it is not clear to me how this footnote may
assist her young readers in any way. However, it is important to point out that El Kholy has
employed footnotes only twice in her translation and both cases were dedicated to
homophones. It also seems that El Kholy tries to compensate for the loss, somehow, by
altering the dialogue and creating another type of misunderstanding. The humour is created
by the confusion that follows; the Mouse answers Alice: ‘<l a&iei ¥* [T don’t think so!] then
Alice only hears “I think so!” and replies ‘!lels & daclul Jieasaie el casia?” [you think so,
you have a problem let me help you solve it.].

Al Jabbas, on the other hand, has used the technique LP— Different LP in his text. He
was able to recreate not only the humour and confusion, but he was able to achieve a different
type of play in his target text by adding some extra phrase ‘“\Sall 323’ He replaced the
homophonic play with a homonymic one on the word ° 333’ by using it in two senses the first
means the climax of a story, while the second is knot. The Mouse says to Alice: © i) dual Al
4Sall 33 [T hadn’t got to the conflict of the story] Alice misinterprets the word ‘ugdah ‘s3e’
[conflict] here as knot and she subsequently offers to untie the knot ‘lela e daclul ey,
Alice understands the second meaning and a similar confusion occurs in Arabic. The original
intention of the ST pun is kept, that is to say that Alice mistakes the adverb ‘not’ for the noun
‘knot’.

As seen in Al Jabbas’s translation, Abdul Salam has utilised the technique LP—
Different LP in her text too. She literally translates ‘I had not” into ‘“4) Jual a1” then she
follows it with the additional phrase ‘<le s’ [because of your problems]. So, when Alice

hears the word ‘e’ ‘ugadik she confuses it with the word ‘3¢’ ‘ugdah instead, which is the
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Arabic equivalent of “knot’. That is why she offers later to help the Mouse by saying © <l
lela 8 aelud jiea S335e” [you have a knot in your tail, let me help you undo it].

In Saad’s translation, both meanings ‘knot’ and ‘not” were present in her text but they
were not assembled into a play. ‘Not’ is transferred literally into ‘¥’ and to preserve the
association of “knot’, Saad adds the phrase ‘Ul lelal Jies (JAll & ) sagall el Uisly &Y (,3)° [then
we reached that knot in the tail, let me help you undo it]. It seems that the translator adds this
extra phrase not to achieve a play, but merely to preserve some sort of humour in her text.
Therefore, the technique is considered a case of LP— Non-LP. A solution of using LP—
Different LP, was obtained by Omran in her translation of the homophonic pair ‘not’ and
‘knot’. She adds the phrase ‘“4\Sall saic ) asy Jual & [T had not gotten to the story’s climax
yet]. She uses the word ‘338’ which in her context means (climax) while it could also mean

‘knot’. Thus, the same confusion is recreated once again.

A final example to be discussed in this section is an interesting instance that occurs in

Chapter VI (Pig and Pepper).

Example 8
“You see the earth takes twenty-four hours to turn round on its axis —’
‘Talking of axes,’ said the Duchess, ‘chop off her head!”

(Alice, 2001, p. 63) [my emphasis].

In the above conversation, ‘axis’ and ‘axes’ are two homophonic words that look

different but sound the same. ‘Axis’ refers to “The imaginary straight line about which a
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742 "while ‘axes’ is the plural form of ‘axe’: “A

body (e.g., the Earth or other planet) rotates
tool or instrument for hewing, cleaving, or chopping, trees, wood, ice, etc.”*. ‘Axes’ is also
the plural of ‘axis’ in English. This homophonic play has been lost in the child-oriented and

adult-oriented groups while only being preserved in the two dual-oriented translations. Let us

look at the six renderings of these homophones:

Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan | El Kholy Al Jabbas Abdul Salam | Saad Omran
=Y el G2V O | des 58 o W) | Gt G Y] | Gk pa)Y) | Ll s 53 )Y
Al x| L)l (ks Ol by L Gude sl | Gixde sl | aul e e el
s Acle (ppde 5 | Aelu (pde &) e Sle Olsall de b sildels e Aol Gy e
L sae dss dss ol | delugiylies | [Alymads | Losedss oldll e Cuaally
.." - (Axis) Vs lapsaa | ol Gady Lad Gedill Al | e Cuaally 13}l (adadl
oo dyaal) duliey ebd Say | LG ey gn | sl gl BT PO\ (p.78)
(Axes ) ossd) .8yl (p.86) Al o) candlls Dsa akdl
el akadl | apaall daliag aad axkais Lewsl
(p-110) Llill e dpaall daliars | (p.1
A8 kil gl e 00)
sl Ll 5 ) galadl
(p.7 (p-71)
4)
[you know that [the earth [the earth [the earth [the earth [the earth turns
the earth takes takes turns around takes twenty- | twenty four | around itself
twenty-four twenty-four | itself four hours to hours to continuously for
hours to turn hours to turn | continuously turn around its | turn around | twenty four hours
around its axis around its for twenty axis in that its axis .. ...speaking of axe
(axis) speaking | axis and you | four hours ... period of speaking of | cut off his head[
of axes (axes) can’t cut off | speaking of time... time is | axis cut off
cut off her head] | the cycle ... | axe, cut off like a sword if | the axis of
speaking of | her head ] you don’tcut | her head[
cats cut off it it will cut
the cat’s you]
neck]

The consistency in Kiwan’s behaviour is interesting. She employs LP— Non-LP by
rendering the Arabic equivalents ‘s>’ [axis] and ‘w#s38) [axes]. Then she copies the source
homophones in their English form. In fact, Kiwan has used Direct copy in almost all

instances of homophonic play in her translation.

42 https://www-oed-

com.ezproxye.bham.ac.uk/view/Entry/14054?rskey=gKNFkp&result=1&isAdvanced=false#eid
https://www-oed-
com.ezproxye.bham.ac.uk/view/Entry/14013?rskey=ngjO61&result=1&isAdvanced=false#eid



https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/14054?rskey=gKNFkp&result=1&isAdvanced=false#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/14054?rskey=gKNFkp&result=1&isAdvanced=false#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/14013?rskey=ngjO6l&result=1&isAdvanced=false#eid
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/14013?rskey=ngjO6l&result=1&isAdvanced=false#eid
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In this example, El Kholy transfers ‘axis’ literally into ‘s>’ and ignores ‘axes’ in her
translation. She expands her translation by adding the phrase ‘3,53 oda8 (Say ¥ 5> which means
[you can’t cut off the cycle]. Then she transfers “Talking of axes ... chop off her head” into
‘adadl) 48 ) aadl Jakadll (e Euaall duuliay’ [speaking of cats, chop off the cat’s neck]. The addition
allows her to maintain a similar association to the sentence of death to the original. However,
she applies an unnecessary shift to the plot when she lets the Duchess sentence the Cheshire
Cat instead of Alice.

Al Jabbas transfers the original meaning in his text without assembling the play.
“Turn round on its axis” becomes ‘i Js> 535" [turns around itself]. Then the word ‘s’
[the axe] is introduced abruptly in the translation. The reader has no clue of what the source
of the Duchess’s utterance is “Talking of axes ... chop off her head” and the reason she said
that. Omran, the adult-oriented translation, applies a similar solution too.

Abdul Salam has not maintained the original play, but she was able to create a
different type of play by applying some additions to her translations. She adds the phrase ©
< gl (e 8yl G [at that period of time] to Alice’s speech. Then the Duchess takes the chance
of hearing the word ‘<2)” [time] to give Alice a moral about time. She uses idiom (‘J’
/mathal/ in Arabic) which does not have any correspondence in the English text: ¢ —awllS & gl
alad 42k ol )" which can be back translated as [time is like a sword if you don’t cut it will
cut you]. By adding the idiom, Abdul Salam was able to imitate the Duchess’s moralistic
attitude that Carroll has created in the original passage. The translator later changes ‘speaking
of axis’ into ‘o gdl e Cuaall duliay 5 [speaking of swords] to suit the moral used. Therefore,
in this case we can consider the solution a creative instance of LP— Different LP.

LP — Different LP has been used too in Saad’s translation. In the first instance, Saad
translates ‘axis’ literally into ‘s>« then the Duchess replies: ¢ Jss 2hdl . ) daall e Cuaally

Ll [speaking of axis cut off the axis of her head]. Although Saad has ignored the second
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word ‘axes’ in the homophonic pair, she created another homonymic play on the word s>’

[axis] while keeping a similar association to the death sentence as in the original.

5.5 Graphical play

This section discusses the translation of Graphical play, which refers to Carroll’s
representation of texts in a shape of an object. This section is relatively short, as there is only
one instance of graphical play that Carroll employed in Alice. Following the homophonic
play on ‘tale’ and ‘tail’, discussed previously (Section 5.4), Carroll embedded the Mouse’s
story graphically within the shape of a tail where the font gets progressively smaller to its end
(see Figure 12 below). Martin Gardner’s note on that page explains that the “Mouse’s tale is
perhaps the best-known example in English of emblematic, or figured, verse: poems printed
in such a way that they resemble something related to their subject matter.” (Alice, 2001,

p.34, note 4).

Example 9

“Fury said to
a mouse, That
he met in the
house, ‘Let

us both go
to law: [/
will pros-
ecute you.—
Come, I’ll
take no de-
nial: We
must have
the trial;
For really
this morn-
ing I've
nothing
to do
s

Figure 12. The Mouse’s tail Graphical play in Alice in Wonderland.
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To retain the graphical play here, translators would need to recreate the tail-shaped
layout of the Mouse’s tale in their texts. Crystal points out that: “These effects are usually
capable of being turned into graphic equivalents in other languages without too much
difficulty” (2015, p.17). Nevertheless, this was not the case in the Arabic translations; this
could perhaps be due to print-layout restrictions imposed by the publishers. Some translations
ignore the Graphical play altogether, and others who have tried to imitate it did not get the
layout exactly right in their texts, and that may explain why they have supported their
renderings with some sort of Editorial techniques. Before we look at the translations, it is
important to mention that the analysis here is not concerned with the detailed content of the
verse, as what matters is the graphical layout of this verse in the ST as well as its TTs. For the
translation of this Graphical play, only three techniques have been used in the six Arabic

translations (see Chart 4 below).

3.5
3 3 3

3
2.5
2
1.5
1
0.5

0 0 0 0 0 0
0

] < < ] % < 3 D

(D\,Q\) \0 &e {\\\/ :\\ zﬁ\) ’Q\ &6 QS-Q OG\/ \‘CJOQ ’.Q\%%\O
S xQ ) &
; & g\& & N S & )
& S S xS »
<0 \OQ © .& & > 3 Q
S &

Chart 4. Frequency distribution of techniques used for the translation of graphical
play. (LP = language play), (RRD = Related rhetorical device), (@ = Zero)
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As clear from the chart above, the LP— Similar LP, Editorial techniques, and
LP— Different LP have been used equally in the present data set. The technique LP — Non-
LP indicates that the translator has transferred the content of the poem into their texts;
however, they presented the Mouse’s tale in a plain non-graphical manner. This has happened
in the child-oriented texts of Kiwan and Al Jabbas, as well as in Omran’s adult-oriented
translation. Due to the limit of space and the verse being rather long, I will not include these
translations here as they are all presented in Appendix 4.

The other technique that has been utilized is LP — Similar LP. This technique entails
that the translator was able to introduce a Graphic play in the target text. Three translations
display the Graphical play in their texts: El Kholy’s child-oriented translation and Abdul

Salam’s and Saad’s dual readership texts. See their renderings below:

,MJI.! (llau . s ”’ub’&d
aan LM JE Chall 25 53l
:_,l.\ll‘,l &G P
s o A ot G
it TP
Sylll &) ke R e
il LSl o sl i
Uiyl b e ai b
:&‘J N Jeblons Zon ek el g |
J S yde ey
f“: d,;n..s_i' |\j J"-‘i
e
iga iy L dade g
I a0 Ul L
Jliy cudill 5, el 2l 4
;’“" ] TSR vt A
. fSagy .
cyllydde f;‘_{‘, il o sl
Jall b p Yy 6 edlemali 22 51y
. il
005K ) G ¥ ] £ amg gl il Ao 3y B Al s LI
R o ALY pmall LS G
O%sall J cliay a1l ey ol o A ,_111 o s Jgile il
o Ul geidiuh n
s Jes pall le oSy
s RS Py
"’_"f.;»).ﬂ,y, A ol
il f LA a3 "pr » ‘
38
35

(El Kholy, 2012, p.38)

(Abdul Salam, 2012, p.35)

(Saad, 2020, p.57)

Figure 13. The Mouse’s tale in the translations of El Kholy, Al Jabbas and Saad.
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A similar play has been introduced graphically in the above translations, with some
minor changes. When we compare the ‘sad tale’ in the original (Figure 12) and the three
translations (Figure 13), and we can notice some differences between them. While the
original has five bends, the TTs have only two in Kholy’s, eight in Abdul Salam’s, and three
bends in Saad’s translation. It is important if the translators have imitated the exact layout of
the graphical poem to suit the plot. Because we know that Alice tells the Mouse, later, that he
“had got to the fifth bend” (4/ice, 2001, p.36). Another difference can be noted in the font
size. It stays the same and does not get gradually smaller as in the original.

Overall, the translations do not quite resemble the shape of a tail as the original does.
That is what might explain why the translators have utilised Editorial techniques to guide the
attention of their readers to the unclear Graphical play. El Kholy inserts a short footnote
where she explains explicitly to her young readers that the lines of the story are arranged on
the shape of a Mouse’s tail. “ )l Ji 43 e shandl i 53 (EI Kholy, 2012, p.28). She wants to
make sure that the play is not missed. Abdul Salam provides a lengthy endnote that explains
in details Carroll’s graphical play (Abdul Salam, 2012, p.350, note 8). And Saad points out to
this Graphical play in her introduction to the translation (Saad, 2020, p.15). In all, the three
translators did not ignore the graphical play in their texts but tried to imitate the play to some
extent. With these minor changes, the reader would probably still notice that the layout of the
text has changed in these lines. And the provided editorial notes will aid them to associate the
lines with the Mouse’s tail. That is why I have labelled these solutions as LP — Similar LP.
We can, also, notice a causal relation between the translation of the previous homophonic
pair ‘tale’ and ‘tail’ and the recreation of this language play. When translators managed to
create the homophonic play, they recreated the graphical one, except for El Kholy, who has
not managed to keep the homophones, but who retrieved the graphical play and even

supported both play with editorial notes.
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5.6 Letter-based play

This section analyzes Letter-based play which refers to Carroll’s manipulation of
letters of the alphabet in A/ice. Eight instances of letter play have been found in the data
following examination of 48 translation segments. The analysis reveals four different

techniques which have been utilised by the translators, as shown in Chart 5 below.

30
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Chart S. Frequency distribution of techniques used for the translation of Letter-based
play. (LP = language play), (RRD= Related rhetorical device), (0 =Zero)

It can be noted from the chart that letter-based play has been less challenging for Arab
translators; LP— Similar LP is the mostly used technique which has been used in 26 out of
the 48 translation segments. Therefore, Letter-based play is, so far, the most productive type
of language play adopted in the Arabic translations. While LP — Non-LP and Direct copy
come next with 12 and ten cases, respectively. Finally, Editorial techniques are used three

times for the translation of Letter-based play (see Table 7).
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Table 6. Distribution of techniques used in Letter-based play across Arabic

translations.
=%
A | = = -S|~
~— L >
: E ~ |75 |5 28|38 | |§ |=
S 2 Tl & | |58 2% |2 s Z
£ 2 112|582 |82|vE|Y |E |E
< = [ = A =2 3 8 = )
= s | 1 Sl &5 | A a
Z S s — f -
Child- Kiwan 3 4 3
oriented El Kholy 5 1
TTs Al Jabbas 3 3 3
Dual Abdul 6 1
readership | Salam
TTs Saad 6 2
Adult- Omran 3 4 4
oriented
TT

The table above clarifies some differences attributed to the target readership. The
technique of Editorial techniques has been used solely by dual readership translators Abdul
Salam and Saad. And the techniques LP— Non-LP and Direct copy have been used mostly
by the child-oriented group as well as the adult-oriented translation. To see how these

techniques have been utilized, the following instances of Letter-based play are discussed.

Example 10

“and why is it is you hate — C and D,” she added in a whisper, half afraid that it would

be offended again. (Alice, 2001, p.34) [my emphasis]

In the Mouse episode in Chapter III (A Caucus-Race and a Long Tale), Alice asks the
Mouse to tell her why he is afraid of ‘cats’ and ‘dogs’; but, instead of using the whole words,

she only uses the initial capital letters ‘C’ and ‘D’ instead. The six renderings are as follows:
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Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
a3l Gl it B | Ll o,Si | ey ) sl el ol < e TSN
Ay sl N gL <l Ll Gl eSS a5 Al (il ganl (p- 38)
(.5 (p.37) (p-43) (0-34) | Som gl o
0) dis g d
(p-56)
[why doyou | [whydoyouhate | [why do | [thereason that | [the reason of [why do you hate
hate the C... | the C... and the you hate | makes you hate | your hate of the the C... and the
and the D...] | do...] the ca.. | the C... and the | animals which D...]
and the | D...] names starts with
D...] the two letters ‘C’
and the ‘D’.]

This Letter-based play seems easy to produce: all six translations transfer this play

into their texts. In the ST, Carroll presented the play by capitalizing the initial letters ‘C’ and

‘D’. There are no capital letters in Arabic; therefore, translators imitated Carroll’s play by

inserting the first equivalent letters in Arabic /q/ ‘@ the first letter of gitar ‘bk® [cats] and /k/

‘& from kilab ‘<3S [dogs]. This solution is labelled as LP—» Similar LP. It is worth noting

that in two cases, the translators crop the two words and use nearly the first half of them (‘do’
and ‘ca’) instead of using the initial letter in their translations. This occurred in El Kholy’s
translation of ¢..2&I [the do...] and in Jabbas’s translation ‘}dl’ [the ca..]. These two cases
were still considered an instance of LP— Similar LP as similar humour is still present in the
TTs. And El Kholy and Al Jabbas might have considered that cropping the words was more
suitable for their young audience who would easily realize what is meant by cropping half of
the words rather than presenting only their initials ‘3’ and ‘<" and would still get the humour
presented in the situation. In a similar vein, Saad applies a solution that seems more suitable
especially for her younger group of audience. Besides recreating the letter play, she employs
the technique of Editorial techniques by making the play more explicit for her audience. She
adds the phrase ‘Legzan! i yal fagi pAlll (il saall (3P [the animals whose names start with the

letters].
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One of the famous instances of letter play occurs in Chapter VII (A Mad Tea-Party),

where Carroll creates a list of words that start with the same letter ‘m’ which meanings get

more and more abstract in contrast with the context of the episode.

Example 11

“Everything that begins with an M — ‘that begins with an M, such as mouse-traps,

and the moon, and memory, and muchness” (4lice, 2001, p.80) [my emphasis]

Commenting on this instance, Crystal (2015) points out: “This is a good example

where the form of the words is more important than the content, from the point of view of

translation. Translators have three options: ideally, they find another set of m-initial words

..., or they invent new m-words ..., or — the easiest option — they substitute a sequence in

which all the words begin with some other letter (a common practice)” (p.18). However, as

easy as Crystal’s solutions sound, not all translators have taken advantage of one of these

ideal options. The six renderings are as follows:

Child-Oriented TTs

Dual readership TTs

Adult-Oriented TT

(muchness)]

Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
(o Ciya lan L S ol dS | die sl Copalag e | el Gy Tag Al | Gopa fag l oludd) | Goja i 0 L)
ol Baas Jia aall Gy Ol Banan | ool SU) Jia Baas Jie "an" JI O Baae Jia aall
(moon) _dll 5 3anae Jie | 5805 cmoon yeills | ca SNy s Sy | e sk Glas ol b il «((Mouse-trap)
5 SIAl o)yl 5%l s cmemory 3 SNy | 5 Sha ¢( el skl 3513 ((Moon)
JAsies (memory) gl g . (muchness) (p-90) .3l 5505 «(Memory)
(muchness) SAsidls | (p. 108-109) (p-123) (p.97) (Muchness)
(p.142) (p-95)
[everything that | [everything | [everything that [that start with [things that start [things that start with
start with the that start start with the letter the letter K, with the letter M, | the letter M, such as
letter M, such as | with the M, such as such as chairs, such as mousetrap (Mouse-
mousetrap, and | letter M, mousetrap, and the | and bridges, and | mousetrap, and trap), and the moon
the moon such as moon (moon), and generosity and new moon (one of | (moon), and the
(moon), and the | mousetrap, | the memory muchness] the phases of the memory (memory)
memory brain, and | (memory) and moon), and the and muchness
(memory) and muchness] | muchness diary and chosen] | (muchness)]
available (muchness)]
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As clear above, Kiwan and Al Jabbas have favoured the content over the form in their
translations. They translated literally all the words in the sequence, thus losing the play. Not
only that they employed LP— Non-LP alone, but they accompanied that with Direct copy
where they write down the words as they are in their English form. As this solution has been
a tendency in Kiwan’s translation, it is not clear why Al Jabbas has resorted to this solution
for this particular play in his text.

El Kholy reproduces a similar language play in her translation. She recreates a
sequence of words all starting with the same letter ‘2’ [m] in Arabic; “mouse-trap” is literally
translated into misyadah ‘3xs=<’. The word ‘moon’ is deleted in the translation because, as
she explains, the Arabic equivalent gamar ‘ <" does not begin with the letter ‘m, the Arabic
word mukh ‘@’ [brain] replaces “memory”, and “muchness” is transferred into the Arabic
equivalent mutawaffir < % s’ (El Kholy, 2015, p. 46). She manages to achieve nonsense in
her translation by maintaining a similar development from real objects to abstract concepts.

Concerning the dual readership translations, Abdul Salam substitutes the list of words
with Arabic words starting with the letter ‘<> [k]. Her list includes the words karasi ‘=S
[chairs], kabart ‘s )-S’ [bridges], karam ‘28" , and kathrah 5"’ [muchness]. She includes
an endnote where she describes that she has changed the letter from ‘m’ to ‘k’ to suit the
translation of the final word ‘muchness’, which in Arabic starts with ‘&’#*, Saad has
maintained the play in her translation by using Arabic words starting with the letter ‘a” [m]:
‘bawad’ misyadah , ‘s S mudhakirah , ‘& muntaqat , and ‘3>’ muhaq. She even adds an
editorial note where she explains the meaning of the word ‘3ae’: < el ) ki (1 ) sk’ [one of

the moon’s phases].

M5 30 s el G el b i) el casall Gy i ol il a8 (5 3da3Y) Gail) dmuchness <l Wl
Ll Al Jls oot Caly Jalaay o 5l 138 0 & pue 388 (S G jag Ayl Al 8 a3 0, [In the English text, the
girls draw things starting with the letter ‘m’. By the end, the author writes that they draw ‘muchness’. And
because ‘muchness’ in Arabic starts with the letter ‘&l”, T expressed this part according to what suits the Arabic
language. |
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Finally, Omran, obtains a similar solution to Kiwan and Al Jabbas. She provides
Arabic equivalents to the words without caring that the list starts with similar letters. She
makes the letter-play clear to her readers only by the use of Direct copy; she copies the
English list in her text.

In all the above cases, where translators have recreated a similar list of words in
Arabic, whether they have used the letter ‘m’, as in English, or they have substituted it with

another letter, are considered cases of LP—» Similar LP.

5.7 Word-structure play

This section analyses Word-structure play (or neologisms) which refers to Carroll’s
manipulation of word formations in Alice. Only three instances of this type have been found
in the data under study here, and both examples show Carroll’s experimentation with the
combination of bases and affixes. The analysis reveals only three techniques that have been
utilised by the translators as shown in Chart 6 below. Unlike Letter-based play, Word-
structure play seems to be more challenging in translation, as the technique LP— Non-LP

most used for this play.
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Chart 6. Frequency distribution of techniques used for the translation of word-
structure play. (LP = language play), (RRD= Related rhetorical device), (¥= zero).

Table 7. Distribution of techniques used in Word-structure play across Arabic

translations
Y
| = T S|~ o
g s |2 5] 5 28|55 |3 = g
g = 2| T E| =2 |SE|32 |5 S 2
2 7 [-™ S =i S o= Y < Z - 2]
= =] T = = o= = = L 31 o=
= E ) 1 a «x = -S b= 4 & £
< = g 0 =2l A ©
Z o = - -
= |~ =
Child- Kiwan 3
oriented TTs | El Kholy 1 3
Al Jabbas 3
Dual Abdul 1 2 2
readership Salam
TTs Saad 3
Adult- Omran 3
oriented TT

As is clear from the table above, the distribution of techniques does not show a
deviation according to readership. It seems that this category of play has been challenging to

the translators forcing them to adopt a similar solution, except for Abdul Salam, who again



179

resorts to more creative solutions. The discussion below reveals the approach to the

translation of Carroll’s word-structure play.

Example 12

‘Curiouser and curiouser!’ cried Alice (she was so much surprised, that for the

moment she quite forgot how to speak good English). (4/ice, 2001, p.20). [my

emphasis]

The strange incidents and the constant change in size has made Alice so confused that

made her forgot how to speak proper English. In this instance Carroll coined the new word by

playing with grammatical rules. He added the comparative ‘-er’ suffix to a polysyllabic word

‘curious’ instead of using the correct form ‘more curious.” He even stressed his play by

writing a note to his readers showing the mistake that A/ice has made. This type of linguistic

manipulation could not be produced in Arabic, thus the technique LP— Non-LP was used

throughout the TTs.
Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
Alallsadl | LA el [P Caall ) cune (e MeeY e o
Ml sl L "l Il b 5 " 52 ) Cael (p-21)
(p.24) (p.19) (p.23) (p.19) (p.35)
[what a [how weird, | [curious and | [ what a [from bizarre [from strange to
strangeness, how weird] | curious] miraculous to more stranger]
what a bizarreness] bizarre]
strangeness]

The above translations do not show differences that can be attributed to audience; as I

said earlier, the technique LP— Non-LP was used; however, we can see an attempt by the

two translators El Kholy and Abdul Salam to preserve part of the humour in the ST by using
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Editorial techniques. Abdul Salam adds an endnote* where she explains to her readers the
original play and her solution. As Abdul Salam notes “.s>c¥) cxaall” is not a proper
expression in Arabic as “caclé cuac” which will make her approach similar to Alice’s use of
improper English. El Kholy’s solution seems more considerate to her young readers by
choosing the proper Arabic expression “ 4=l b4 0" ya lal ghurbah ya lal ghurbah and
by following it an in-text explanation telling her readers that Alice has been confused and she
should have used the more appropriate word “4l &> algharabah: <3 4 a1l W s &Ly 2s8)
("l e Yy &y )" Calldd Al A2y 3l (A o Lgdea Lalie [her high sense of weirdness has
made her forget how to speak proper language so she said 4 _allinstead of 4/_a1]. Although
both solutions, by El Kholy and Abdul Salam, preserve the humour yet they are not counted
as LP — Similar LP because they did not come up with a new word in Arabic.

The other instances of word-structure play occur as part of the play on school subjects
discussed earlier in the first section of this chapter. In the first one, Carroll plays on the
phonetic resemblance between the word ‘uglification’ and the school subject (multiplication).
In the example below Carroll also manipulates the relation between base words and affixes

by combining the words ‘ugly’ and the suffix ‘fication’:

Example 13

different branches of Arithmetic — Ambition, Distraction, Uglification, and Derision.’

‘I never heard of “Uglification,”* Alice ventured to say, ‘What is it?’

e ke L be S 3 A5 ¢ more and more curious 15 O L sy A3l ma¥) scuriouser and curiouser
(Note 2, p. 349)"aaclé come™ J s () A el 42l alu) (Y " sae V) aaall” 43 )) 50 4SS
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The Gryphon lifted up both its paws in surprise. ‘What! Never heard of uglifying! ‘it

exclaimed, ‘You know what to beautify is, [ suppose?’

‘Yes,’ said Alice doubtfully, ‘it means — to — make — anything — prettier.’

‘Well, then,” the Gryphon went on, ‘if you don’t know what to uglify is, you are a

simpleton.” (4lice, 2001, p. 102). (my emphasis)

Child-oriented TTs

Dual readership oriented TTs

Adult-oriented TT

Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
(p.184)il) | (p.119)= sl | (p.139)zl) | (p 117zl (p.155) getill (p. 125) zxsill
[uglifying] [distress] [uglifying] [uglifying] [uglifying] [uglifying]

Again, it is clear from the six translations above that this play on word-structure was
challenging to translators and the technique LP— Non-LP was used in the TTs. Kiwan, Al
Jabbas, Omran, Saad, and Abdul Salam opted for literal renderings in Arabic. Abdul Salam,
as often, supports her literal translation with an endnote*® where she explains that she opts to
preserve the meaning of ‘uglification” ‘=8> [making things ugly] and added it to these
mathematical subjects to preserve the content of Carroll’s famous instance of English
punning. El Kholy, however, does not include a translation of “uglification” and chooses the
word “<_SW alkarb, as we have seen earlier, which has a phonetic similarity with the

mathematical branch “ «_all” [multiplication] in Arabic.

46 28 Juadl) 138 3 1S sl Wyl (0 Band 5300 3 sal) (55 e 21 2 3l LSl s ge
uglification &) multiplication (5 ¥ éa yall Al Copuall 55 (Ao AalS Jaily B sl 285 cilaaly )l b o pall e
AalS dan i o Blaadl U il Jy dy 58 aiea 8 (adl) Goom 4SS G sSae padins YT G yia) WS e jalluglification s Y)
el ISy ey (i ey IS sl o Sl a0 8 85 ) i el le Janl cipualy I 31 pal) ) gl "l
"(Jaexill) Lene sS2a 5 (notes 30 and 31, pp.354-355) [among the English words that Carroll has used to parody
school subjects is the word “uglification” similar to “multiplication” meaning multiplication in mathematics,
and we have included a word similar to “c_»al” in Arabic which is “—,~I"  but we did not chose its antonym
“adll” to create the pun, but to choose to maintain the translation of the word “uglification” “z&” and add it to
the list of mathematical subjects to preserve one of the most famous English punning instances by Lewis Carroll
who plays with the word “z=&” and its opposite “Jaexill”]
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Later in the same episode, as part of the play the satire on school subjects, Carroll
resorted to another technique of word formation. Carroll blended the two words ‘sea’ and
‘geography’ to coin “Seaography”, a subject taught under the sea*’.

Example 14

¢ — Mystery, ancient and modern, with Seaography. (4lice, 2001, p.102)

Child-oriented TTs Dual readership TTs Adult-oriented TTs
Kiwan El Kholy Al Jabbas Abdul Saad Omran
Salam
S e Ll Lbide; | Wogsad | Jadasa Sl e
L)
(p. 186) (p- 119) o (p- 118) (p. 156) (p.- 125)
(p. 139)
[marine [photography] | [marine [sea-ography] | [sea [marine science]
science] science] geography]

In the translations above, literal renderings are used in Kiwan’s Al Jabbas’s, Omran’s
and Saad’s translations. El Kholy chooses fitighrafya ‘) < i’ meaning photography. By
doing that, El Kholy preserves the parody with jughrafya ‘W8 2>’ [Geography] but does not
keep any semantic proximity with the sea as in the original pun, therefore, the technique here
is LP— Non-LP. As for Abdul Salam, she was able to coin a portmanteau word exactly as its
English counterpart by creating the word ‘Ll e s adl” (‘L8 ,e” + < aall”) to refer to the study of

the sea.

5.8 Idiom-based play

Another type of language play found in Alice occurs when Carroll alters or

manipulates existing idioms. I was able to find eighteen instances of idiomatic play in Alice. |

471t is worth noting that although this instance has been discussed before as part of paronymic play in
Section 5.2, it is also considered a form of word-structure play that is why it is discussed here.
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analysed how they have been rendered in the six Arabic translations, which means looking at
108 translation segments. An important point when analysing idiom-based play in translation
is to see whether or not the translated segment includes an idiomatic play in the target
language. Then decide the translation technique accordingly. The analysis revealed that five
techniques have been used for dealing with idiomatic play in the data. Chart 7 below

summarizes the main findings.
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Chart 7. Frequency distribution of techniques used for the translation of idiomatic
play in Alice. (LP= Language play), (RRD= Related rhetorical device), (0 = Zero).

It is clear from the figure above that idiomatic play has been challenging for the Arab
translators. It has been lost in 95 out of 115 of the cases, while only preserved in 13 cases.
The technique LP— Non-LP is the most used among the techniques applied to idiomatic play
in the Arabic translations. Besides the use of LP— Non-LP, the analysis has shown that other
techniques have been used, though to a much lesser extent, for the translation of idiomatic
play into Arabic; LP — Similar LP and Editorial techniques. There is a single case of both

LP— Different LP and Omission used in the TTs. Even when we compare the techniques
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according to readership, we will not notice significant differences except for Abdul Salam’s

abundant use of Editorial techniques. See Table 9 below.

Table 8.

Distribution of techniques used in idiom-based across Arabic translations

TT

R
St S f E g .gé S >
w2
S 8 & |4 S | § 3| 58 & 3 g
s = ) = = T = © | o 51 =
g £ r 15| SE|XE Z |g | £
- 2 o |ZT|B |2 |BE|/tEt |2 |F
< - g T M D a 8 o= o
T = | A =
Z a A -
q q E
Child-oriented | Kiwan 2 4 3
TTs El Kholy 2 1
Al Jabbas 2 3 3
Dual Abdul Salam 1 2 7
readership Saad 2
TTs
Adult-oriented | Omran 2 4 4

I labelled the translation solution as LP — Non-LP when the translator translates the

idiom word for word, and this translation does not form an accepted idiomatic play in Arabic.

In the majority of the cases, Arab translators kept the same words in each idiomatic play. The

translators merely provided a word for word translation for a given idiomatic play that does

not manipulate an existing idiomatic phrase in Arabic, thus, the idiomatic play aspect is not

apparent in the translation. To analyse these solutions further let us look at the examples

below.

Example 15

One of the classical examples of Carroll’s manipulation of idioms occurs in Chapter

VII (A Mad Tea-Party):

“I dare say you never even spoke to Time!’
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‘Perhaps not,” Alice cautiously replied, ‘but I know I have to
beat time when I learn music.’
‘Ah! that accounts for it,” said the Hatter,

‘He won’t stand beating.” (Alice, 2001, p. 75) [my emphasis]

The humour in this instance springs from the fact that ‘Time’, for the Hatter, is
actually a person, and not a concept, who does not want to be beaten. So, when Alice uses the
expression ‘beat time’ meaning to (to keep the tempo of a piece of music), the Hatter gets
annoyed by Alice’s remark and regards it as abusive because he takes it in a literal sense. The

six translations are as follows:

Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas | Abdul Salam Saad Omran
Al sin el q}iﬁé_uﬁ}"‘ L8 Jaawi ol ‘é_asx‘d,jifxw)" al gal )l | in @l Gy ol a8 53l
S Al of e o | L cal ) | saels el Al Ga ol | e L gl ] sl
Laledd | e el abjefla dS | Jsi il el il gl ae Caaal) | alas Lavie Cgl) (o o
SV Ly | e e ol s S s @l ) e OB e il | Y Sl )L sl
ool el | sl O B Gol cael |l o
Sl of | e g Y oged" | Ladie qa,;n LAl A el G S | (p.91)
e gl | (p.87) ") | ool | Jeal o gadld" | 13 S cleliy)
e sl aletl sl | el s pall Caales
Y seh (p-102) (p-84) daay ¥ 8 .
o Gl < _»all(p.116)
e bl
(p.132)
[Younever | [But I know | [All I | [Butlknow the | [I bet you [Beating time when I
spoke to that I must | know is | physics never spoke learn music ... time
time... stick to time | that I need | equation which | to time doesn’t resist
may be not | when I learn | to beat on | states that: force | rhythm before | beating]
but I know | music ... he | time when | (push) results | ... I know
that [ have | doesn’t like | I take | from that that I can
to beat time | this music multiplying beat all
when | faithfulness] | lesson] time by power] | rhythms when
learn music I learn music
... he ... he does
doesn’t like not tolerate
to be beating]
beaten]

We can notice that most translators, from all groups, have resorted to LP —Non-LP as

a technique, which means that their translations do not include an idiomatic play in Arabic.
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The issue here is that the translators could not come up with a similar Arabic idiom about
time. Therefore, they literally translated the play. Translators, however, choose different
literal equivalents to ‘beat time’ in Arabic; Kiwan uses “<é 5l le i [compete time], El
Kholy uses “<8 5lu » 5” [adheres to time] while “<d sl = [beat time, which could also
mean ‘punch’] has been utilized by the rest of translators. And none of these expressions
seems to be idiomatic in Arabic.

On the other hand, Abdul Salam produced the idiomatic confusion in a more
productive manner. She has replaced the idiom play with an Arabic expression that is not
idiomatic but serves the purpose of confusion intended in the ST. When the Hatter asks Alice
if she ever spoke to “Time’, Alice (in Abul Salam’s version) answers: « < el S} ¢Jadl ol Lay
38l (A (e 3l i el (g sbo adall () J 585 Al el 38l 3228 [perhaps not, but I know the physics
equation which states that: force (push) results from multiplying time by power]. She
accompanies her translation with the technique of Editorial techniques. She provides an
explanation in an endnote to clarify the meaning of Carroll’s play and the reason she came up
with this solution, she writes: o sl O cang" BEIVL e Sl 3 Jeall S 7 " i sal) alad) Ul g (4 3
(Al all) 20335 jlaall oda Liaddlinal A jally Mg Yl o i Led 43 US Wl 57 [the original pun was fo beat
time while learning music. Arabic uses the expression ‘beat rhythm’ rather than ‘beat time’,
that is why we replaced it with this expression instead]. In Arabic, the word ‘ «_»x° is a case
of tawriyah ‘42,5 a word which can have two possible meanings in this context:
‘multiplying’ or ‘beating’. So, Abdul Salam creates a homonymous pun here instead of idiom

play to create a humorous confusion. Therefore, I considered the technique here as LP —

Different LP.
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Example 16

Later, in the same episode, Carroll plays with another time-based idiom. He amplified
the English idiom “killing time” and used “He’s murdering the time!” (4/ice, 2001, p.77)
(my emphasis) which means to distort the rhythm of the song: “mangling the song’s meter”
(Alice, p. 80, note 9). Arabic translators have been able to produce an idiomatic play in their

translations because similar Arabic equivalents, luckily, exist.

Child-oriented TTs Dual readership TTS Adult-oriented
TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
a4l (g 8 5l iy 4 850 Qi 4 RN 85l iy 4 Juie 5 5iy 4
(p-134) (p-90) (p-104) (p-86) (p-119) | (p.93) !a s

[he is murdering | [he is killing | [he is murdering | [he is Kkilling | [he 1is killing | [he is intending
time] time] time] time] time] to murder time]

In her article, El1 Kholy (2015, p. 43, note 5) writes, “this is a common Arabic idiom
< 6l Ji [to kill time] meaning to waste time. There is a common Arabic proverb —awllS <l
Sl aliss ol o) [ time is like a sword — if you don’t kill it, it will kill you]” Therefore, she resorts
to this expression to recreate the wordplay in her translation. The Arabic equivalent
expression “<d 5l Ji” which translates literally into [kill the time] has been used by El Kholy,
Abdul Salam and Saad. While Kiwan, Al Jabbas and Omran have chosen ‘< sll JUay”
meaning [murdering the time] instead. By doing so they managed to imitate Carroll’s idiom
play; they did not only provide the Arabic idiomatic equivalent ‘<& ¢l Ji&’ but they
manipulated it and apply the same exaggeration in their texts by choosing the phrase « JU
<d 41”, Although translators have employed different solutions, I have considered both
solutions as LP— Similar LP. because the translators produced an idiom in the target text
which can be taken figuratively, as well as, literally by the characters.

Generally, the analysis of idiom play revealed that this particular category of language
play has been very challenging to all translators regardless of their intended readership. As

said earlier, the technique LP— Non-LP has been used almost 90 times for the translation of
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idiom play. Translators resort to technique, not only in cases where there are no idiomatic
equivalents in Arabic, but this solution was used in cases where Carroll’s play is a direct

result of characters and episodes. The example below illustrates this case:

Example 17

‘Don’t be impertinent,’ said the King, ‘and don’t look at me like that!” He got behind
Alice as he spoke.
‘A cat may look at a king,’ said Alice, ‘I’ve read that in some book, but I don’t

remember where.’ (4lice, 2001, p.91) [my emphasis]

In chapter VIII, the king hides behind Alice and says to the Cheshire Cat: “don 't look
at me like that!”. Alice takes the King’s remark literally and asserts the cat’s right to look at
him by mentioning the phrase that she has read somewhere “4 cat may look at a king”.
Gardner (2001) explains: “A cat may look at a king’ is a familiar proverb implying that
inferiors have certain privileges in the presence of superiors.” (note 6, p.91). In this example
the idiomatic play suits the plot and the characters. Thus, translators had to be very careful as
any changes to the idiom would have required bigger changes to the whole scene. And this
explains why Arab translators have resorted to literal translation that is not playful into

Arabic. See the translations below:

Child-Oriented TTs Dual readership TTs | Adult-Oriented TT

Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
L 1Sa ) kY JRIRER R o3y A lan Y 13a N lany | 1Xa ) plauy LIS o Baai Y
Shiy il Sy | Se 1S | iy AR | il ey | ) hyds ) Sl Ll e
Gl iy o daall S kil Ll el Sl Sl

(p-162) el N REN (p-104)
(p-106) (p-139) (p-111)
(p-123)
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[don’t look at [don’t look [don’t look at [don’t look at [don’t look [don’t stare at me
me like that... A | at me like me this way... me like that... | at me like like that... A cat can
cat may look at | that... A cat | A catcan look A cat has the that... A cat | look at the king]

a king] may look at | at the king] right to look at | looks at the
the king] the king] king]

One other reason that may have made the Arab translators use LP —Non-LP as a

technique more often, is that most idiomatic play are embedded in the Victorian British

culture as in the following:

Example 18

“...why your cat grins like that?’ ‘It’s a Cheshire-Cat,” ‘Well! I’ve often seen a cat

without a grin,” thought Alice, ‘but a grin without a cat! It’s the most curious thing I ever saw

in my life!” (Alice, 2001, p.62) [my emphasis]

Gardner points out that: ‘Grin like a Cheshire cat’ was a common phrase in Carroll’s

day. (4lice, 2001, p. 62, note 3). All Arabic translators transfer the play as it is in their texts

without any changes, possibly because the Cheshire Cat is a prominent character in the

original story. Abdul Salam was the only one providing her readers with a lengthy endnote

that explains the possible cultural origins of the phrase. (2012, pp.351-352, note 14).

county]

Child-Oriented TTs Dual readership TTs Adult-Oriented
TT

Kiwan El Kholy Al Jabbas Abdul Salam | Saad Omran
oir Ild i 0 | Ll iy 3L | Ol iy O | L i 1L | il o 1Ll | 6 3] 13K a8 iy o)

Liadl | fgoll |Gkl el 45kl oy | LBasY | 0ISa | LBag) | 01a Al

P s 1d Y Al LB ) | il Aaalie (4 P
(p.108) (p.72) (p.84) (p.69) (p.9%8) (p.76)
[why your cat [why the cat [why your cat | [why your cat | [why your cat | [why your cat
smiles like that? | smiles like smiles like smiles like smiles like smiles like that?
He’s a Cheshire | that? Because | that? He’s a that? He’saa | that? He’sa He’s a Cheshire
cat] he’sa Cheshire cat] cat from Cheshire cat] cat]
Cheshire cat] Cheshire
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Pragmatic play, as Crystal (2015, p.19) defines it: “refers chiefly to ludic

manipulation of the rules governing normal discourse.” Carroll resorts to this sort of play by

introducing inexplicable exchanges between characters in Alice; sudden interruptions of

conversations; and turning normal everyday conversation into a logical riddle. Three

examples of this kind were found in the data set. All instances of pragmatic play have been

the least challenging in the data and have been recreated into Arabic in all TTs, thus the

technique LP—» Similar LP has been used throughout the translations. This confirms

Crystal’s (2015, p.19) and Weaver’s (1964/2006, p.102) observations on the translation of

this play into other languages. In the example below, a strange, humorous exchange occurs

upon Alice’s arrival at the Tea-Party:

Example 19

‘Have some wine,’ the March Hare said in an encouraging tone.

Alice looked all round the table, but there was nothing on it but tea. ‘I don’t see any

wine,” she remarked.

‘There isn’t any,” said the March Hare.

“Then it wasn’t very civil of you to offer it,” said Alice angrily. (Alice, 2001, p.72).

The Arabic translations are as follows:

Child-oriented TTs

Dual readership TTs

Adult-oriented TT

Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
JEICIE RS lail i Ol da 2l G U8 las
Gl e |2l (e (e Jsl v 2l Gy SRR
Mgl Iy | sleliyul o ) G Mgl sl Y N
Slany Y ol Y . ) lokll | L (p.87)
dia | ol @llia Ll KRR ey Gl gl 3y
(p.124) A o N i gl
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(p.84) oY waY¥ | (p.112)
Sla Al
(p-98) (0.79)
[have some | [have some | [have [have [will you [have some little
wine, [ wine, 1 some some have some wine, I don’t see
don’t see can’t see little wine, [ wine, [ any wine, True,
any, there any wine, | wine, | don’t don’t see there isn’t any]
isn’t any] there isn’t | don’t see any wine
any wine] see any any here, of
wine, wine, course we
there there don’t have
isn’t isn’t any]
any any
wine wine]
there]

The play was retained in all translations through the use of the technique LP—

Similar LP. What is interesting about the translations here, is that they all render the word

‘wine’ literally into ‘1, thus keeping an element which has long been considered a taboo in

literature for children in the Arab world. Unlike earlier translations of Alice (see Section

1.3.1), the TTs here seem to be breaking free from the norm.

In another example, the Hatter, rudely, interrupts Alice’s speech because he interprets

the phrase “I don’t think” in a more literal sense:

Example 20

‘Really, now you ask me,’ said

Alice, very much confused, ‘I don’t think —

‘Then you shouldn’t talk,” said the Hatter. (Alice, 2001, p. 80)

The same humorous interruption has been easily reproduced in all the Arabic

translations:
Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
oM Loaely | oy el Y OBl Y SR e el ol G ptall e 1Y) ol DU
AlSEY o gy S\ 5 RUFEN U BN PR TR A Ol O Slaaild (sl
(p.144) Greall ol il elle (p-91) (p-124) (p-98)
(p-109)
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[Idon’t
think... then
you shouldn’t
talk]

[Idon’t
think... then
you should
be quiet]

[Idon’t
think... in
this case you
should
remain quiet]

[Idon’t
think... then
you should
shut up]

[Idon’t
think... then
be quiet]

[ T don’t think... then
you should be quiet]

It is obvious in the above translations that preserving this kind of pragmatic play

poses no problem and can be easily achieved through direct transfer of the SL utterance into

the TL.

5.10 Parodies

Parodies are the last type of language play that has been chosen for the analysis in this

thesis. As previously stated, (Section 2.3.1), the parodies concerned in this study fall under

the category of language play, i.e., these are verses that have been altered and manipulated by

Carroll. Under this category, eight instances have been found in A/ice. For a full record of

complete parodies with their translations, see Appendix 9, Below I include only the first

stanza of each one of them:

How doth the little crocodile
You are old, Father William

Speak roughly to your little boy

Twinkle, twinkle, little bat

Will you walk a little faster

Tis the voice of the Lobster

Beautiful Soup, so rich and green

They told me you had been to her

(p.
(p-
(p.
(p.
(p-
(p-
(p.

23)
52)
64)
76)
106)
110)
112)

(p.127)
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Chart 8. Frequency distribution of techniques used for the translation of parodies.
(LP = Language play), (RRD= Related rhetorical device), (0= zero).

In the analysis of the translation of parodies, what is important is not the detailed
content of the parodies, but it is important to see whether the translations include parodies of
well-known rhymes in Arabic and decide the techniques accordingly. The analysis of the
translation of these parodies reveals that there are only three techniques used by the
translators; LP — Non-LP was the technique employed most frequently, followed by LP —
Related rhetorical device then the use of Editorial techniques (see Chart 8). When we
compare the techniques among the six translations, we can notice an interesting finding (see

Table 10 below).
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Table 9. Distribution of techniques used in parodies across Arabic translations

A
A - s - S A
- = E 2 - z
g g ~ |4+ | 8§ | 2 S| E3 | % & 3
= < — - = = o O = S <9 ‘@
= 2z + |8 |E |E |SE|®E |7 g 2
= = e | T | A | @ SE [t E | 2 g
< = s |+ |2 HElxE | A a ©
V4 S s — f -
Child- Kiwan 8
oriented El Kholy 8
TTs Al Jabbas 8
Dual Abdul Salam 6 8
readershi | Saad 8
p TTs
Adult- Omran 8
oriented
TT

For the first time in the data set, there is consistency in the translator’s behaviour;
translators stick to the same techniques throughout all the instances of parodies. Kiwan, Al
Jabbas and Omran have used only LP— Non-LP. While El Kholy and Saad have used the
technique LP— Related rhetorical device. And Abdul Salam has utilised LP— Related
rhetorical devices and the technique of Editorial techniques simultaneously. More details
about the techniques of each individual translation are presented in the following two

examples.

Example 21

In Chapter VII (A Mad Tea-Party), Carroll parodies the first verse of one of the most

well-known nursery rhymes, “The Star” by Jane Taylor:

Twinkle, twinkle little star,
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How I wonder what you are!
Up above the world so high,

Like a diamond in the sky.  (as cited in Alice, 2001, p.78, note 8)

The song has gained popularity around the world and becomes one of the most

familiar nursery rhymes. Carroll mocks the verse by making slight changes to its words to

become:

“Twinkle, twinkle, little bat!

How I wonder what you’re at!”

“Up above the world, you fly,

Like a tea-tray in the sky. (A4lice, 2001, pp.76—77)

The six TTs translate the verse as follows:

Child-oriented TTs Dual readership TTs Adult-oriented TT
Kiwan El Kholy | Al Jabbas Abdul Salam Saad Omran
i |G caall caall YO YW | bl da g Gt | Ll Y Y 1yl ilaall Ll Y56 S
Aonide gy | b ik | sl L e bl L Sy ilaal) "l s dayy
ezl e &b albls | sl 1"l LY Gl Apal i allall 38
oilaal) Laudl el Galiall 558 ylla | e camal oS celand) B
saall Do) | Laclagd | 55ML gladina ) | Us J el (p.93)"... Y3 Y3
p el oS | allal (gl lggd | Lalaiclyf (B Land) (5 Lalls
il g3 L S.D) Gsh Llle LGl | s ek
"l Ladl | Jiellall (0.58) | e lilaa Allall
e XL el | i da G elidia
Laall e (p.89)— | sledl Llle clend
¢l A R
dina Jia (p.103)¥3u (p.118)..5%
ke
eladl
s:\.c‘).mg gﬂ‘);i
(p.134)
[move [glitter, [sparkle, [ Gleam you baby | [sparkle, [sparkle, sparkle, little bat!
quickly, glitter bat | sparkle, bat! sparkle, bat | How strange is your arrival ...
move Fly little bat! I wonder what you | and be above the world you fly like a
quickly, upwards in | How intend to do! shiny! tea-tray in the sky
little bat! the sky strange is | Flying high above | How I Sparkle, sparkle].
How I Up above | your the world wonder of
wonder the world | arrival Like a tea-tray by | your arrival
what you at | yu fly here ... force. here safely
Like atea- | You fly Flying above in
tray in the | high the sky.
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Up above sky above the | Gleam, gleam ...] | You fly
the world Glitter, world like above the
you fly glitter ...] | atea-tray world
Like a tea- in the sky soaring
tray in the Sparkle, like a tea-
sky] sparkle] tray rising
in the sky
Sparkle,
sparkle]

So far, the analysis reveals that the three translators Kiwan, Al Jabbas and Omran,
although targeting a different audience, follow a similar approach to the translation of
language play. In this instance, they all maintain literal translation to the translation of this
parody. They find an Arabic equivalent for every single word in the verse. They do not
maintain any kind of rhyme scheme which makes their texts, although taking the form of a
poem, read more like a piece of prose devoid of any traces of the original’s musicality. For
the translation of the first stanza ‘Twinkle, twinkle’, Kiwan chose the verbal phrase & as
ey taharak bisur ‘ah [move quickly], while Al Jabbas and Omran chose ‘Y35 Y tala la’
tala’la’ | sparkle, sparkle] which is more of an onomatopoeic equivalent to the original. The
translators produced literal translations of Carroll’s parody rather than attempting to parody
Arabic poems, thus, in this case a parody as a type of language play is not reproduced in their

translations. Therefore, the technique used in all the three correspondences is LP— Non-LP.

El Kholy maintains most of the original meaning, however, she applies some minor
changes to the content. In her back translation made for Alice in A World of Wonderlands
(2015, p. 43), she justifies these slight changes to maintain rhythm and rhyme in the Arabic
text. Her aim was to produce a rhyme scheme that is very close to the English AABB
scheme. So the first stanza reads in Arabic as ‘bl shs b ol 2ol ilma’ ilma’ ya watwat
[Twinkle, twinkle, little bat], and then she changes the second one ‘How I wonder what
you’re at’ into ‘Leud) & Al 4k’ 7 wa itla® fi al sama [Fly upwards to the sky!]. El Kholy’s

production of the rhyme scheme has been labelled as the technique LP — Related rhetorical
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device. It is worth to note here, that her translation uses colloquial Egyptian and deviates
from standard Arabic that she has used throughout her text. In fact, El Kholy (2015) has
stated explicitly that, she has used colloquial Egyptian dialect to translate all the songs in the

novel: “To appeal to the child reader” (p.134).

Abdul Salam has followed a similar solution to El Kholy by using colloquial Egyptian
in her translation. While El Kholy claims that colloquial Egyptian is more appealing to her
child audience, it is might be expected that Abdul Salam has used the same dialect for her
younger group of audience. She has, also, created a similar AABB rhyme scheme in her
verse. The two rhyming words in the first and second stanza are ‘4w’ bibih and ‘43 7k , and
in the third and fourth are ‘35 ziz and ‘3% fii". Besides her use of the technique LP —
Related rhetorical device, Abdul Salam employed Editorial techniques. She adds an
explanatory note to attract the attention of her readers to the source of Carroll’s parody
(Abdul Salam, 2013, p.352, note 17).

Similarly, Saad employs LP — Related rhetorical device as a technique. She
preserves all the lexical content in her text through literal translation and adds some Arabic
adverbs to the end of each stanza to create musicality in her translation. The words ‘lx¥’
lami’an [shiny], ‘W’ saliman [safely] , ‘Qss’ muhaligan [soaring] and ‘W=’ aliyan
[rising] creates an AAAA rhyme scheme.

Another instance worth to mention in this section, occurs in Chapter II (The Pool of
Tears). Carroll here parodies the best-known poem of Isaac Watts which starts with ‘How
doth the little busy bee’. however, instead of the rapid, busy bee, Carroll has chosen a lazy

slow-moving crocodile (4/ice, 2001, p.23, note 5).



Example 22

How doth the little crocodile

Improve his shining tail,

And pour the waters of the Nile

On every golden scale!

How cheerfully he seems to grin,

How neatly spread his claws,

And welcome little fishes in

With gently smiling jaws!” (Alice, 2001, p.23)
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Child-oriented TTs

Dual readership TTs

Adult-oriented TT

Kiwan El Kholy Al Jabbas Abdul Saad Omran
Salam
Zlaaill Sy s Zlaaily el ol oS 1kl tea rlaa | aluai oS oS e zlaadl a5 kil
Jseall healy Jseall Ll dall 4 ide | ) jpa )y 4l Jaay o
Ao ol | osimsaadn s | Byalideny | gelys cipini | STl dall g5 sle s
@Dl | asxn Jall 8 s s O i del doshaln | & Aadll 4dd) s Gle
Jaill olae gy | ey ~luaily il Al ele Jsa by Gony | Jall ol i Balay Lz g2y CAS
e S a8 | Al S | addla S e Lall cuayy | el 8l 4lde 2 aS
13.a) Gl (ohiie daua | 488 e 3 ypral) lanl ding
#slase St | (p.23) pasiyy 43l gy oS Ll ) pdlsy | Lpad) Openll) 488
iy s oo Lnload | adalidiyl sari oS (p.24)
deln o oS [NENIV EDR NP RCI WA Q) S
i Jausy At iy | gl ol e | adlia Uy
GlasYl oy soseall | e Jsiys | ALkl
8 pall A8 lind o | JB i dayy | ClSendl La ye
138 50 Cpanly (S8 Opaninal) G om 4l | B peall
sl dlandly | 488 o laclie
(p.30) (p27) | s eaddshy | Al Laluily
e b i Ul
oAl ans (p.40)
S sl
o5 | slaal, Sy
(p-22-23)
[how can a [vour tail little | [look how the | [little [how a little [look how the little
little crocodile | crocodile little crocodile | crocodile crocodile he crocodile makes his
improve his Its colour makes his tail | Lives inthe | was tail shiny
shining tail changes and shiny Nile His tail he spreads the Nile
And pour the shine Skillfully he Clean and became so water on his golden
Nile water over | It floats in the | spreads the shiny shiny scales
every golden Nile Nile water on | His tail is He skilfully How cheerfully he
scale And you his golden long pours the Nile | smiles and spreads
crocodile with | scales With his tail | water his claws well
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How cheerful your jaw you How He pours the | On his golden | And welcomes the
he looks while | eat all the cheerfully he water scales little fishes between
smiling fishes]. smiles and His body is How cheerful | the teeth in his
How skilfully spreads his covered with | is his smile smiling jaws].
he spreads his claws well golden scale | Spreading his
claws and And welcomes | Our long claws
welcome little the little fishes | crocodile Welcoming the
fishes in between the draws the little fishes
With gently teeth in his best smiles Spreading his
smiling jaws] smiling jaws]. | Spreads his jaws with a
claws as if beautiful
he’s waving | smile].
Look I'm
opening my
mouth so
wide
Come and
get inside].

We notice from the above translations, that a similar approach to the translation of

‘Twinkle, twinkle’ has been followed in the translation of ‘how doth the little crocodile’.

Kiwan, Al Jabbas and Omran maintain a word for word translation that is devoid of rhyme

scheme. El Kholy’s colloquial Egyptian translation produces another AABB rhyme scheme.

She coins a word at the end of the fifth stanza by the repetition of the last two letters in

‘Ll samakmak [fishes] to make it rhyme with ‘S8 fakak [jaws]. To appeal to her young

readers, she changes the tone of the song and uses the tone of a lyrical speaker who addresses

the little crocodile.

Abdul Salam preserves the content and the rhyme in her translation. Her translation

consists of five thyming couplets to follow a rhyme scheme AABBCCDDEE. And she

accompanies the song with an explanatory endnote. Similarly, Saad uses LP— Related

rhetorical device by producing an AAABBB rhyme.

In general, the examples discussed in this section show the extent of difficulty Arab

translators faced with Carroll’s parodies. Ideally, translators would parody Arabic rhymes to

maintain the appellative function of parodies, which would entail domesticating the verse.
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Consequently, this may lead to full adaptation, which in turn may require more changes to the
plot and characters. Since the Arab translators have shown (as obvious from the analysis of
all types of language play above) a tendency to stay as close as possible to the ST, they

decided to retain the content of the source at all costs (with or without) rhyme scheme.

5.11 Summary

This chapter presented a detailed descriptive analysis of nine types of language play,
which were selected for the data in Alice. These categories are paronymy, homonymy,
homophony, graphical play, letter-based play, word-structure play, idiom-based play,
pragmatic-play and parodies. The analysis also examined the translation of these categories of
language play in the six Arabic translations chosen for the analysis. The Arabic translations
fall under three main categories. Child-oriented translations include the TTs: Kiwan’s (2003),
El Kholy’s (2013) and Al Jabbas’s (2020) translations. Dual readership oriented translations
include Abdul Salam’s (2013) and Saad’s (2020), while Omran’s (2018) translation is an
Adult-oriented. The analysis revealed a variety of translation techniques used by the Arab
translators to render different types of language play, namely LP—» Different LP,

LP— Similar LP, Editorial techniques, LP— Related rhetorical device, LP— Non-LP, Direct

copy, and Omission.

The chapter also discussed target readership as a factor that could affect the
translator’s choice and translation techniques. The analysis of the data showed that intended
readership has not always been a factor influencing the translators’ choices. However, other
factors like the type and the nature of language play, the cultural gap and the translator’s

talent might affect the translators’ decisions. The following chapter provides an in-depth
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discussion of the findings of this study in light of the research questions and the theoretical

framework.
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6 Chapter Six: Research Findings and Discussion

6.1 Introduction

This chapter discusses the findings of this study based on the analysis of the data in
Chapters Four and Five. These findings are discussed in light of the research questions and
the hypothesis discussed in the two introductory chapters which motivated this research and
the overall theoretical framework underpinning it. Each section aims to answer a single

research question, as presented below.

6.2 Intended audience of the Arabic translations of Alice in Wonderland

This study focuses on the translation of language play in Alice, which as discussed in
Section 1.2.2, is an ‘ambivalent’ text read by children and adults alike. And aims to examine
the treatment of this feature in the Arabic translations. As a first step in the analysis, a
paratextual examination was needed in order to determine the readers’ orientation of the
Arabic translations. The hypothesis was that since the data is comprised of six full-length
translations published into Arabic around the same time, (sometimes even in the same
country, e.g. El Kholy’s, Abdul Salam’s, El Jabbas’s, and Saad’s translations were all
published in Egypt), it is expected that these translations are produced for different audiences.
This section answers the first research question:

1. Who are the intended audiences of the Arabic translations of Alice in

Wonderland?
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The examination of some paratextual features of the TTs, which was carried out in
Chapter Four, has confirmed this assumption and revealed that there are three groups of
reader’s orientations in the data; child-oriented, adult-oriented and dual readership oriented

translations (summarised in Table 11 below).

Table 10. Target texts according to their intended audience

Audience Translator Title Year Publisher
Child- Amira ilaad) 23 A Gl 2003 Dar al Bahhar. Beirut,
oriented Kiwan [Alis in the lands of wonders] Lebanon.
TTs Nadia El ilaall D (& Gl 2013 | Dar Al Shuriq &
Kholy [Alis in the lands of wonders] National Council for
Translation. Egypt
Sameh Al ilaad) 23 A Gl 2020 Baitelyasmin publishing
Jabbas [Alis in the lands of wonders] house, Egypt.
Dual Siham bint | & Gl s ilaall U & Gl 2013 Dar Al Tanweer
readership | Saniyah wa | o/ )l [Alis in the lands of publishing house.
oriented Abdul wonders and Alis in the Beirut, Cairo, and
TTs Salam mirror] Tunisia.
Reham e ol s Cailaall B b Gl 2020 Afaq Publishing House.
Sameer Ciad Gl il jalaa g dua g )l 631 al) Cairo, Egypt.
Saad o=y
[Alis in the lands of wonders
and Alis through the mirror,
The Nursery and Alice under
the ground]
Adult- Farah ilaad) 23 A Gl 2018 Dar Kalemat. Kuwait
oriented Omran [Alis in the lands of wonders]
TT

The analysis of paratexts yields almost similar observations in Alice’s translations into
other languages, as in Wardle (2012), Oittinen (2000) and O’Sullivan (2016). However, this
study contradicts Nord’s (2003) observation that the decision for, or against, the use of

footnotes in the translations of Alice depends on its audience orientation and those footnotes
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were exclusively used in translations aimed for adults. In fact, in the present data,
annotations, in the form of footnotes, were exclusively used in child-oriented editions and
were mostly dedicated for cultural references (as in the case of Al Jabbas’s translation
(Section 4.3.5). However, it is noted that annotations in dual readership translations vary in
density and type. For instance, Abdul Salam’s translation has used endnotes that outnumber

by half the total number of footnotes in all child-oriented TTs.

6.3 Types of language play in Alice in Wonderland, their frequency, and

the problems they pose

This section aims at presenting the different types of language play found in the
analysed data and their frequency of use. Furthermore, it also sheds light on how these types
of language play contribute to the challenging task of translating Alice into Arabic. This

section aims to answer the second research question:

2. What types of language play are found in Alice, their frequency of use, and what

problems do they pose to the Arab translators?

There are nine main categories of language play found in Alice: namely, homonymy,
paronymy, homophony, graphical play, letter-based play, word-structure play, idiomatic play,
pragmatic play and parodies. The analysis of the data enabled me to find a total of 91
instances of language play in Alice*s. Table 12 shows the frequency of each type of language

play in the ST. To the best of my knowledge, this study is the most extensive study of

48 The number of instances is by no mean exhaustive. Since, there are no previous studies that lists all
instances of language play in Alice, I have relied on my own understanding of the phenomena, supported by
Gardner’s notes in the The Annotated Alice, as well as examples dealt with by other researchers.
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language play found in Alice in the Arabic context. The study examines all instances of these

nine types of language play found in the data.

Table 11. Amounts of different types of language play found in Alice in Wonderland

in the data studied in the present research

Type of language play Frequency Percentage
Paronyms 22 24.2%
Homonyms 21 23.1%
homophones 7 7.7 %
Graphic play 1 1.1 %
Letter-based play 8 8.8 %
Word-structure play 3 33%
Idiomatic play 18 19.8 %
Pragmatic play 3 33%
Parodies 8 8.8 %
Total 91 100 %

It is clear from the table that Carroll has relied mostly on paronymy, homonymy, and

then idioms as sources of language play in Alice. Letter play, homophones and parodies come

next. Followed by word-structure play and pragmatic play. Finally, a single instance of

graphical play was found in the ST. Some of these types of language play, as discussed in

Chapter Five, are challenging for the Arab translators, especially those that rely heavily on

the linguistic and cultural aspects of the ST. This is obvious in the translation of different
types of puns like homonymy, paronymy and homophony, which have a very complicated
linguistic mechanism that, in many cases, may not have similar equivalents in Arabic. For

instance, homonymy involves two words that have similar spelling and pronunciation but

have different meanings; in paronymy, two words share a close resemblance in spelling and

pronunciation, while in homophony, two words share the same pronunciation but differ in

spelling and meaning.
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The challenges involved in translating some types of language play can be attributed
to the huge linguistic gap between English and Arabic. The two languages rely on different
systems semantically and linguistically, which do not allow for smooth translation of
language play in the ST. This is evident in the translation of the homonymic language play in
“draw” in Example 3, which was not possible in the six Arabic translations. However, in
some cases and despite these cross-linguistic differences, the Arab translators have managed
to transfer some instances of language play through the use of interventional techniques
which recreate a new language play in the TT for the pun in the ST, as in the Abdul Salam’s
creative translation of the homophonic pair “tail” and “tale” in Example 6.

As for the translation of the single instance of graphical play, as easy as it has been
conceived in translations into other languages (see, for example, Crystal, 2015, p.17, and
Epstein, 2012, p.183) it has not been successfully rendered in all Arabic translations.
However, it has been observed that its translations were interrelated with the translation of the
play on “tale” and “tale” in the TTs; when translators managed to keep the play of the
homophonic pair, the graphical play was recreated in the target text (as in Abdul Salam’s and
Saad’s translations (see Example 9) and sometimes explain the connection between the verse
and the shape of the Mouse’s tail.

The translation of letter-based play seems less problematic for the translators because
the mechanism of creating letter-based play in English could be adopted in Arabic. This is
clear in the translation of the initials “C” and “D” (Example 10), although capitalizations do
not exist in Arabic, they could be easily recreated in Arabic by using the first letters of the
Arabic words gitat ‘bk¥ and kilab ‘—=><. In the translation of the sequence of words starting
with the letter “m”, some translators found another set of words starting with the equivalent

(I

#” [M] in Arabic, while others substitute the sequence with another letter “<” [K], however,
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not all translators have taken the advantage of the easy solutions and rather copy the English
words as they are in their texts (Kiwan’s, Al Jabbas’s and Saad’s translations in Example 11).

In contrast, translating word-structure play was challenging for the translators not
only because these new words do not have equivalents in the Arabic language, but also
because the mechanism that Carroll has employed to create new words is difficult to achieve
in Arabic. In the translations of the play on “uglification” and “curiouser”, the translators
were not able to recreate the same grammatic play in Arabic.

Similarly, idiomatic play was problematic for the translators because these instances
are idioms that have been subjected to semantic and structural transformation. Moreover, as
already mentioned, most of these idioms are embedded in the Victorian culture, thus, are not
familiar to readers today or to readers from other cultures. Some instances of idiom-based
play have cultural connotations and require good knowledge of Victorian culture, as evident
in Example 18. However, in other instances of idiomatic play, that are culturally neutral,
Arab translators have managed to recreate the play into Arabic. This is evident in the
translation of the idiom-play “murdering the time”, which has been rendered using the
technique of LP — Similar LP.

The translation of pragmatic play revealed that this type of play was the least
challenging type of play in the data. All six Arabic translations of A/ice have managed to
transfer this play easily through literal transfer of the ST play.

Finally, the analysis of parodies revealed that this type of language play posed
problems to the Arab translators. Although somehow, a similar effect to the source could be
achieved by parodying common verse in Arabic, none of the Arab translators has opted for

that solution. All translators preferred the content of the rhymes over the play.



208
6.4 Techniques used by the Arab translators and their frequency of use

This part presents the findings of the study in relation to techniques used by the
translators to render the different types of language play in Alice into Arabic and examines

the frequency of use of each technique. This part aims to answer the third research question:

3. What techniques have the translators used for dealing with language play in the

Arabic translations of Alice in Wonderland?

As clear in Table 13, seven techniques have been used by the Arab translators,
namely, LP— Different LP, LP — Similar LP, LP—Related rhetorical device, Editorial
technique, LP— Non-LP, Direct copy, and Omission. The techniques Zero— LP and Non-
LP— LP were never found in the data studied in this research. Interestingly, the count of the
total number of techniques applied does not correspond to the number of instances of
language play in the data. The data includes a total of 91 original instances of language play,
which yield 546 translated segments across the six translations, however, the total number of
total techniques employed is significantly higher (631) as Arab translators sometimes
combined two or three translation techniques for a single segment of translation, e.g., LP —
Non-LP with LP — Related rhetorical device, or Direct copy with Editorial techniques, etc.

(more about combinations will be presented at the end of this section).
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Table 12. Frequency of translation techniques in the data studied in the present

research

Translation technique

Frequency of use

Percentage of use

LP— Different LP 24 3.8%
LP— Similar LP 118 18.7 %
Editorial techniques 73 11.6 %
LP— Related rhetorical device 26 4.1%
LP— Non-LP 345 54.6 %
Direct copy 39 6.2 %
Omission 6 1%
Non-LP - LP 0 0
0 —>LP 0 0
Total 631 100%
Frequency of use
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Chart 9. Frequency of translation techniques in the data studied in the present
research. (LP = Language play), (RRD= Related rhetorical device), (0 = Zero).



210

In general, if we compare the techniques against language play balance scale (see
Chart 9), we can observe that the four techniques whose use leads to a negative language play
balance (i.e. LP— Non-LP, Direct Copy, Omission, and LP — Related rhetorical device),
taken together, account for nearly (65%) of the techniques used by the Arab translators. On
the other hand, techniques that imply a neutral language play balance, i.e., LP— Similar LP
and LP—» Different LP account for only around one-third of that (22.5%). As said earlier,
there are no cases of positive language play balance such as Zero — LP or Non-LP— LP.
This implies a considerable loss of language play in the Arabic translations, which indicates
the extent of difficulty Arab translators have faced when dealing with these linguistic
manipulations. The findings of the present study compare rather well with other studies
where the quantification of translated wordplay has been one of the aims. Delabastita (1993,
p.268), focusing on translations of Shakespeare’s Hamlet, found that only half of the original
puns were transferred in translation and in minority of cases, translators were able to produce
a pun in the TT. Offord (1997, p.254) found a reduction of 50% in his analysis of French
translations of three other Shakespeare plays. More similar to the present finding is Marco’s
study (2010), which again focuses mainly on puns, he finds that the loss of punning activity
accounts for 62.72% of his cases, whereas neutral punning balance accounts for only 31.72%.

Some of these techniques were used more frequently than the others, given the fact

that translators have dealt with different types of instances of language play (as shown in

Table14).
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Table 13. Frequency of translating techniques used to render language play in the
Arabic translations of Alice in Wonderland (LP = Language play)

> =
Technique " 8 |, 2
2 g & |2 | 5| < £ | E > 8 = | 5
5 : E 5| 2|35 |5| 22| ¢ 2
& s TS |3 |ER |2 | £ " &
LP— Different 4 19 1 24 | 3.8%
LP
LP— Similar LP 30 28 3 126 1 12 18 118 | 18.7%
Editorial 24 14 13 3 3 3 7 6 73 | 11.6%
techniques
LP — Related 2 1 23 26 | 4.1 %
rhetorical device
LP — Non-LP 78 93 23 3 12 17 94 25 345 | 54.6%
Direct copy 20 2 7 10 39 16.2%
Omission 4 1 1 6 | 1%
Non-LP — LP 0 | 0%
@ —LP 0 | 0%
Total 158 143 62 9 | 51 21 115 | 18 54 631 | 100
%

The technique of LP— Non-LP, as indicated in Table 14, (45.6%) is by far the most
frequently used technique in the data, with more than half of the cases in the data. This may
indicate that language play is complicated and could mostly be translated by this technique.
The pitfall of utilizing LP— Non-LP with instances of language play is the loss of humour in
the TT; language play is a complicated issue in translation and translating it into another
language requires the implementation of some interventional techniques.

An interesting finding is that the technique of LP— Similar LP, as shown in Table 14,
is the second most used technique to render language play in Alice (18.7%). LP— Similar LP
involved the production of a similar type of language play in the target Arabic text. It is worth
mentioning that, as can be seen from the table above, the technique of LP— Similar LP was
most frequently used with paronymy and homonymy. A possible reason for utilizing this

technique was the excessive use of paronymy and homonymy in Alice. On the other hand, the
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technique of LP— Different LP, which indicates creativity on the part of the translators,
accounts for only (3.8%) and was utilized mainly for the translation of homophones.

The use of Editorial techniques, as illustrated in Table 14, is the third most common
method for translating instances of language play in Alice (11.6%). The technique was mainly
used to translate instances of puns (paronymy, homonymy, and homophony). It has always
been combined with other techniques, mostly those implying loss (e.g., LP— Non-LP, Direct
copy, or LP— Related rhetorical device) and sometimes to justify their solutions when
translators preserve the play.

LP— Related rhetorical device (4.1%) was implemented mainly for the translation of
parodies to maintain thyme scheme. Arab translators probably used this technique as a way to
compensate for the loss of play in the text (see the translations of El Kholy, Abdul Salam, and
Saad in Appendix 9). This aligns with Marco’s (2010, p.280) observation of the translations
of wordplay in his corpus. Marco stresses that even if it implies a negative balance of
wordplay, it could indicate that a translator has a “high degree of creativity”.

The technique of Direct copy (6.2%) was particularly frequent with paronyms,
homophones and letter-based play. This technique mostly accompanies the technique LP—
Non-LP, where translators produce the ST play in its original form. Apart from the fact that
using Direct copy is a feasible solution, the pitfall of this technique is that it may not only
deprive the ST of its playfulness, but it also imposes foreign signifiers upon the TT. Which
will not consequently help the reader grasp fully the sense of source play, especially when
used in texts intended for young audience who are not familiar with English words. This is
clear in Kiwan’s frequent use of this technique for the translation of homophones (see
Appendix 3).

An interesting finding is that the use of the technique of Omission was scarcely used;

with just six cases in the entire data set. It was only used for a single instance of homonymy
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and another instance of paronyms. This is a surprising finding as it has often been found a
common technique with language play translation (e.g., Offord, 1997, Schroter, 2010; and
Marco, 2010). In all, we can conclude that, in the six Arabic translations, language play tends
to be replaced by non-playful text rather than being deleted.

It has been noted at the beginning of this section that the seven techniques presented
above have been used in combination to translate language play. The analysis of the data
revealed that, in some cases, Arab translators used a combination of techniques to translate
one segment. This finding confirms Marco’ (2010) result who found combinations of two
techniques in his corpus. This study, however, found combinations of even three techniques

in one translation segment (see Table 15).

Table 14. Frequency of translating techniques clusters used to render language play in
the Arabic translations of Alice in Wonderland (LP = Language play)

Technique combinations Frequency
LP — Non-LP + Editorial Techniques 24
LP — Non-LP + Direct copy 14
LP — Non-LP + Related Rhetorical device 1
LP — Non-LP + Direct copy + Editorial techniques 6
LP — Non-LP + Related rhetorical + Editorial techniques 1
LP — Different LP + Editorial techniques 10
LP — Related rhetorical + Editorial techniques 6
Direct copy + Editorial Techniques 3
LP — Similar LP + Editorial techniques 27
Total 92

A number of 92 cases of technique combinations have been used in the data. It is
interesting to note that the most common combination of techniques was LP — similar LP +
Editorial techniques which can be explained by Abdul Salam’s frequent use of Editorial

techniques to justify most of her translations (as in her translations of the school subjects
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under the sea Example 2). The use of Editorial techniques is also common with the technique
LP — Non-LP where translators usually try to compensate for their failure to produce
language play by explaining the original play in the ST (see El Kholy’s translation in
Example 7). In general, though, we can say that the use of combination of techniques did not
help translators produce language play in the TTs as this is clear in Kiwan’s frequent use of

combination of techniques in her translation that lacks language play.

If we compare the use of combination of techniques to the type of language play (see
Table 16), we can notice some variations. We can notice that techniques combinations were
used mostly with the challenging types of language play. The majority of the cases of
techniques combinations occur in the translation of paronymy which again could be
explained by the frequent use of paronymy in Alice. The other challenging categories of
letter-based play, homophony and homonymy come next. No cases were found for the
translation of the least problematic category: pragmatic play.

Table 15. Frequency of translating techniques clusters used to render different types
of language play in the Arabic translations of Alice in Wonderland (LP = Language play)

Type of LP 2 E
v EE |2 .| 2 slg | £ g
. - S5 |8 2|5 |2E|E |§ |8
Technique Combinations = § § ? % ’5‘ E 2 8 g
&2 |2 | &= 22| 2 |« &
LP — Non-LP + Editorial Techniques 5 7 4 3 5
LP — Non-LP + Direct copy 1 4 9
LP — Non-LP + Related Rhetorical device 1
LP — Non-LP + Direct copy + Editorial 1 2 3
techniques
LP — Non-LP + Related rhetorical + 1
Editorial techniques
LP — Different LP + Editorial techniques 3 6 1
LP — Related rhetorical + Editorial 6
techniques
Direct copy + Editorial Techniques 3
LP — Similar LP + Editorial techniques 15 |1 3 8
Total 26 |14 17 |3 17 3 6 6
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Some findings of this study in terms of the different translation techniques tie well
with those discussed in Delabastita (1996, 1997), Weissbrod (1996), and Epstein (2012);
however, the categorizations and classifications of language play in these studies differ from
the classification used in this study. For example, Delabastita (1996) and Offord (1997),
Marco (2010), and Diaz Perez (2015) focus on the translation of puns, Veisbergs (1997)
concentrates on idioms, and Nord (1993) deals with playful names.

It is worth mentioning that this study analysed the techniques used in the translation
of a wide range of forms of language play (nine types) five of which (letter-play, word-
structure play, idiomatic play, pragmatic play and parodies) have not been thoroughly
discussed before in the Arabic context. Accordingly, the translation techniques presented in
this study, which were used to render these forms of language play, will help to contribute to
the overall knowledge of the way language play and its various types are translated from one

language into another.

6.5 Intended readership as a factor affecting the translator’s choices

This section aims to present the findings of the study in relation to intended readership
as a factor affecting the treatment of language play in translation. It tries to answer the fourth

research question:

4. Do the techniques used by the Arab translators differ according to the intended

group of readers?

A quantitative analysis of translation techniques (see Table 17 and Chart 10) reveals

the following results. The use of LP—» Similar LP is more frequent in Abdul Salam’s with a
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percentage of (30.5 %) and El Kholy’s (22.9 %) translation. The replacement of language
play with a Related rhetorical device, which is found to be a way of compensating the loss of
language play, has been exclusively used in El Kholy’s (38.5%), Abdul Salam’s (34.6%) and
Saad’s translations (26.9%). The technique of LP— Non-LP has been the mostly used
technique by all Arab translators, which has even formed far more than half of the sum of
techniques used in Kiwan’s, Al Jabbas’s, Omran’s and Saad’s translations.

Table 16. Distribution of translation techniques across translations (LP = language

play.)
Child-oriented TTs Dual readership Adult-
oriented TTs oriented TT
Technique Kiwan | El Al Abdul Saad | Omran Total
Kholy | Jabbas | Salam
LP— Different LP 0 3 3 9 5 4 24
LP— Similar LP 12 27 14 36 17 12 118
Editorial techniques | 6 6 1 46 10 4 73
LP —Related 0 10 0 9 7 0 26
rhetorical device
LP —Non-LP 74 45 68 31 57 70 345
Direct copy 16 4 6 3 3 7 39
Omission 1 2 1 1 0 1 6
Total 109 97 93 135 99 98 631
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Chart 10. Distribution of translation techniques across translations (LP= Language
play), (RRD= Related rhetorical device), (J= zero).

In general, if we compare the techniques against language play balance scale, we can
observe that the four techniques whose use leads to a negative language play balance (i.e.
LP— Related rhetorical device, LP— Non-LP, Direct copy, and Omission), taken together,
account for (83.5%) of the techniques used in Kiwan’s translation , (80.6%) in Al Jabbas’s
and (79.6%) in Omran’s translation, compared to (62.9%) in El Kholy’s, (67.7 %) in Saad’s
and only (32.6%) for Abdul Salam’s translation. On the other hand, techniques that imply a
neutral language play balance or in other words, preservation of language play (i.e., LP—
Similar LP and LP— Different LP) cover only (11%) of the occurrences in Kiwan’s, (18.3%)
in Al Jabbas, (16.3 %) in Omran’s, (22.2%) in Saad’s, (30.9 %) in El Kholy’s, and (33.3%) in
Abdul Salam’s translation.

To return to the question of whether there is a correlation between the loss or
preservation of language play and readers’ orientation, I have to state that the analysis of the
data does not confirm the assumption that loss of language play tends to be frequent in

literature aimed for children than in translation for adults. EI Kholy preserves more instances
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of language play in her translation, though she is translating for children, than Omran who is
translating for adults. Omission, although rarely employed in the data, was used by all
translators regardless of their intended audience, which contradicts Marco’s (2010) finding
that deletion occurred only in literature for children. See, for example, the extreme case of
Omission in Omran’s translation (adult-oriented) in Example 5, where nearly thirty lines from
the source were not translated into Arabic.

What is surprising about the findings is that there is more tendency to use the
technique of Direct copy in texts for children (mostly in Kiwan’s translation), this technique
indicates the use of English words as they are in the Arabic text. This technique is an extreme
case of ‘foreignization’ in Venuti’s terms (1995, p. 20) since a foreign language is present in
the TTs. Child-oriented translation might have copied English words in their texts motivated
by educational intent to teach English words to their young readers. But this is still
problematic as, besides using the play, it may obscure the child reader as it produces
“barbarism” (Diaz Perez, 2015, p.180) or a “translation error where the translator uses an
inappropriate calque, borrowing, or literal translation that is perceived as foreign to the
linguistic sensibilities of the target audience” (Delisle et al., 1999, p.121) (as cited in Diaz
Perez, 2015, p.180).

The last aspect I would like to mention is the use of Editorial techniques. This
technique, although (as mentioned earlier) was expected to be used more in translations for
adults, has been actually used by all Arab translators. This technique, as previously
mentioned in Section 2.5.2, can take the form of footnotes, endnotes, or commentaries about
the translation by means of an introduction or epilogue and can fulfil several functions. In the
data, child-oriented and adult-oriented translations employed in-textual explanation, while
dual readership oriented TTs resorted more to footnotes and endnotes. As clear in Table 17,

(63.1%) of the total use of Editorial techniques was present in Abdul Salam’s translation,
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who used endnotes to explain the source play and to justify her solutions (as clear in Example
11). Saad’s translation (13.7%) comes next, she has commented on some of her solutions in
her introduction. El Kholy resorted to footnotes when she failed to produce some
homophones (see Examples 6 and 7). Kiwan, Al Jabbas, and Omran make the source play
explicit by using in-text explanations. It is worth to note that, although the least number of
Editorial techniques was found in Al Jabbas’s translation with only one footnote explaining
the pun on ‘pig’ and ‘fig’ (see Example 1), he has devoted eighteen more footnotes to the
explanation of cultural references in Alice (as discussed in Section 4.3.5).

As for the use of combination of techniques for the translation of language play, the
analysis did not reveal a relationship between the use of combination of techniques and the
readers’ orientation of the TTs. As clear from Table 18 below, combinations of techniques
were mostly used in Abdul Salam’s translations (nearly half of the cases), while Kiwan’s

child-oriented translation comes next with 14 cases.

Table 17. Distribution of translation techniques combinations across translations (LP

= language play)
Dual Adult-
Readership Child-oriented TTs readership oriented
oriented TTs TTs
Technique Combinations Kiwan El Al Abdul | Saad | Omran
Kholy | Jabbas | Salam
LP — Non-LP + Editorial Techniques 1 4 1 14 2 2
LP — Non-LP + Direct copy 8 3 3
LP — Non-LP + Related Rhetorical device 1
LP — Non-LP + Direct copy + Editorial 5 |
techniques
LP — Non-LP + Related rhetorical + Editorial 1
techniques
LP — Different LP + Editorial techniques 5 3 2
LP — Related rhetorical + Editorial techniques
Direct copy + Editorial Techniques 3
LP — Similar LP + Editorial techniques 1 19 7
Total 14 7 4 48 12 7
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The findings in this section are in line with Nord’s (1993) findings, who found a lack
of clear correlation between intended audience and the translator’s techniques of playful
names. However, it does not conform to the findings obtained in many other studies such as
Weissbrod (1996), Marco (2010), O’ Sullivan (2001) that the translators’ approach to

translation differs according to intended audience.

6.6 Other factors affecting the translator’s decisions

Although the main analysis aimed to examine if the treatment of language play is
affected by the intended audience of children and/or adults, it has also revealed several other
factors that might have governed the translator’s choices and decisions. This section answers

the last research question:

5. What are the other factors that might affect the Arab translator’s decisions and

techniques?

The analysis of the data revealed a considerable number of factors that are believed to
have an impact on the treatment of language play in the Arabic translations. Some of these
factors are related to linguistic and typographical differences between English and Arabic,
cultural specificity of language play, and recognition of language play. and others are related
to stylistic function, illustrations, norms, as well as the translator’s role. In what follows, I
shall consider each one of them in turn.

The linguistic differences between English and Arabic have conditioned the

translator’s techniques to a great extent. Many instances of language play, particularly puns
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(homonyms, homophones, and paronyms), do not have the same phonetic and semantic
representations in Arabic. In many cases in the data, this lack of linguistic fit between English
and Arabic might have forced the Arabic translators to translate instances of language play
literally into Arabic without any modifications, resulting in a complete loss of language play
in the TTs, as evident in the translation of the homonymic play on “draw” (see Example 3).
However, in some few cases, Arab translators managed to create similar play because of the
existence of language play in Arabic, as in the case of the homonymous play on the word
“grow” (Alice, 2001, p.118), which could mean ‘the normal process of normal growing’ or it
could refer to ‘Alice’s constant change of size in the story’. In this case, Arabic translators
replaced it with 4,55 tawriyah, a similar type in Arabic where the word ‘ s« > have two
similar connotations in the context (see Appendix 2, Example 19).

The typographical difference between the English and the Arabic systems adds up to
the factors affecting the Arab translators. On many occasions in Alice, Carroll employs
capitalization as a vehicle to play, as in “Time” and “time” in Example 15 “I dare say you
never even spoke to Time! ... I know I have to beat time when I learn music ... He won’t
stand beating.” (4lice, 2001, p. 75). On another occasion there is a phonetic similarity
between the letter ‘T’ and the word ‘tea’: “the twinkling of the tea ... It began with the tea,
Of course twinkling begins with a T!” said the King sharply.” (4lice, 2001, p.119) (see
Example 7 in Appendix 3). For both examples, Arab translators used LP— Non-LP as a
technique, as the play could not be produced since capitalization does not exist in the Arabic
writing system.

Apart from those, the degree of the cultural specificity of language play is a
permeating factor that conditions translation to a large extent. Some instances of language
play are allusive in nature, that affects not only their translatability but their recognition in the

first place. As mentioned earlier, Gardner (2001, p. xiii) points out that some of Carroll’s
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jokes are not understood by the modern English reader, as they are written for the residents of
Victorian Oxford, and others are even special for the three Liddell sisters. This is clear, for
instance, in names that refer to the real life of the author and his addressees (Nord, 2003, p.
189). Names like (the Dodo, the March Hare, the Hatter, and the Cheshire Cat) all allude to
idiomatic expressions (“as dead as a Dodo”, “as mad as a March Hare”, “as mad as a Hatter”,
and “to grin like a Cheshire Cat”) which have no direct equivalent into Arabic. Translators
had no choice but to keep the names as they are in Arabic, perhaps because changing the
names is not advisable as those characters are popular characters in the story. Some
translators have added explanation in an endnote to explain to the readers the origin of the
names; for instance, Abdul Salam opts for an endnote*’ where she explains to her readers that
“the Dodo”, apart from its reference to the idiomatic expression “as dead as a Dodo,” is an
allusion to Lewis Carroll’s slightly stuttering way of pronouncing his own name: Do-Do-
Dodgson.

Such kinds of allusive instances of language play may even hinder the possibility of
recognizing the play in the first place. Arab translators might have been used to the famous
characters in Alice’s story without recognizing that these were play on words. So, it can be
expected that, without using an annotated version like the one edited by Gardner, it would be
possible that translators would miss such instances of play altogether.

Stylistic function is also found as a factor that might have stifled the translators’ tasks
and affected their decisions. Some instances of language play have a significant stylistic
function in the text; they can either contribute to the story’s plot, characterization, or its
theme. Some instances of language play are highly dependent on the episodes in which they

occur, as in the idiomatic play in “try the patience of an oyster” (4lice, 2001, p. 36) and “a cat

4 (Abdul Salam, 2013, p. 350, note 5)
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may look at a king” (4lice, 2001, p. 91). The latter is an English proverb that indicates that:
“there are certain things which an inferior may do in presence of a superior®’.” This is a
source of play as the proverb can be interpreted in a literal sense. Since the idiomatic play
does not exist in Arabic and the fact that it is essential to the plot, translators have rendered
the play literally into Arabic.

Other instances of language play fulfil a characterizing function. In the Mad-Tea
Party scene, for example, most playful instances (and certainly the stupidest) are put in the
mouth of the three mad characters (the Hatter, the Mad Hare and the Dormouse) to reflect the
madness of the party, as shown in the play on completely unrelated sequence of words
starting with the letter m “mouse-trap, moon, memory and muchness” (see Example 11).
Likewise, most instances of play on morals that occur in Chapter IX (the Mock Turtle’s
Story) are said by the Duchess, who is fond of turning everything into a moral. As was the
case with Saad’s translation which produced a different play in her text that imitates the
Duchess’s absurd tendency to find morals (see Example 5).

In numerous examples, language play links thematic concerns of Alice. Many of
Carroll’s linguistic plays produced in the book’s chapters (The Mock Turtle’s Story and The
Lobster-Quadrille) are related to the sea and its creatures. That was the case with the school
subjects learned under the sea as in “Seaography” (Alice, 2001, p.102) (see Example 2 for the
full list of subjects). Another case in point is that of the play on “soles and eels” (Alice, 2001,
p. 108), which Carroll has formulated for shoes under the sea instead of soles and heels. This
case was very demanding for the Arab translators, and all of them produced literal

translations to suit “under the sea” theme (as can be seen in Appendix 1, Example 22).

30 https://www-oed-

com.ezproxye.bham.ac.uk/view/Entry/28649?redirectedFrom=a+cat+may-+look-+at+a+king#eid 10062648


https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/28649?redirectedFrom=a+cat+may+look+at+a+king#eid10062648
https://www-oed-com.ezproxye.bham.ac.uk/view/Entry/28649?redirectedFrom=a+cat+may+look+at+a+king#eid10062648
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The analysis of the data also revealed that illustrations could affect the
implementation of the translation techniques. In children’s books, pictures used can be related
to language play used in the text. As Epstein (2012, p.184) argues that: “translators have to
work within the limits set by the pictures, even if that means that jokes sometimes fall flat in
the TT.” Epstein was particularly referring to homophonic play on insects’ names in the
second Alice book Through the Looking-Glass, but we can argue the same for play on the
first Alice book as well. Epstein notes that when translations use new illustrations (other than
Tenniel’s illustrations), translators will have more freedom recreating new wordplay in the
text, while, when the original illustrations were retained, then translators will often lose the
play as the play needs to be explained to work with the pictures. This is partly true for the
present data, as already mentioned in Chapter Four, only three of the Arabic translations in
the data (El Kholy’s, Abdul Salam’s and Saad’s translations) were using Tenniel’s
illustrations; however, that did not mean that the other three TTs (Kiwan’s, Omran’s, and Al
Jabbas’s translations) were more productive of language play. On the contrary, as explained
above, it is in the latter group where language play loss mainly occurs. Though, it is noted, at
least in the illustrated TTs, that illustrations might have restricted the translators’ choices.
That was the case with the parody “You are old, Father William™ (A4lice, 2001, p.51) which
has been accompanied by four pictures depicting details in the verse, which did not allow
much freedom for TT translators who had to opt for literal translation (see Example 2,
Appendix 9).

Norms are an obvious factor affecting any translation process. In the present data,
some didactic and linguistic norms operating in children’s literature in the Arab world might
have influenced some of the translators’ choices. For instance, the translations of school
subjects (Example 2) might be explained in light of didactic norms, which might have guided

(child-oriented) translators to abandon Carroll’s mockery of the educational system. Didactic
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norms might also explain the translators’ use of English words in the TT as an attempt to
teach their young readers some new vocabulary (as in Kiwan’s and El Jabbas’s translations).
Some linguistic norms can be observed in the use of colloquial Egyptian by as an attempt to
recreate humour as observed in El Kholy and Abdul Salam renderings of parodies.

The analysis discussion above has listed some factors and challenges which have
affected translators to a great extent, but it has also shown how some translators were able to
overcome these challenges using some creative solutions. Weissbrod (1996) found that the
treatment of wordplay is related to “the translator’s talent, proficiency, and willingness to
spend time finding solutions to the problems that arise” (p.221) and Leppihalme (1996)
stresses on “interindividual” differences and stresses that translators need to be: “a competent
reader in the source-language community and a competent text producer in the target-
language community” (p.203). Diaz Perez (2015, p.178) adds the translator’s “inability to
find a punning solution, or his/her personal attitude towards punning in general,” as prevalent
factors. No matter, how subjective these comments are, they should not be disregarded as
they can be conceived, somehow, responsible for the translators’ approach. All TT translators
have dealt with the same ST, as it has been already assumed in Section 3.3.1 and were
subjected to a similar set of challenges, yet they have produced different translations. All TTs
have been produced recently where ample resources regarding language play and their
meaning exist. The analysis, however, has shown how some translators have preserved more
instances of language play than others. And this was evident not only in the challenging
examples but even in some of less-challenging instances of play.

These views may oppose recent opinions on reading and translation as a form of
interpretation (e.g., Venuti, 2019) that argue that a text may have more than one meaning and
many different interpretations; and each reader is free to find a meaning in a text regardless of

the one intended in the text. However, as Leppihalme (1996) rightly argues, the translator’s
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interpretation “should have an inner logic based on, among other things, a careful analysis of
the ST. A literal rendering of ST words may obscure that logic.” (p. 214). After all, I believe
that what is more important than translating mere words of a texts is to translate the style of
the author. It is the style of Lewis Carroll and the abundance use of language play which
granted Alice its ambivalent status and popularity in translation (worldwide as well as in the
Arab world). Translators should endeavour to as much as of the original style, including
language play, to facilitate reading and enhance the enjoyment of the story for their readers
whether children or adults or both.

This section has discussed some of the common parameters that might have affected
the Arabic translations of Alice; however, it is important to note that these lists of factors are
not absolute. There are other possible factors related for example to the wider context as the
status of the film in the target culture, the working conditions of the translators, the role of the
different agents as publishers or editors, among many other potential factors.

The findings of this thesis in relation to the parameters that might have influenced the
translator’s when dealing with the different types of language play may contribute to the
overall knowledge of the factors that could play a vital role in choosing translation
techniques. Some of these findings tie in well with previous studies like Delabastita (1996,
1997), Weissbrod (1996), Leppihalme (1996), Veisbergs (1997), Nord (2003), Epstein (2009,
2012) and Marco (2010). Other findings of this study, especially in relation to Arabic, are in

line with some previous studies, such as Khanfar (2013) and Mehawesh et al. (2020).

6.7 Summary
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This chapter addressed the general findings of the present study and provided answers
to the research questions. the findings are related to the types of language play in Alice, the
problems they pose in translations, the techniques used by the Arab translators to overcome
these difficulties, and the possible effect of intended readership as well as other factors on the
translators’ choice among the available techniques. The following part will discuss some final

remarks on this study, its limitations as well as recommendations for further research.



228

Chapter Seven: Conclusion

Final remarks

This study set out to investigate the treatment of language play in Alice from English
into Arabic. The use of language play is one of the key features that characterize the story as
a dual readership text that appeals to children and adults simultaneously. From this
perspective, this study aims to examine if there is a connection between the translation of
language play and the audience of the Arabic translations of Alice. To do so, the study began
by examining if the Arabic translations are oriented towards different readership of children
and/or adults. Then a thorough analysis of language play in Alice and its translation was
carried out which mainly aimed to examine different types of language play in Alice and the
problems they pose, and investigated the techniques used by translators. It has also examined
the factors that might have played a significant role in the employment of translation
techniques.

The examination of the background information of the translators and the publishers
as well as the investigation of paratexts revealed that the six Arabic translations were aimed
for different audiences. The three translations by Amira Kiwan (2003), Nadia El Kholy
(2013), and Sameh Al Jabbas (2020) are child-oriented texts. The two TTs by Seham Abdul
Salam (2013) and Reham Saad (2020) are dual readership oriented, while the translation by
Farah Omran (2018) is adult-oriented. This finding confirms the hypothesis made earlier in
the introduction that the production of multiple new translations of Alice into Arabic (some
even in the same year, and the same country) may indicate that the translations were aimed

for different markets.

The proposed typology of language play (Section 2.3.1) generated many interesting

and significant results through a comprehensive analysis of language play in Alice. There
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were 91 instances of language play in the ST of nine different types: paronymic play,
homonymic play, homophonic play, graphic play, letter-based play, word-structure play,
idiom-based play, pragmatic play, and parodies. Of course, there may be additional instances
of language play that this study has not identified; additional examples may emerge from
further research on the ST. However, it is believed that the amount here is sufficient to draw a
comprehensive view of the treatment of language play in the Arabic translations. The analysis
revealed that not all types of language play were challenging to a similar extent, e.g.,
pragmatic play and letter-based play were less challenging to Arab translators. On the other
hand, other instances of language play are language-dependent (i.e., paronyms, homonyms,
homophones, word-structure play) which depend on the linguistic aspect of the ST and have a
complicated mechanism that normally do not have equivalents in Arabic.

The typology has also revealed that language play in Alice is not merely a linguistic
feature, but a significant part of Carroll’s discourse closely attached to his social and cultural
context. Many types of language play were indeed challenging especially those that relied
heavily on the use of cultural references (e.g., idiomatic play and parodies). Such types of
language play were written for Victorian readers which may make them even difficult for
some modern English readers to grasp. Therefore, the cultural context, which dominates
Alice, is very different from the Arabic culture. So, the experience the Arab reader is exposed
to when reading Alice is undisputedly very different from the ST readers whether Victorian or
modern readers.

In a similar vein, the detailed analysis of the Arabic translations results in the
following conclusions. Arab translators have used a range of solutions to deal with the
challenges of translating language play. This is evident in the use of a significant number of

techniques such as LP—» Similar LP, LP— Different LP, the use of Editorial techniques,

LP— Related rhetorical device, LP— Non-LP, Direct copy, and Omission. And it is also
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evident in the number of techniques in relation to the translation segments (Section 6.4). The
total number of applied techniques did not parallel the total number of all instances of
language play in the data which means that translators sometimes combined more than one
technique to translate language play. The analysis revealed not only combinations of two
techniques but even combinations of three techniques have been used by the translators (see
Table 16).

In terms of the relationship between techniques used and intended audience, the
(quantitative and qualitative) findings of the study reveal that the choice of techniques was
not always sensitive to audience and suggest that a range of factors may have affected
translation decision. One of the initial hypotheses, as suggested in the literature discussed in
Chapters One and Two, is that the translation would differ according to intended audience.
For example, Omission technique is frequent in texts for children (Marco, 2010, p. 279), this
study however found that this is not the case; the adult-oriented translation by Omran features
more cases of omission than child-oriented TTs. Techniques that indicate preservation of
language play (LP—» Similar LP and LP—» Different LP) were mostly used in two out of the
six translations, one of which was aimed at dual audience and the other was child-oriented.
This contradicts for example Borba’s (1999) and Marco’s (2010) findings that the treatment
of language play is mostly affected by audience. This study instead revealed that the choices
made by Arab translators were not always sensitive to their intended audience.

However, the findings of the study indicate that there were a number of factors that
might affect the translator’s choice among the translation techniques. These factors were
mainly related to the linguistic and cultural gap between English and Arabic languages and
cultures, intertextuality, stylistic function, the use of illustrations, norms, and factors related

to translators as recognition of language play, proficiency, and willingness to produce the

play.
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The study, however, does not reflect, as much as anticipated, the effect of the cultural
and regional variation among the TTs as being published in different parts of the Arab world
(Egypt, Lebanon and Kuwait) on the solutions adopted by translators. Although some
linguistic tendencies to use Egyptian Arabic has been noted in El Kholy’s and Abdul Salam’s
translation, this tendency is not found in other translations published in Egypt as Al Jabbas’s

and Saad’s translations.

This study contributes to research on the translation of children’s literature and adds
to the scholarship on the translation of dual readership literature, in particular. To my
knowledge, the present study is the first substantial study to compare different translations of
a dual readership text into Arabic. The proposed model of analysis could be of interest to
academics interested on language play and its translation. The findings of this study regarding
the problems involved in translating language play and the factors that may govern their
translations can give insight into the nature of these types of linguistic forms, and therefore,
can help literary translators in the Arab world acquaint themselves with some of these
difficulties and the possible solutions. And because literary translators are not always
expected to read academic research, I could share the results of this study by offering myself

as a guest lecturer on translation training programmes.
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Limitations of the research

The study faced difficulty in obtaining the necessary data on the exact number of
translations of A/ice into Arabic: i.e. the number of translated versions, publisher, year and
place of publication. Obtaining this information was necessary to decide which versions to
include and where to find them. The only bibliographic record available is the list compiled
by El Kholy in 2015 as part of Alice in a World of Wonderlands. However, new translations
are appearing regularly, some were published during the course of this study and could not be
addressed here. Unfortunately, there is no database that provides bibliographic list of
children’s books translated into Arabic.

Another limitation of this study is related to the use of manual analysis, which has
taken a considerable effort, it still raises the possibility of human error and therefore, the
results might not be accurate. The analysis included a large amount of data and does not use
any electronic aiding tool. The reason for this is the lack of machine-processable electronic
versions of the TTs, and the lack of a computer software that support Arabic texts and could
help in the search for and the identification of translation techniques.

Another limitation of the study is related to the factors that might have affected the
translators’ decisions. It was not possible for the researcher to have a better understanding of
the translator’s task. Although there were numerous attempts to contact the translators and the
publishers, it was not possible to contact any of them (except for Farah Omran who was
contacted via Facebook). Information about the publisher’s and translator’s motivation which
might have been obtained through interviews or questionnaires would have helped me
provide evidence regarding the choices of translation techniques and the factors that might
have influenced them. However, I used all information available on paratexts and online (e.g.,

interviews in online magazines and newspapers) to demonstrate my discussion of the results.



233

Recommendations emanating from the study

A number of recommendations can be offered as a result of the current study. This
study collected data from A/ice which contains many types of language play that have not
been studied before and which allowed for a fair demonstration of Carroll’s play on words.
However, it would be interesting to investigate instances of language play found in the sequel
Through the Looking-Glass as it has never been examined in the Arabic context before and to
show if Arab translators have treated them differently.

It would be also interesting to investigate the treatment of language play in relation to
Audio Visual Translation. There are three Disney movies of Alice; the first animated film in
1951 was dubbed into Arabic, and the more recent films Alice in Wonderland (2010) and
Alice Through the Looking-Glass (2016) were subtitled into Arabic. It will be interesting to
examine the impact of visual dimension on the translation techniques used for translating
different types of language play and compare the approaches of dubbers and subtitlers to the
paper copy translators.

The model of analysis could be usefully employed in further research. The adapted
model of analysis applied in the current study could be applied by researchers interested in
the examination of language play in dual readership literature in translations that are not
explicitly oriented towards a specific audience of children or adults or both. Researchers can
employ an approach similar to the one employed in this thesis which starts with a paratextual
examination to find clues about the target readership followed by a textual analysis of the
linguistic feature under study.

The findings of the study could be used by translators, editors, and publishers of
children’s literature in the Arab world, making them aware of the dual readership nature of
some books for children and drawing their attention to the importance not only of the

translation’s paratexts but also to the essential role of dual readership features as language
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play in translation. Further studies need to be carried out on other texts of dual readership
nature to better understand the role that these texts play in the translator’s choices.

Because I was not able to gather sufficient information about the translators and
publishers, it would be interesting to examine this area in greater depth by providing more
evidence of potential motivations behind the translators’ choices. Further research could be
conducted to explore the accounts of the different agents in the translation process as
translators, editors, and publishers and their role in relation to the specific techniques they
have used that might influence the translation.

A further extension of my study would be the inclusion of a reception study which can
help in understanding the effects of Alice and translation techniques on the reception of the
work in the Arab world. Information about the reception of the work obtained through
interviews or questionnaires will help to provide evidence of the effect of the Arabic

translations on different audiences of children and adults.
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Dual readership oriented TTs
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ST Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
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right word)
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Editorial
techniques
10 | Ambition C}A-H\ el C}AH\ el C}‘Ja CJ“"H‘
(Ch9,p.102) (p.184) (p-118) (p-139) (p.117) (p.155) (p.124)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP+
Editorial
techniques
11 | Distraction elgaly | Al Al A sle) selll
(Ch9,p.102) (p.184) (p-118) (p-139) (p.117) (p.155) (p.124)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
12 | Uglification el < Sl Rl all i il
(Ch9,p.102) (p.184) (p-118) (p-139) (p.117) (p.155) (p.124)
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LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
13 | Derision Al Lanall ZEpEw| [SREOWE] EEpEw A Al
Gl
(Ch9,p.102) (p.184) (p.118) (p-139) (p.155) (p.124)
(p-117)
LP — Non-LP LP to Similar LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
+
Editorial
techniques
14 | Mystery (Ch 9, p.102) o sail) Gl ol Gl U sasl) gl
(p.186) (p.119) (p-139) (p-118) (p.156) (p-125)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
15 | seaography el ale Ll jas gl Dl lghaasale Ll e 5 ) BIERIERPEEN el ale
(Ch9,p.102) (p.186) (p.119) (p-139) (p-118) (p.156) (p-125)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP+
Editorial
techniques
16 | drawling Gpauall ) Ztal) PNt pp Wi | anallS ) gadl) 2SN ey g SSalil) )
(Ch9,p.102) (p.186) (p.119) (p-139) (p-118) (p.156) (p-125)
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LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
17 | drawling Caaadl) Al Gl ] ST PR Je]
(Ch9,p.102) (p.186) (p.119) (p.139) (p.118) (p.156) (p.125)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
18 | Stretching Ll L) 2aadll bl aall 22l 22l
(Ch9,p.102) (p.186) (p.119) (p.139) (p.118) (p.156) (p.125)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
19 | Fainting in coils il o)l S 3l a5l alal b elee Y Sy (o gl AUaall Al sl agile ds Ja ol ysall
(Ch9,p.102) (p.186) (p.119) (p.139) (p.118) (p.156) (p.125)
LP — Non-LP LP — Similar | LP — Non-LP LP — Similar LP — Non-LP LP — Non-LP
LP LP
Editorial
techniques
20 | Laughing (Ch 9, Slaall Al il ol SU sl | el & sall Slaall Saall
p-103) pd Jsi oé Lad
(p.186) (p.140) (p.118) (p.156) (p.125)
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Aade Jaila 12a
(p.119)
LP — Non-LP LP — Non-LP LP — Non-LP LP— similar LP — Non-LP LP — Non-LP
+ LP+
Related Editorial
rhetorical Techniques
device
21 | Grief (Ch 9, p.103) ol U Al Ty PN s\l ol
(p.186) (p.119) (p.140) (p.118) (p.156) (p.125)
LP — Non-LP LP —- Non-LP | LP — Non-LP LP— similar LP — Non-LP LP — Non-LP
LP+
Editorial
techniques
22 | ‘And what are they , soles ) msaclav | (e de sias Joadl) o) Cpmlaliy g andl) el Ao g daill |l Gulal ey (s ga Slans (0 o g uliiY) clan
made of?” Alice asked | ,(Shad ind bl allls | dla g s gl lans ceblial) w5 (5
in a tone of great P, eels ) pulEY) ol el (p.148) G e asll (p-166)
curiosity. i heels 4alS 4033 Ll clandl alad (p-134)
(s138)) xS jans | (P-128)
‘Soles and eels, of . (p.127)
course,” (Ch10, p.108) (p.198)
LP —Non- LP LP— LP— Non-LP LP— LP— Non-LP LP— Non-
Non-LP Non-LP LP

Direct copy +
Editorial technique

+ Editorial
techniques
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Appendix 2 Homonyms

ST Child-Oriented TTs Dual readership oriented TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran

“You ought to be Sl 3 S 3l El\ PR PGkt Sllie daals 3lia El\ PR PGkt éﬂ\«ﬂuu&& Sl Al 3lia
ashamed of (p.26) (p.21) (p.24) (p.20) oYl 4gle el (p.22)
yourself,” said (p.37)
Alice, ‘a great LP— similar LP LP— similar LP LP — Non-LP LP— similar LP LP — Non-LP LP — Non-LP
girl like you,’
(she
might well say
this), ‘to go on
crying in this
way!
(Ch2, p.21)
I’ll soon make o8 pSdial Casu | o)) L Jadl 3 aSaia] o g oo Sadata @l | SHIa | L s aSaal Ola e pSae L ORI
you dry L o 12 Jad) Usendl (AL ol 128 LSl 4 ey oAl | Ulis s Al pal | aels Jll ] el caal ala 1Y
enough!” ... el ol (p. 31-33) s anl sala (p.29-30) Lol il ORI ST | i ol ol sy | 8 e
This is the (p- 42) o el Lalas |5 (S clads 5L
driest thing I (p.38-39) (p.50).5 031 3 (p.35)
know. LP — Non-LP LP — Non-LP LP— similar LP LP— similar LP LP — Non-LP LP— similar LP
(Ch3,p.31)
found it — 4l uaninall o 23 Dosas sy olel [ ans . Lulialia aag Al ISy 505 059 a ol sl R E CYSRER L
advisable - ¢ M cailaiie s s edd Lgaangls . Sk Lo e J_yl Guaia Cpeatae | el i
‘Found what?’ "I a9 Akl B | e adl dag oS Gl | salailand 13 aay | ob el Siel Loslipsiy | M agm il e | Laple e oS el (e
said the Duck. Lo o iyl lala " el of Jiady) 2 3K 4t L Al Gt cailagial daa e 1 3 gyt ") G RS Agiad
‘Found it,” the bode il aag:le "OI3e da g ALl B | agiad Lo o Cioel Ul | L san g g IS il | Ledie las lalina alef Gl
Mouse replied 4giad 1o (38 jaS g i ) Gilals o bt aa Lavie « o 13k by il | LlLe ! cAdadl B L sl
rather crossly, i Lo Gyl Lada Mg I A GsSasaall o | "9k 22" Akl Cala "aan s LAY el | sl Aoty 5aY) (Sl Le
‘Of course you Ca el adad) culles e Ll | Allall <Ba gy 5l lediia O kAl g el 1o aadally el ans | Lasd 3aSy )l oS0 3350
know what “it” SIS EUPS R RPN Jale uﬁ\ "eada) callad 022 g La 48 yray (3lad (B il 04"t azll ('a.m\ S M (&= " iy sda g
means.’ L a Leie claa s Mo LA AAlS dias ) | ) el Gine (4 gad | o) Letie Laia 6 L)
‘I know what el el S lasae | (0580 L sae Uindi daf Laaind M G aie | JE Jae e bl (p.34)
“it” means well Jisall 3353 sldesin | 5250 5l doadia o i) el (p-39) Jei Laxie " Ak s sl s ) )

enough when [
find a thing,’

o g sl ¢ ga

"Ly

il e lla ¢ sa gl

" LY saa g

lae caef Wl g5 e
‘_‘,Js E-¥ ‘g_'ﬂsdsﬁg"o"

633}3
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said the Duck,
‘it’s

generally a frog
or a worm. The
question is, what
did the
archbishop
find?’

The Mouse did
not notice this
question, but
hurriedly went
on, ‘ “— found
it.

(Ch 3,p.31)

(p-44)

(p-33)

3353 lediia (58S o ganll
maMang sile: sa Jlgud
"L L

(p-30)

g 1" A

o Saall

‘hlﬁ}nu "SJJJ sda" 3
3 U Jlgad) ()
Lo die JLMISJ-HI‘}“ JJJi
vy} JJ Lﬁ-‘n "
1l iise Catud)
(p.51)

LP— similar LP

LP— similar LP

LP— similar LP

LP— similar LP

LP — Non-LP

LP — Non-LP

The Rabbit
Sends in a Little
Bill

(Ch 4,
p.38)

Al Gan i Y
3 ya

(p-60)

B)MML»‘)J&L,_\,};U)Y\

(p-41)

Ja ey i Y
il

(p-47)

Dsall d Js i)Y
Jalal

(p-39)

Jar e i,Y)
sl

(p.61)

ixaall dJeJA:\HE ;.\.'U“z’\

(p-43)

LP — Non-LP

LP — Non-LP

LP — Non-LP

LP — Non-LP

LP — Non-LP

LP — Non-LP

And when |
grow up, I’ll
write one — but
I’'m grown up
now,’ she
added in a
sorrowful tone,
‘at least there’s
no room to grow
up any more
here.’

(Ch 4, p.40)

Jae VL ST Laxie
eld (g ST saill
(p.66)

sall Jae | ST Lenie
(p.44-45)

el Sl i
S (S e
(p.52)

il lay S s
Laldal) sy

(p-42)

dualsl . S laxie
e sl
(p-65)

soaldae | i lexie
(p.48)

LP — Non-LP

LP — Non-LP

LP— similar LP

LP — Non-
LP

LP— similar LP

LP — Non-LP

I think you
might do
something better
with the time,

Al Gl o) e
delia) (e daadl ¢ ity
e S50

Lalie < gl (pd s ol 5l

el

e G o
Lal ¢l 48 ye | LS i gl

a8 }X\
ol

(p.84)

]
8 g

(p.116)

“a
i

(p-91)
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If you PO PRIER N CAS gl o) Ampad
knew Time as 48 e Lalia (p.87) PN
well as I do... .
(Ch7, (p.32) (p.102)

p-75)

LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
They lived at o ad 8 el (S c o ElB A e (S a8 8 el (S Sl el 8 hay (S| g8 A ey (S A el S
the bottom of a RIRTREL T K DL R N PG < ER Y K D o | O oS L oSG S L LSoh Sl | el S 13l L
well o) dall | S5m0 oS L e 2pudl) Jusall e Sl IS 8 | Sl G e i oS"
‘What did they (p-138) o e cpdady oS (p.120) "
live on?’ said (p.91) Juall (51 ) Caad (p.87) (p.94)
Alice, (Ch 7, 2 sad)
p.78) (p.105) .

LP — Non-LP LP — Non-LP LP — Similar LP LP — Non-LP LP — Non-LP LP — Non-LP
They were o palaE S oy o) oy | i iall AT | o)) - ol Ol | . ARy oales o8 | o 2 ) s 5"
learning to G Oan ) Laid pedl ¥ Sy e Oala &34 OS ML (M dalsll e A0 (S Bl LSzl il Galay
draw, you know Ol e ¢ S Juall e (las cas LS L zloainl | omma ol 0e L 0% | L au M) Galay oS "L OsA
— “What did they e sl g | GliSay | Saian oY) O | Ol Sy 3l Jual) 9L ) At
draw?’ said o ey O sle | e sl e ian o 13 2 Al csla i (e slall oaass (p. 122) | 0w O dien oS 0af "
Alice, quite osd s Oe Sl Cpmalaing Sl agie § 1A el el C);l.u LS u\ ELHCAR Slif awie ] Sl "¢ Sl
forgetting her Sl Gl e L;..aai Oi @ Qi aief ¢elal | JuGa A}u‘w el JPRENE] "okl C\)szu\ o LS
promise. ... uall yiy Ga 29V | Jusal) ) yaid GSGY) | S (81 2 Juaall Mol (alady (S 8l
“You can draw pl140. dal 8 o oSl L 3! ol s e 3] | €l Jalas a5 G oS
water out of a felld Cpaaivn (oS8 Al | el oS a8 3 5uY) 97-96 .p
water-well,” said Ll ) p90-89 .
the Hatter, ‘so I (p.93-94)
should think pl08 .
you could draw | LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP+ LP — Non-LP LP — Non-LP

treacle out of a
treacle-well —
eh, stupid?’
(Ch7,p.79)

Editorial techniques
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9 ‘But they were el Ao ol b dala G oa (Sl 228 (158 agil Ot g O (S S (S e 2l (B OS esE M) jeB 8 calS Ll
in the well,’ Al Ao oS oa bk | bk Celld alaiig CaSé Ll oS st el daly | ALl A S lall |l el 8 ailS aalally”
Alice said to the Dl oS op | da el )5S sl e oSl daly Sl e "Ll
Dormouse, not (p. 142) Lol il B ST (p. 123)
choosing to (p-94) 97 p
notice (p.108) (p-90)
this last remark.

‘Of course they

were’, said the

Dormouse, © —

well in.” (Ch 7,

p-80)

LP — Non-LP LP — Non-LP LP — Non-LP LP— related LP — Non-LP LP — Non-LP

rhetorical device +
LP — Non-LP +
Editorial techniques
1)

10 ‘Really, now Ol e o L el Y O g o3 L sl Y | Aldleda b bl Y Ol g o3 L el Y | ) Gaailh | ssief Y e 1A okl D
you ask me,’ GASSS Y Cranall g Canall o) 1l elile (AT (p.124) (sanai O s iall
said (p.144) (p.95) (p.109) (p.91) (p.98)
Alice, very LP— non-LP LP— non-LP LP— non-LP LP— non-LP LP— non-LP LP— non-LP
much confused,

‘I don’t think —
‘Then you
shouldn’t talk,’
said the

Hatter.

(Ch 7, p.80).

11 ‘Flamingoes and Ja Al aladll ) 5lad saiaddll ) sulad sl )l | 8kl il ) sk daally saaadlall | Jajall s aplall ) gelall
mustard both U LS Laa D 53 jieall gubag Laa o i Jayall any cany LS oA s LS
bite. (Ch 8, pl72. sanpl 1. Ll p109.

p.96) (p.164) (p.119)
pl31.
LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
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12 There’s a large PECPIEY pdaa ania JaA i pale da g ol o deleted
mustard-mine el pda d3 A GV QS LS | 30 il Gl pals S| e ol S8 e (A paie lia (e
near here. And L}ﬂ O LIS Ga i chal Sy 3all JEIN & 3l g (L (e "HQ aleal LS | L G oxall c‘gj‘)'a il
the moral of that | ) 2 llof mine : (p. 111) o Lol S LS @l gala Gl LS e oS Gl 13 (g
is — “The more paiall Jadg gal Jad s IS LS ¢ Sl o S Ja Al
there is of mine, | <bal S WIS (L Sl s Laa JBY) (p. 109) Ay 5Sp Wl
the less there is Jil
of yours.” (Ch 8, pl31. (p. 146)
p.96) )p(172 .
Direct copy + LP — Non-LP LP — Non-LP LP — Non-LP + LP — similar LP Omission
editorial technique Editorial techniques
+ LP — Non-LP
13 ‘Are their heads o Spemssy kel Ja | aad | SaguggyCaadd da | Sagussy Cadal Ja | a8l Saguigy ) Cuaad o dam Al iabia | "fagua gy plakad Ja"
off?’ shouted the gy Cuad gy Cankad pemigy )y | g2 il pm gy A oo Spgmgy )y Cunlad "L el e sl Jar
Queen. (p-154) (p-118) (p-98) Ciaad A8l aat! (p-107)
‘Their heads are (p.101) g3
gone, if it please (p. 133)
your Majesty!’ LP — Non-LP LP — Non-LP | LP — Non-LP LP — similar LP LP — Non-LP LP — Non-LP
(Ch 8, p.87)
14 Either you or cady ol Ja gl bl |l adaty 5 s i gLl | Gada) IS oW sl | sl e )8 a3 ol Ll | Ll el s s i ol L) Al bl iai L

your head must
be off (Ch 9,
p.97)

(p-113) (p. 111) (e daet
(p.174) (p.133) (p.148) 119 p
LP — Non-LP LP — Non-LP LP — similar LP LP — similar LP LP — Non-LP LP — similar LP
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15 “Have you seen slaalial S5 el AL Caalld) .. daea gidl slaslud) A yed A8 3l slaali) .. A4 31 slaali) Lo Jual dsdls slaatludl
the Mock S el il 3l AL Caaladl | Aas il slialdl laa (25) 4l 31 CaaSlad) Caaddl slua JUall dadls slua
Turtle yet?” p) <l 3l slaalad) (p.115) pl34. (p.114) iy 3l 120.p
“No, said Alice. | p(176. (p- 149)
“I'don’t even
know what a
Mock Turtle is.”
“It’s the thing
Mock Turtle
Soup is made
from”, said the
Queen. (Ch 9,
p.98) LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP + LP — Non-LP+ | LP — Non-LP

Editorial techniques Editorial
techniques

16 We went to el IS US| i ndl QI can US| sl U caB WS | b el s IS i G Bl | bl Ll e IS
school in the sea Slad sl A RETRRE | Lol A Sl calius | 28) a) ol " el
. we went to A 2 IS adl | L Ul as dSaad) | doad) M eaBiUS | Al ap S leieondl | duad) ) cadi LS il s L
school every day | Awesduotedlcuad | dSau sl adl g S emdS L ae I Ll Ul p S ‘ " e
_« Ly s ol e Lol Uil Wle | amdSladcmditl | L0 cad cuS Lo Ul 5
‘I’ve been to a (p.182) (p.115) e M Hlpdnls | (p.116-117) Al "haalA Al e
day-school, too EEENSIEN (p.154) (p.123-124)
(Ch9,p.101) (p.138)

LP— Non-LP LP — Non-LP LP —Non-LP LP — Non LP + LP —Non-LP LP —Non-LP
Editorial technique

17 ‘and I do so like il o) daud) e canY) o) e CanY!) o) ey L Gl dlas IREPSN= el sland) ASeld)
that curious song | Y5 il jall paw LY (a4l Juill 5 4,3aY) aali LY sealy ¢e)3 gus (ppall dBas a5 Jladl
about the (p.198) as il Jsha Ao g (p.134)
whiting!’ (p.127-128) (p.147-148) (p.126) e ) G sal)

‘Oh, as to the

Jgual aila Jad ellia

whiting,” said s 'u»d’-'\ e ost
the Mock Turtle, (Jlaill 5 31 4y adls
‘they — you’ve (p.164-165)
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seen them, of LP — similar LP LP — similar LP LP — Non-LP LP — Non-LP LP —different LP | LP — Non-LP
course?’ (Ch 10,
p-107)

18 “Yes,” said — 2]l die agials — 3l Ay Sl | Base o S Ll ) Oe S il sl | saile e Llle Ll
Alice, ‘I’ve () 2 o 5) o (133 2 ) Cadd g o3l gl "L oiad) G gal) "L )
often seen them Opvnalti e (g0l cnd | am g ol el Y slad (p.125) Gl 13 ol el Y
at dinn — she (p.196) 127.paslly 138 (pai g2l (p.133)
checked herself (p-147) (p.164)
hastily.

I don’t know

where Dinn may | LP —Non-LP Lp —Non LP LP —Non-LP LP —Non-LP LP —Similar LP LP —Non-LP
be,” said the + Editorial technique

Mock Turtle Editorial technique

(Ch 10, p.107)

19 ‘I can’t help it,’ ehal sl Ul Gall el Gl sl Wl | sadl) 8387 aaa ) oal sl Ul Ay il Ul 13la 2l L . e ol Ul
said Alice very Ll sl A aal | Al L s of b G eall el Ll | el L s of Glia e oo eaa g saill A Gall el
meekly, ‘I'm Lyl e @lif alas Loayl gt i bl G et )| sl sl Lol lif (o jas Mol gy Gl aled ol | s S
growing.’ s sal AL JPEEN g "yl gais
“You’ve no right p218. (p.140) Ao sail s p140. ) pa Ll ga
to grow here,’ Al gina RCPECNR K P 147.p
said the 162. Ao oy gai) A
Dormouse. 181 .pAd sina
‘Don’t talk LP — Similar LP LP — Similar LP LP — Similar LP LP — Similar LP LP — Similar LP LP — Similar LP
nonsense,’ said
Alice more

boldly, ‘you
know you’re
growing too.’
‘Yes, but I grow
at a reasonable
pace,’ said the
Dormouse, (Ch
11,p.118)
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20 ‘I’m a poor il oSae das Ul alia b (e day Ul Jaysmand Ul | cul aslilly || 8 da Ul e OSesa o, o "OSie Ja L
man, your Jon g Caatie | S0l Y il A | st ol i opSise | @iaa A28 DV s | Al e Caasie el Eaania (5 g Canad il M
Majesty,” he LY e Ll POINI e "ol
began. (p.222) (p.142) pl64. (p. 142) (p. 184) (p. 149)
‘You’re a very
poor speaker,’
said the King. LP — Non- LP LP — Non-LP LP — non-LP LP — Different LP+ LP — non-LP LP — non-LP
(Ch 11, p.119) Editorial technique

21 Then again — , fit) bl Y o | g opbeas Y el Sy @ Sl Of Ji | a2 el Y LSl o)) Aol e ol ds of Ja" - aslall Jlu o5
“Before she had i Wiyl iad Y Ae Y6 (o ginll e | Ganal | diad) d8LIL eS| TV gl Lol L | dpae | dppanl) dedally Gilas
this fit” — you Ledl . Ll (s | alS SaY1 ) L clile Gulat AL ALYl el | Al Ja e I | )l 380 28 s | L der Gl G Sl o ]
never had fits, IBLEYL e Lo oS ol saa Y | LA 8 5l dad) Sl QS ) gumasl) ol ¢
my dear, I (240 p) [BHHNE Y clalSlla o) (p.155) Al o Al 4ga 5 Y e ), el
think?’ he said ol GllSIL 4 el a | sl Glesall (a3
to the Queen. (p. 155) LSl Cand b e 4l JE iy Lad Luliall Gledall @lias ¥ I
“Then the words p179-178. Lo ) (R 4 ) e A el
don’t fit you,’ (s al) s | oD e ad " (RS
said the King L jl) @ laals ulia "
looking round e (25180 2 ) (Apa
the court with 13l 1lalS) Canl 1aa" (p.162)
a smile. There "
was a dead (p.198)
silence. ‘It’s a LP — Non-LP LP — Non-LP LP — Non-LP LP — similar LP LP — different LP | LP — different LP
pun!’ the King + Direct copy + + Editorial + + Editorial
added in an editorial technique technique Editorial technique | technique
offended tone
and everybody

laughed (Ch 12,
p-129)
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ST Child-oriented TTs Dual readership oriented TTs Adult-oriented TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
‘Mine is a long GA(tail) Gl o) | Ay dlsh U gl EATPASRVE iy g5 Ul JB | Ay a5 Al sk S )" Waasdlish Glss )
and a sad tale!’ oA g Al h dal | cllad () L) e lelia ESTRENPRREN Mgy gl | MAAL Glatk led Aald | Al sh L) oS gall e o
said the Mouse, ] el ShE A Gl BRI Jish & gasall o )ty HT a5 s
turning to Alice ot u&%!,"dm il dd Y A5 ey "oy Al o 4 o ““Mu& QAW BRSPS PN
and sighing. ) 49* e )'L"“ s 13 S sl sk B g a¢ih . . La); \.M"& & o ol @ il "84 Al
il (tale | gy 58 m 4 8 A | de Gl B as ol 2l ) cORIR e i,
‘It is a long tail, [ N TN 1 e T 1 I (O e Al A dE Y ey amiledejle L0383 A | T aat L) IS i
. . R y il ol 4 S8 i L o . ) 3 Wl LS Laiy
certainly,” said Ol J 8 i) oin il L) | ) J8 3l (ST e (V) 5k ) a1l Ll | ey e g S8 Ll e oS5
Alice, looking Mhas Ak | "0 &S (Sl eash dd 4l -l
down with o shaud) o ol calls Lain "l s 5% ol 4] )

wonder at the (p.52) S kil el Jad a4 Cpaall A U g 8 (p.38)

. ' "Tail/tale @ &l 34y | ol D diiSa ald

Mouse’s tail; Aiaall g Ly (341 el e dalis pm b

(Ch3,p.34) (p-37) Lede 5 alls s Asall ce U

(p-34) o2 e Gl ol

Alua

(p.56)
LP—Non-LP + LP—Non-LP LP —Non- LP—different LP— different LP + | LP—Non-LP
] + LpP LP o .
Direct Copy Editorial techniques
Editorial techniques +
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Editorial
techniques

‘you had got to Al oselal) Calariall iy il | L)) ciliag Ja las dau] ) cila g ol iniall ilea g el agie Udads a8 Ll agief el isiall cualy a8
the fifth bend, wnot  AalS Ladiua) il "Phasdall @ saia) | Al selaldl i) MOl (el | G Geelaldl sl |l 1Al Y el L e
' (A e . Ny L saie ) Jaal . ) . oda Ao 5 Gl Y Ll saie ) any Jaal
I think?” o Baasian Ml gl |7 oy e | wioaae i llgla | iy gl | clelad Lies (o] fsie
. , knot ) PN M.\;L.u) 1338c Ml agic ) Y -uad LgJA‘_A:: Sae ol 1"élade G 14l Jual 55” Ji_m Ja ‘-A‘ ).Lu::\.a.m i VL@J;&:
I'had not! o) lete Ll | Baie ity Co o ) Gl ) 301 sl )
cried the Mouse, | |y saxiue | (pull 8 ( Lo sk ol caiad ! 1 pul] I8 (p.44) AL A paall Gl 2 UG\MM\ o (p.39)
Sharply and VETY | L] 4a 4l ").’au s, bacbusall @ Slac Ll e 3dic = Slac Ll e $323c ‘e %i s O )
. - - -2 .9 ‘ "'L@J; '"L@J& il LGJA‘ L;z.cé
angrily. Al Ja b el es ot ! !
‘A knot!” said Rl ey s (p.36) (p-58)
Alice, always (p.54) Al
ready to make
herself useful, (p-38-39)
and looking
anxiously
about
her, ‘Oh, do let
me help to undo
it!” (Ch 3, p.36)
Editorial technique + Lp — Non-LP LP — different LP — different LP LP — Non-LP LP — different LP
LP
direct copy + +Editorial technique
LP —Non-LP
You see the el Jaas 13ka Lok (5 54 Ll s (Y Jos s oY) Ll G ) ol Guai Y Lendi J o 55 o=y
earth takes | 3uind gl ¥ Gpalai 1dll | Jsa sl Aol gyl s e Dol b | s Olpsll Aol (o sl s osil Al (g plie ) e el aiul
twenty-four | Jss o3l delu o e g day ) el (K Vs la s e g el e Cro bl i Ala jsme | Cundl W )medes o el o plie
hours to | dwslia, " - (Axis) & sa Guaall Apiliag |, 553l oadylad | delu | ol gl S el gl bl sl e I,

. Axes) ) oossdl e Cuaall Ay akil bhdll e el o o) | Cpanll a5 ladad 4o lemly saa | B eodlioe L““J"
turn round on its (p110.) Nl 5 gl ( ALl o Ll ) el | G gandl (e "3 Al
axis — © ‘Talking

of axes,” said (p. 74) (p. 86) (- 78)
the Duchess, (p- 100)

‘chop off her
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head!” (Ch 6,

p.63)
Direct copy + LP — different LP LP — Non-LP LP — different LP | LP — different LP LP — Non-LP
LP — Non-LP
‘We called him 4 US . jsac slaal S s slaall AEY) e lasale Wielea cuilS A o slaali Lialea oS T pslialu aladl S | ¢ sae sliala Uidas CilS
Tortoise Y o aill olians s bl | Apeni LS W e - Hsme | slialull lgens Hsae apand f Lie| ¢ sae e basaidjsae | slialudl i e Laie]
because he e sl Jld ) slaal €I Al | sbisend A Bl | slialul) sl o ailalia | g pend S AL A 2Y)
taught us,’ (Ch ) Slialidl o paivans 3L | Ay 5 slaald L anss Uil S 49 2y slial | w03 A jad) | ja sliali uals L clliS
9, p.100) (p.182) SIS (Sl | F e sliale cualala oA, | slalud) adl? s sl & i A 2 Y
. . y slaalidl Lgrans LS laal 5 gl 8 5 Ay el litle L&Y | $(ULY)
Al el el | iy a0 LS Y e Lk EER
A olisans "‘ [y Litales oS Y ¢ 138a 4l
"ide 45Y slial el i
(p.136) o )
(p.153) (p.122)
LP — Non-LP LP — Non-LP LP — Non-LP LP — different LP | LP — Non-LP LP — Non-LP +
Editorial techniques
‘That’s the L0 (oamtl (A ) 13g] o ol 13 s 3 oantd A | LS sansy el cundl s 10 labise dad e Ll | LY | Lus o g sansy U
reason they’re alii o Al ( lessons) A)ﬂ\ Las Y (baras O Lagy (i s 2...»\)_: el L3y GL):H_}JJ! o 1 );‘}1\ il g (@) eAis
called lessons,’ o Y an e (lessen o an (e palil et | e AT as e isle i | Ji o U8 951 =
the Gryphon Al o o i ey | 07 w;):\” uL:iL” e (p.126)
remarked. (p.188) (p.140) LA i sl L4 53 o 5
‘because G2l (p.157)
they lessen from 7550 rp LP — different LP | LP — different LP — different LP LP - Non-LP |  LP — different LP
day to day.’ (Ch LP
9, p.103) + direct copy + editorial technique + editorial technique
I should say .. ¥( purpoise ) 0l ol & ) efa o (1o Lad omrdglae | aedad)) L S0l peday) ) ASans sl ol o S0 (6l aa
“With what purpose) < Y 2adi i ¢l os oSa gl S A s Y S s | b eadin gl 5l A i Ly
porpoise?” ¢ $( Ji ol 5 aaglls e Jd | B2 ..‘.J:w.w ol s redls AN RIS sl Ly
ARl il b e | a3 e (P-127) | 0 i Ol Laia el e

‘Don’t you
mean

(p.200)

fum 3l Ly
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“purpose”?’ 5 "G A ulay) (p.149) s gl J# et (p-135)
said Alice. (Ch "o "¢
10, p.109 . .
109 ) ) el sl (p.166)
o Ad Ly i al
"(éi-.‘" :LGJ | :\L‘)
s
LE‘ "u&ﬁﬁ" Aadi Sllal
FEFAY
(p.128-129)
LP —Non-LP + Direct copy + LP — Non-LP LP — Different LP LP — Non-LP LP — Non-LP
} Editorial techniques o
Direct copy +LP to Non-LP + Edltgrlal
technique
and the bah . (tea) @il elld oy | plaid (e il )y cillal el Glad i | e G W G Gl sl YO & e LA lral i
twinkling of the | dJie) @ciaslaiel aiddS | S dual Lo glall IS Ta P13 Glaal | 1 (3 0 RS (LI ) et Y S YO L
tea = (thodayblal | calll a0l o G o RS Jhe ol i | iy, gl i | e R R S
D8 Al (5L S Laha o (MLl fo il s gLl Loty Mo 8" S aaly
‘The twinkling (p.220) ol i yay las Mol JS O as) . Co oy LaadS Cpilly
of the what?’ Lol Ca oy Tay (p.141) "l
said the King. (p.141) (p-148)
(p-163) (0.183)
‘It began with
;‘;e tea, ﬂ;.“" .| Directcopy LP — different LP | LP — different | LP — different LP | LP — different LP | LP — different LP
atter replied. + Editorial technique LP o . o .
. +editorial techniques Editorial technique
Of course

twinkling begins
with a T!” said
the King
sharply.

(Ch 11, p.119)

+ LP — Non-LP
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ST Child-oriented TTs Dual readership oriented Adult-oriented TT
TTs
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
Due to cuzsll JE" | Due to oleat J& | Due to Due to A 4daba i lazall Ji
formatting QG formatting 42l LU | formatting formatting 4 e
difficulties, ety difficulties, 4 | difficulties, difficulties, . o
the ST in its {alil oy s | EIKholy’s i g | Abdul Salam’s Saad’s u’{:“‘ “;L:“:M;
graphical ' “ 7 | translation in N G"\"” " | translation in translation in 25 i) O Jlad (el
form is ) b | its graphical — J._ ‘; " its graphical its graphical dSlan e Y
presented in Ul o sal | form is CA\” ;j form is form is i
Figure 12 ) presented in «Jaad presented in presented in claall 1 b Y
(p-157) ="~ | Figure 13 o e Figure 13 Figure 13 ) y
—<hall | (5 159) o s | (9-159) (p.159) M3 (6 gun ladl Lo (5l
Jal o la 138 3 ddais el QISI Al sl
L,.5‘ ecl..ual\
FRRP
B Y iad ) sl A e
ol Lo sl i 2368 AaSlaa ()
& alail . .
e Joan R a8 Y 5 e (150 (150 (00
‘ )Ul\ula\ (MWMSBAL;A
Aol 0¥ ol S gaall el J
bl e 5] G ol 5 sl oy S
¢ ol o) Gl ) ;
e A Anadll jlies daali
JM‘ dlsﬁ K5 AaSlaa - D) Al g
(upadll Y5 Cilaa M sally dlile oSa
¢ aald
238 Jia" < (0.39)
iaSlaal) o
Japae
L..EJ.A.“IT! '"Q’é}l&
cji'):d\
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e A oS
L ugﬂu\}
ool JE (May
" ualall
NI i
s " sl
B aale
".m\:\;j ‘;‘H & PTIe=VY
) oS
Ja M gal)
i) (p.44)
) 5.;&\ )SLJ\
oSl
‘;.'atéll
ossb
cCpilaall A
P
il s
L
clle oSal
u.?\ 2L
(p. 52-54)
LP — Non- LPto LP —Non- LP to Similar LP to Similar LP —Non- LP
LP Similar LP LP LP + LP+
Editorial Editorial Editorial
techniques techniques techniques




Appendix 5 Letter-based play
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ST

Child-oriented TTs

Dual readership oriented TTs

Adult-oriented TT

Kiwan El Kholy Al Jabbas Abdul Salam Omran Saad

1 | ‘and why it is you Al G pans st A | Sl G (a3 .l o S5 Al oS ellany A cndly | el 3l oS3 Al Ol gl g dla S s

+ | hate — C and (p.50) (p.37) RGP Ll (p.38) Lagzand il fass cpall

2 | D,’she added in a (p.43) (p.34) "5 E J Ao
whisper, half afraid (p.56)
that it would be 2L.P— similar LP 2LP— similar LP 2L.P— similar LP 2LP— similar LP 2LP— similar LP | 2LP— similar LP
offended again. + Editorial technique
(Ch 3, p.34)

5 | everything that Jie, oG lay e S aall G o L JS | Le L SM el o 13 | e el oy g ) oy (i S e LY JhCaa lag ) i)
begins withan M — adll g o)) ydll Banaa Ol Bapae Jie | 3anae Jie ﬁ'}‘d‘ [ N \.\.x:\ sL..;‘)L.sS]\} “;u:\‘)sh OV Banas Jia ﬁ.}.qh Oy Banas Jie "axa"
‘that begins with s S5 (moon ) | dsie ... Jigially sl «moon il 5 ¢yl il BN PSP aill ((Mouse-trap) | «( a8l ) shi (e ) sh) Glae
an M, such as R iag ( memory ) B0l Lawy . 3860l e | 3 5STN ‘memory 3 _SIAll ‘_g Al s il :;1,3.&3(\ 3_SIAll ‘(MOOI’I) il Cnala o | 3lET 3_Sha
mouse-traps, and i .. (muchness ) s 5S) muchness BN 35 ((Memory ) | ebd¥l @it o) ¢ 58 Lavie
the moon, and e a3 e (p.95) 3l (0.90) ... (Muchness) | 525l &l L3l (ol (aliie)
memory, and p- . ] oe sl el da L Aa Al
muchness — (Ch 7, (p142) (p 108—109) . "EJE“} e ‘?ﬁ‘" nlEge g dﬁ
p.80) B

(p.123)
(p.97)
1 LP— similar LP 3 LP— similar LP LP— similar LP 3 LP— similar LP LP— similar LP 3 LP— similar LP
+
3 LP —Non-LP 3 LP —Non-LP 3 LP —Non-LP Editorial technique
Editorial
3Direct copy 3 Direct copy Techniques 4 Direct copy

8 | ‘as pigs have to s Gl Al Ll st Gl Al Ll aolall Lalia G o ol Le iy & Gl bl eal Ll B s Lalia ¢ 9880 clia
ﬂy’ and the m — ¢ — 5 ¢ yahall Laaal g Miaie g o) yuhall A Q\)#\&d;]\ ¢ yakas U‘ el R TS BOA oJsSa u\)#\@ﬁ)bﬂ\
(Ch 9, p.97) 48 gall e R (p-133) e dlls (p.119) e dlls

(p.174) "AaSat AalS Coialia die (p.111)
Lzl dliaiall (p.148)
(p.113)
LP —Non- LP —Non-LP LP— similar | LP— similar LP LP —Non-LP LP— similar LP

LP

LP
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Appendix 6 Word-structure play
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ST Child-oriented TTs Dual readership Adult-oriented
oriented TTs TT
Kiwan El Kholy Al Abdul Saad Omran
Jabbas Salam

‘Curiouser and Ly el pallsadd | "Mag jall b 14, 2l " 1 pund caall el ) cune (1 MotV qu g "
curiouser!’ cried Alice A el B | A el e pan il a58) I by "ssad | (p.35) (p.21)
(she was so much (p-24) P P PO A PR R
surprised, that for the Lode daly shs g | (p23) (p-19)
moment she quite forgot O Yaudg yalim culles
how to speak good ("4 A
English). (Ch 2, p.20). (p-19)

LP —Non-LP LP —Non-LP LP —Non-LP LP —Non-LP LP —Non-LP LP —Non-LP

Editorial Editorial
technique technique
seaography Dl ale Ll s sdl) Dl layassale Ll e 5l BESVEE BN el ale
(Ch9,p.102) (p.186) (p.119) (p.139) (p.118) (p.156) (p.125)
LP —»Non-LP | LP —»Non-LP LP —Non-LP LP — Similar LP LP —Non-LP LP —Non-LP
different branches of ) PN il ceitll el il
Arithmetic — Ambition, (p.184) (p-119) (p-139) | (p.117) (p.155) (p-125)
Distraction, Uglification,
and Derision.’ LP —Non-LP LP —Non- LP LP —-Non-LP | LP —Non-LP LP —Non-LP LP —Non-LP
(Ch9,p.102). Editorial
technique




Appendix 7 Idiomatic play
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ST Child-oriented TTs Dual readership oriented TTs Adult-oriented
TT
Kiwan El Kholy Al Jabbas Abdul Salam Saad Omran
‘Oh my ears and s 23 Lol lo b s 1330 Ll Ly (3 andl ) sd Lol (3 Ll leel bl b M5 (S3h andl
whiskers, how late (p. 12) (p. 10) (p. 15) (p. 13) (p. 23) 1S sl b
it’s getting!’ (p-13)
(Chl, p. 14) LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP

Dodo (Ch 2, p.28)

(p. 40) 5353yl

(p. 29) 25 bk

(p 33)‘53‘53 ‘):1&

(p. 28)‘5.3‘5& ):I\.k

(p.47) 535 yida

(p.30) }J}J ):I\.k

“You’re enough to i (55 (o ki elile sle 5l bl eula [PNONE 5 PO N S WORURRCIER JE S S iVl g ol | Vs lad) jua s
try the patience 3 laa B laa yua ) il EIPON il lal) peaS el i el Slaa gy
of an oyster!’ (p.56) (p-39) (p. 45) (p.37) s jladll (p.40)
(Ch 3, p.36) (p.59)

LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
She’ll get me oLl Lalie 50 ol 138 3 5 alnels el Cige | oS5 e 3 o SBa Ul | S3a) g 0 LS S50 138 | U i WLy s 50 S Jie I3 e i
executed, as sure U ie sl o i e 1S 50 el | sl o Gl il b | (o lodal) il g il 2sS e SBa | Gaatll O e (ST
as ferrets are (p.60) (p.41) (p.49) 1okl b sa(p.39) Lyl el 58
ferrets! (p.61) (p.45)
(Ch 4, p.38)

LP — Non-LP Omission LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP

Where are you?’ i) e Liie jial oo dal ial 1l Ul dal e iall L legia Cala b aslill ba U | o b @l L geal | 2l J peana ial
And then a voice pSilad ledlaull Calia by |- Lall S5 juna L) oo lay jial aaladl | (p.68) Sl
she had never (p.68) clll e A3l g dat (p.54) Ol (p.50)
heard Nas (p.44)
before, ‘Sure then (p-46)
I’m here! Digging | LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP + LP — Non-LP LP — Non-LP

for apples, yer
honour!”
‘Digging for
apples, indeed!’
said

Editorial techniques
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the Rabbit angrily,
‘Here! Come and
help me out of
this!” (Ch 4, p.42)

I know who I was ool oal el aal | aal el e il b odal S (g b | Y il daaly S hal | eludy e Loy J s
when I got up this (e c..aj\ Qi @\L:\u‘ Y L elly E‘L':‘“\ M L.r"" FEIN RN (':\'L'i‘"" i (S Cad S\.\Y REI ‘_;:; Jﬁi SN @L’.’u\ N ‘;u\ L_;:; Qay cau
morning, but I o ad Y sauly Ul Y i S 1) ¢t Canad Y oA LS oS o U Y e banly | Y L b mua g
think I must have REBIS (p.56) (S (ragd (p.52) (P.77) | 0 S (s
been changed (p.82) (p.65) (p.59)
several times since | LP — Non-LP LP to Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
then.’
‘What do you
mean by that?’ said
the Caterpillar
sternly, ‘Explain
yourself!’
‘I can’t explain
myself, ’'m afraid,
sir’ said Alice,
‘because I’'m not
myself,
you see.’
(Ch 5, p.49)
‘why your cat grins ?3.1.17”‘)}:]\ odgn llad pudiny Jald @JH\ o3¢ Jadl) iy Jaldd odgn llad audiy Jalad SIS ellad pudiny Jald 01Ky elilad audidd Jalad 43) 128 Lag pdiy rd
like that?’ il dad ) s kiay $44, )Ll dakalia (e Jad Y Dabinds L8 4 Dl s
‘It’s a Cheshire (p.108) (p.72) dulplll Lad 4 09 il
cat,” (Ch 6, p.62) (p.69) (p.98) (p.76)
(p.84)
LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP + LP — Non-LP LP — Non-LP
Editorial technique
‘Well! I’ve often Gaald Le e Ols Goaa 811 O s U el Llle Lol Tk gl &l o " A
seen a cat without O8I calusl (30 e T | S5 Al (5 s ad Jaall b ST dlaliia) | S edabusil (50 U Cilabuia) (g3 e Ualad | cul ) e 1S iy
a grin,” thought "1dad () 93 (e Al "adsd () 0 bl (5 Of "k ) s Al 18 ) 50 el ol ol (S ddmy e | el ()50 (e L
Alice, ‘but a grin (p.122) (p.80) (p.93) Hp.78) | 00 e dm e dalu osa¥) el oS
without a cat! It’s "Ll gl | s Al S
the most curious (p.108) i) s )l ol &

"dad (93 (e
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thing I ever saw in (p.84)
my life!” (Ch 6, LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP + LP — Non-LP LP — Non-LP
p-69) Editorial technique

9 | ‘lives a Hatter; Gl Gl e | ele il L e aila Gl Ll e | il L el ala | oY)l alba |l e 2l
and in that sl (Gle) Osine LaadKd (g il Osina laddS | Gasle | i A il Y e ) "o el e a ) e
direction,” waving (p. 118) (p.78) LaadlSd | ule B )ISS st Laads
the other paw, (p-91) SR (p-106)

‘lives a March (p.76) (p.82)
Hare. Visit either LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP + LP — Non-LP LP — Non-LP
you like: they’re Editorial techniques

both mad.” (Ch 6,

p-69)

10 | ‘the March Hare DN Led L (k) U sl ed ALl Ly oS5 | Lay sl e A Liaa Lag sike 8 Ll S ¢ & Ll Lo Jadiaall (ga 5 bl el i il Ly
will be (L0l) agidla G400l | Losallalllice osSo ol | ST Gl Y5} | dbisiae 05 Y sl el 058 Ol ()
much the most (p-122) o6 0sSs Lalie Wy OIS Laa Ui gin Jil Ly f OsSa Y L {ele | Guole gl (A (555 Ll Ol aa Laila
interesting, and ol ke gl A 4dle Oagl) 2 ) Lgine oul Y1 e
perhaps as this is (p-80) (p.92) v 0SS QI e (p-108) | I3 yed A aisiag
May it won’t be & lale O8N G gall (w)%)
raving mad — at ook
least not so mad as (p.77) (p.84)
it was in March.’ LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP + LP — Non-LP LP — Non-LP
(Ch 6, p.69) Editorial techniques

11 | ‘If you knew Time o s plidll Bl ) aiie all) Gl ol aiic| IS L g pliad LSile | Licadd (off sy L i Lile Can iy adl aie Jzad¥ (e 4l aaf
as well as I do, S sl Aol (e Juaidl Aol (o Juadl ¢ iy (b Anunal (e Yy Juadl | Jumdl o 8 Jae Al | dal e adli sl | gl Dl LS
said the Hatter, Ul Lalie i sl) o mi bl | S )5 o e i il Ll Sk Y Sl s | )t A i (Bl e | s S0 ) Dl | (e Y cinaa JS
‘you wouldn’t talk | 4l alelial ciaasd L 4ad el sl | sale o et i 1 Wl DS Y | ok el ga Y | iz ok 8
about | LB ol | WU e LS | gl S RERCEH ] B A
wasting it. It’s (p.132) oo iaat Ll 4d e S Ada g e Ciaay | Sl el ad el e jady g@,}\g\sﬂwﬁﬁ@‘so“ g@,}\ogﬁgés}x
him.” ... Madelial | RS gl ) cAagal Ylk" | " add CiSla clalat 48 je | LS Lol bl Cayel LS
(Ch7,p.75) ) (i b S Ul 1opegs | 4 eielin) e ofianil | o0 e a5 e

(p.87) (p.102) Mad a3l e alST A | agdl Y Ll el s ) | a ) calen ailS
(p.84) | U Y gkl | aneila

(p.116)

(»91)

LP — similar LP

LP — similar LP

LP — similar LP

LP — similar LP

LP — similar LP

LP — similar LP
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12 | ‘I dare say you gl (M Faati ol s ol o‘@go‘ el sl B S eJadl ol ey " - el G ol il gl )l ¢ | in el Gasy ol a8 53
never even spoke ol el SSTY Layy alail Laxie <4 6l o 3l e ol madellds | Aol saclB ool | e DBl gla)) pe Ciaatll |l ) aaail)
o Time!” i e il ol e |l Y el e | Letie il e el 6 s @) ¢ 05 G PR TS R P
“Perhaps not,’ sed . i sall aladl Laxie "al ) 138 st gall (3 A & o) G Jeala eyl oy S | s sall alaif Lavie
Alice cautiously Age bl el ey Y S oe i el | e gal) Cualad 13 LS | A Y Gl )
replied, ‘but I (p.87) (p-102) " pall Jeaty Gpall Jeaiy Y sa Gl
know I have to (p-132) (p-116)
beat time when I (p-84) (p-91)
learn music.’
‘Ah! that accounts
for it,” said the
Hatter, ‘He won’t LP — Non-LP LP — Non-LP LP — Non-LP LP — Different LP LP — Non-LP LP — Non-LP
stand beating. Editorial Techniques
(Ch 17,p.75)

13 | “He’s murdering < ) QUi 4l < l) ) 45) < gl) Qi 4 D gl iy ) < gl) ) 45) Juie ) (55 43)
the time! Off with (p.134) (p.90) (p.104) (p.86) el 5 )53 1 M)
his head!” (Ch 7, (p.119) (p.93)
p.77)

LP — Similar LP LP — similar LP LP — similar LP LP — similar LP LP — similar LP LP — similar LP

14 | you know you say S AN (e Agie | G da LB (e Sisa 53 e Sl &l 3 il LY | Ll g (sliie) LGV lli 3805 e S
things are “much (p.142) 958 1l Laws y A2l o (p.108) el da s da iy saall e (p.97)
of a muchness” — (p.95) 550 Loy lila (p.123)
did you ever see (p.91)
such a thing as a LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
drawing of a
muchness?’ (Ch7,
p. 80)

15 | ‘Don’t be ey, 1Sa I pBE Y | cSa, 1S ) gohan Y | AR halleden I BB Y | sy L 1% ) lan Y Ld 1% ) plawy NXSa o Gai Yy
impertinent,” said Al )l i daall sl el Il of Ll | el ) il L) aakain A cellall jlayy of Jaall Gl ) ey | kil Ladl) Sl
the King, ‘and (p.162) Lo S < TR Q\j ¢Sl yany & Jaa Q\j Sl J)
don’t look at me (p.106) (p.123) A ool STy () (p.139)
like that!” He got (p-104) (p.111)
behind Alice as he
spoke. LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
‘A cat may look

at a king,’ said
Alice, ‘I’ve read
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that in some book,

but I don’t
remember where.’
(Ch g, p.91)

16 | “Take care of the oY) A glaiall 4l LS e gl () | aled lalSl g ¢ inally ainl |l seally | cmall pial | lalSh L ¢ inally il (sirally aia)
sense and the (p. 170) sl gl A0Sy Ll Leaty "Mgndly algis Lenatiy Lalina ol | Leudly algl lalSll
sounds will take (p-111) (p.131) (p-109) (p.118)
care of (p.146)
themselves.” LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP
(Ch9,p.96)

17 | “as pigs have to & Gl bl Lk, @) lall Ll & Gl Al labie | sl s e o Le Do | G s Lalie o 5iSa clia BYSILEN PR O )
fly; and the m — Ol adall Adaaly Naie g ) plall O udall e @)y ks O Oloahall (& sl Oloshall & sall
(Ch9,p.97) (p.174) | 385l & g 85 ¢ Gl (p.133) (p.111) Jsia (p.119)

It AL @b atie v
Ll Aliadall (p.148)
(p-113)
LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP LP — Non-LP

18 | “If that’s all you Y ... Laddie galai o Sy 30 (e JH O iy e oo dsodl iy Y. Jaoill daatid | Galla Ul Jawll Gulale Oe Js il liSad
know about it, you O ST e aadaind | Js i) aadaind ¥ a5l | Jsd) ASa Y L Al | e diud (Vs ) Sy oYl e YL el e
may stand down,’ i ey e s Al e S| 138 (p.184) S50 iy
continued the (p.222) (p.143) (p.165) (p.143) el e
King. (p.149-150)
‘I can’t go no LP—non-LP LP—non-LP LP—non-LP LP—non-LP LP—non-LP LP—non-LP

lower,” said the
Hatter, ‘I’'m on the
floor, as it is.” (Ch
11, p.120)
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ST Child-oriented TTs Dual readership oriented TTs Adult-oriented
TT
Kiwan El Kholy Al Jabbas Abdul Salam Omran Saad
‘Have some . Ll g Ladh Lumd | (e Lpdh Ll Oo Q) ua sy luass Yo 2l e SLB it 2l Gmny (S5 da
wine,” the wa¥ L dsglellY yul @Il il YLl G Y a1 ) L dwigl s oY L.
March Hare said aagl | aglsl Y. Ua Ay Y RE Ll Gud 43 ookl
in an dla Y llia A AITIKENpY i g
encouraging (p-124) i gl (p-87)
tone. ©-98) | (p.79) (p-112)
(p-84)
Alice looked all
round the table, LP > LP > LP > LP — Similar LP — Similar LP LP — Similar LP
but there was Similar LP Similar LP Similar LP LP
nothing on it but
tea. ‘I don’t see
any wine,’ she
remarked.
‘There isn’t
any,’ said the
March Hare.
‘Then it wasn’t
very civil of you
to offer it,” said
Alice angrily.
(Ch 7, p.72).
‘Take some | ... Wl G2 all Jo | eyl Sl SEPI-FEXEN o a3l (Il e gL e 2 3l gl T I PSP (FPXEN
more tea,” the VI ey Ll Jll o) | W) S gl ALkl ALl 1Al Y s L J sl ) &S e e Lla 24Tl
March Hare said | ... 3l Jsll of aaaind | cang L J 5l L J 5l AL g P L e 2l g S Y Y ... 4de yjall 24
Okt ¥ @bl cpaals | of audaind ¥ 1Y YA il gl o gl i€y Y sl s Lo il o5 24 eliSay
Jend) e ) il Jlss | L. 3 3all J s Jstii galaia Y st O (i 3 all 5330 Y ¢ el
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to Alice, very | ooy 5l G | Y i gt o AT TR Jendl (3 ¢ 2 g1 Usdh (5335 Y1 (a ol
earnestly. et Y sk | Jl ki Y il (s J Sy e Y e jall sl s Y e
cm il 3 () J 45 i o A 3l
“T've had | (p.138) U Jed L ¥ G o (p.95) (p.121)
nothing yet,’ ol 22l eudl o o) Bl s iy
Alice replied in s Y Jss e ST AR L o 3001 (1
an offende,d s sk of Jgd
tone, ‘so I can’t (p.92) e W e S
take more.’ (p-106)
‘ (p.88)
You mean you
can’t take less,” | LP — LP - LP —> LP — Similar LP — Similar LP LP — Similar LP
said the Hatter, | Similar LP Similar LP Similar LP LP
‘it’s very easy to
take more than
nothing.” (Ch 7,
p.78)
‘Really, now Yolasmod . swelY | o). asely o OB Ol o YL el Y Ol s iall e 1L ol Dl O el aGie] Y
you ask me,’ (seIs S\ pure clle ¢ Alalloda (RS (sianal (p. 24)
said (p.144) Canall Canall o) 3l (p.91) (p.98)
Alice, very (p-95) (p-109)
much confused,
‘I don’t LP — Similar LP LP—> LP — Similar LP LP — Similar LP LP — Similar LP LP — Similar LP
think — ¢ Similar LP
‘Then you
shouldn’t talk,’
said the
Hatter.

(Ch 7, p.80).
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Appendix 9 Parodies
ST Child-oriented TTs Dual readership oriented TTs Adult-oriented
TT
Kiwan Kholy Al Jabbas Abdul Salam Saad Omran
‘How doth the " Sy as! (S as) | Al o oS ) g lail glosadll (peny CaS) (e alad IS S "5 i Alail as”
little crocodile (5_prall (A el |y laliai (S oS ezl (a5 lail"
Improve his poall Flaall (S S" | jpraly Flaadly el &0 ST ald sl B3 4lid Jas O
shining tail, el Al Gy ety adyaigd | plaall of &Skl |8 Qe s pluas e b Jul olae iy ol e ela iy
And pour the Saill olse oy g asrn dall 3 s il Sall dpall) addl jn e Gl agdl A e
waters of the Nile Mo ddada JS (358 | Sa) Ll cuil Bl 4l oy Ay palyy Caua Bama Alaludy) g2 oS Bl Landise g2y CaS
On every golden iy g gl pa g oS" AaSand) JS S | Jgn (e i Hm Jish A lall adllase Uaily B olea dallie 2 S
scalel il by el 58 oS5 Jll ele NEONPRRURITE 5 N SYTOL JEALW Py I 5 iaal) LU iy g
How cheerfully 5 _iall el s (p. 23) 48dl s JS e Al Taluily 488 (g Jae i Ol 4S8
he seems to grin, "MAE y Cpenly 0S4 dpadl 3y e dasa EAIVEN (p.24)
How neatly & Lgian i aY PRIPE VIS dad
spread his claws, (p.30) 8 _paaall Al R (p.40)
And welcome (ON) "sagiaall Juas 4allie Jasy dal s laligs
little fishes in 8 pal) Aail) adaind ok Al iy Cilauiyl
With gently "3aginall 5 yaall st s ol gl agy e
smiling jaws!’ 4Sé il Sl
(Ch 2, p.23) p(86) Cpaniisal
A B adlie aay g
(p.27) EEENgET)
A dsis 55l elaull
. e

Ar g e i mla
b}cﬂ
I olaal, UL DU | L)

o5

(p. 22-23)
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LP —Non-LP LP — related LP —Non-LP LP — related LP — related LP —Non-LP
rhetorical rhetorical rhetorical
Editorial technique

“You are old, Gl Jne cal LAl JE" | sl WL Al gl Dl | (sl o) 1S 15 ki) 5 JB e Cli | ae cul (lily Y1 g ety OV ) Hsae il
Father William,’ el s b | Y e ¢ sae il D @il il Wl oS JB s Y Ll ) sae
the young man ol Gl e 1 Osm gl A Sl QB el gl b panYls ymd A il maals | st djad jlas (LA
said, sl o camielud ;) e cljlay | s sl @l i 215 & jad maal e [P Ja eelud ) e cass e el
‘And your hair — | eyl Je o=l aaae Al il (1 elud y e ca elly a2 o o) Gl ell o (ki
has become very 13 s celinn Jia b oyl § 59 0d s J) Y I g le i aua s el s AL el el TV
white; " suall Al e Auly | dee Jie b ol olida | il sl Y Clal i A
And yet you b S Meal g ad s Y il Osmpl bl A | eclin 8 W 3T s Gl maren G | ¢ ks Gud e ellia | g eles @y (535 b oaal cas
incessantly stand s Lol s 535 of cuda JPACNEN I EN Szana 128 0 feliny g al adly iy a5 V) (o8
on your head — Y o Lol oSl il Ly oS Ly | el o ld a8 leling Je cue i) bl s Y sl lal g aadaiad 13) ¢ La gl
Do you think, at (GMBY) e s gle Dsae Ul 8 ) ol 5 ) of sl s s 8 M) K315 e el Jad
your age, it is M e ) e Sl adl Oe i Jlie iy of Gl el | Al e Y, |l Y Jlais) @llia oS | i S elill JB ¢y sae il
right?’ G Waliia ¢ sae i - L3N Jd Caggll el elly S Ul ol A Ll e ) ) ke e Ao dlaas 5 g e o)

« Sy | e dd e | Y ol Sl oY) S lal Gdie Yol | pa e e g
‘In my youth,’ s glle e JSUG Usew Caapal e flad 1S (e s3a) (5 JSy @y Jad aadaiad (3) & gie die 5 glady Calall
Father William — Ll die QAT ey | Ay WL Jle | Al s ) aakaid EENEN SIS | "elld JS Cans La el s el
replied to his son, "y Cula B g Jsaeby Gualll 13 | Al el je il () o sh g aSall JB Ll A
‘I feared it m]ght cé\‘)ﬂ Ja=ll g3 Jar “fql.m‘ﬁ" .L:}\E_juea:a;u\ Ayl e | dala Y}c_}u‘\:\s\}(u\ Slij i - peaall QLEl J3 caladla kel oy Baad
injure the brain; Aol aad 5oy s el b culidl s | o il JB Gaae el | S e i) By 05> RS jsae ey 1yl a5 50 e
But, now that I'm has Al (AkH e clsdlat | 9 saely Jeaneas J8 (e il Lalia S| Opens lilea U gan i€l Adall can pall 13g) alasiul
perfectly sure 1 e all 138 alasiud ¢l e (e t lada Conpal sy | Ll e Cagd e (e | saialallQliimalli e | oidde dlagl e s canl g aulidy
have none, —All a4 Ol | e 0 ST dE ) S JEENEN Ll sles Sae e ld L) "4
Why, I do it again "¢ it Slayl Qi C..q.w'i\ AT PR EQERLLT YR U | I YPSPTEI R POSY) calall J@ Flled clld o) ) g Conll Lad SLSa g (Ll JB ¢ ) gae el
and again.’ AiSay gae cul ilall JB | dpsdis Ol at e 858 | Hee Cul ) pe ) L Ge 81 sale e (s Y
“You are old,’ oalaay Vs lama "has aie @llua ) | a5 ad Adla el sad) A 5 ) Ul Cad Ladl  asall JU ¢ 5 sl @y a5 633 3
said the youth, ‘as e ol s o sl padl ‘ felld € 4 cuadl L osdly el o s J8 o gl clgaldac ol jlasa
I mentioned Ee;.'ﬂ\ ?T}XJ Ll -al gl Jls Ja e‘é_nl_lﬁ.\ O ‘E eaablad o a4l Ll Je culails u_:L\.m 4_‘,3 "ealS Sl & ot Cas uj
before, b L 65 5Y1 e el @lld e Jsaely asall S 1S ) ¢l bl [ clee (V) JB (i S
And have grown — il (J:'ud\ éh BrEY ‘é\‘)\ &l)a OOlad Qﬁ‘)é ELX] ‘;\Jﬂ\ ?A)A]\ )aa e\AilmL} Al JS i g o0 siall Jlaa
most MOllS cilad Ca (8 ga sl | el g5 JS Lole o ym | Aulall alias e Jilal) e Qe aaly ols |3l ailmall 5 A6 ¢ i ) A s
uncommonly fat; | i o S ol SO JE |8 leile SISE e (g Ay e culaila s | tole @l of Jmanl | @il (oY) LS (5186 L)
Yet you turned a e Al JS Cuallic o gilall Skl Clill as ya gie el janall LAl Ja " S Jl sl
back-somersault tns) | D@ e (A e xa 138 J grie Juagy Lla s LY aleaiuly A sal 5 ¢ 1S jsae Y 8 lal) JB ¢ pae il
in at the door — «éﬂnﬂh@é;ﬂ\&.bﬂ\'&ﬁ} e Ja o g PA)A\ iy Haa‘;su‘)d%yuw us(,.\lmé)wu\b\uaﬁ
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Pray, what is the
reason of that?’
‘In my youth,’
said the sage, as
he shook his grey
locks,

‘I kept all my
limbs very supple
By the use of this
ointment — one
shilling the box —
Allow me to sell
you a couple?’
“You are old,’
said the youth,
‘and your jaws
are too weak

For anything
tougher than suet;
Yet you finished
the goose, with
the bones and the
beak —

Pray how did you
manage to do it?’
‘In my youth,’
said his father, ‘I
took to the law,
And argued each
case with my
wife;

And the muscular
strength, which it
gave to my jaw,
Has lasted the rest
of my life.’

‘You are old,’
said the youth,

" Ayl

Lali 5 ¢ gme ol rlitl) J8

o el m i

torge (3uS S & oy
ook e Gl 315 ol ca
— <la)

124 Ak dllaa o3 L
"easl)

\;\A} Al A5 ‘_‘,J; C'_u;‘\ sl
"o al<

1y e (K3 Y" g0 il J8

3¢} ral o padaiad] il k]

¢ el Jish Eaaall

Oe lirda V) 5 o en s 0 2l
n!(’L‘J‘

(p.86-88)

Jsae Ul gl
Dy alSeag

ads L eal gl O
Jsae b
BY-SYEIBIPAT
calSiall 5 58

Dzl el i
D ) i s
oS Jlid Jcass
Jsalb

YL A G
Y]

(p.59-62)

a5 oldy Al

Aie (pile

Sl JE ¢ sae el
sy ¥ llsd 5
e sl e
ol

35l ST @lld e
Leallae 5 o jliiey
Ciani S g
eally <t

JE ¢l (s B
oSl caliasl ()
JS daall @ jelil
damaayslall o5
)
EERRIPT

P AP
PN

s Jsh & paial
JE ¢ gae el
Loy and Y 5 o iall
ol L

LS e s
Laldll el

Ll e edlld e
il

Sand) lad adig
Ul sie

s JS ellas 53 L
‘.‘BJL@_A\

Al

Y O ¢ S 1hm
il Al ol a
glaw e

S clalad) sda Jia
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"?Qﬂﬁ\«ﬂl@gi&@uﬂ

L) s
il g sae il
Hiraw

1 e il e

i ie

35l Cudd j8 il
Yy il g anaally
s

BB R
"¢ salaS Jand

AV Ja

pna i s Ll
058 e i
e by A s
st 4 Jolal i€
Cud A COland
Qs Bl asl Al

Ll Ja

e il

dive ¢ Baal Caa
BESITELT L
Jadi i il oSl

o palio 44 5 e
g8 hll ebla 4
"CanlaS

0 sl 4l JU&

e e enlb el
Ul

Lﬂ;ﬂs a:ﬂss N

o i Jarile

| oald

p3nd a oudl sala

() sheac
US55 5) Caagll Glld a5
Opaliall allae 5 il s
Soms ol il g L

sl cu sl .Y Ja
sl

) e e JS Culdl
il

S8 OO lae S s ga g
o

e s G

el :)..35...4;3\ A._|Lﬂ\ Ja
RS jsae

Qaa sh\} c«gﬁl Lé" uﬁ
aasil)

a5 i e Cas
BB

e ol gl ()58 il
EJL@.‘J\ Aﬂl.u Sllaa Lgﬂ\ Lad
ol 50

e cual il Y Ju
30 13 5 Al &b

e Al Ll 1 e oS5y
b Al aiie] o alal)
Cuaal aal ol Jish
oe uﬂﬂs‘) Y\} 6‘519 <
laadl sl ) L)
(p-84)

Slaw Jaa Q_).L.Lu il
il oyl e Bl gia GualssY)
"?%Jﬂ\ o.A@J |)ALQ ﬂu L..;An.n
138 5 ddind 20 e cual sl
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‘one would hardly 1 puail Jsh aanl (3 il

suppose le elia pma Yl Bl S o gl

That your eye was (o L) <l Sy il

as steady as ever; (p.70) | Aldlg e opaal e )52

Yet you balanced lella g3l #)

an eel on the end

of your nose — (p-54-59)

What made you

so awfully Malds ol b sae cal

clever?’ LP —Non-LP LP — related LP —Non-LP LP — related LP — related LP —Non-LP

‘I have answered rhetorical device rhetorical device rhetorical device

three questions,

and that is Editorial

enough,’ Technique

Said his father;

‘don’t give

yourself airs!

Do you think I

can listen all day

to such stuff?

Be off, or I'll kick

you down stairs!’

(Ch 5,p.51-54)

‘Speak rough]y to ).\a...a“ «ﬂﬂj ‘;‘\ b}.um ‘:r'h;ﬂ " Lol uﬂ.u\ ‘:@ ‘;)a;m‘" :Lﬁ}ﬁa;.a Slala ‘5415 _9.1_5.\“ AA.U\ ‘f ‘;)a;m\ M\ SHala & Ghaas u.kh Slaly ém;"

your little boy, sl Ladie a4y pual DS (adany | (udany Ladic 4 il a ) alany Lal 5 i toshany Lais 4 il

And beat him ooV cunl s Jay i) | aadad i) Cojle 40 | G lld Jady ggd 2l e Lie Y Cuuad GlIY Jady 4ed

when he sneezes; " Galaday 43 r‘l’=‘ oY 3.}%\.1:.5\) (oS & Y oubaall ) G jle ala 053 4gpal ¢ udazy Ledic "aligy Slia Qi ral’-..l 4.':“}!)

He only does it to o sS (Uars ge Jikall Al o alay 45 Ly ' 4 5l

annoy, —:(Jikall s alall ) aunii) " els Tels lsl g Glhuay | ey il saaly | ey il 138 of by sy aalhall L) caai) i)

Because he knows "l sl 1" BT P RE PN QP ICA R R PN (el

it teases.’ daallll L sl 3l (a5 Aaldall o asssA Lssssa lssssa”

Chorus (el ) Basy Saadlt | S ) 8 kAl sl Tls ol lgls | Aalall g JS Caaa ) celiall Jih das) S

(in which the oy Ladie 4y pal | udamy Ll g puial g | loggsm loggn logsn EAPREN

cook and the baby LIS e of aadain 43Y Jalall JSu o | sl ) el Ul NEFREEREE tadany Labis 4 el

joined) Mal slay e Jildlly Oy Ll Asd (Slils sl 4yl (udany Ll 5 Lol Jall) Cany 38 )

“Wow! wow! oSS Tels lels™ipm S Apday Haall s 3l b il ae Caass] gl o pal (3 &l

wow!’ (p-112) "1 551505 155" Mlely | e Leic 4y il O pubaal) (iSala &8 sban Latic 4yl A8 sall
Jall) sy Layy 3 < gla Jaldl) "ls958 lssson lggssa
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‘I speak severely (p.74) &b o shial (53 &l ladlea AN 8 oS3 | 3 JAAIL Lelal aiion (S (».79)
to my boy, 4l REPEN b shua

I beat him when 48 gall 1ols 1ol lsls

he sneezes; lo.555h 10555 i pal

For he can loggsh (p.71-72) "l el sy el sl

thoroughly enjoy (p.87) (p.100-101)

The pepper when

he pleases!’ LP —Non-LP LP — related LP —Non-LP LP — related LP — related LP —Non-LP

Chorus rhetorical device rhetorical device rhetorical device

‘Wow! wow!

wow!’

(Ch 6, p.35)

This is a parody

of the poem

“Speak Gently”.

(Ch 6, p.64)

“Twinkle, leal ey & jad e juy & jad" | Ll sk L ol cadll Ll Y30 Y3 | b dal gl sl Gl | oS GaAl Led U6 IS | 1 jseall (alaall Ll 06 (YD
twinkle, little bat! ioall G3laal) | Laud) 8 allal g ik ! iall (ilaAl) Sle bl g b B9V "ela o8 Siday
How I wonder "Maledi cul g2 & Jelusil < L e i el e 1y &l sa s e canatl <
what you’re at!” bl L Aina (5 Lalls Lia ¢ i allall (368 "
“Up above the ¢kt Lall e b 358 | Landl 8o ) alla) 358 Llle ki o) Bl 358 il colandl b gl AgiaS
world you fly, slend) A ld dina Jia — el el Aladl | 3530 sld Aiua 5 ) lilao allell (568 yula "L YSE G
Like a tea-tray in "ode jun dljad de @l al b ld Aina Jia G el 85 plha slasadl 8 oLd Ayina Jia (p.93)
the sky. (p.134) | (p.89) elaud) O Gl e Llle

Twinkle, twinkle Y Y (p.58) BRI bk

= (p.103) (p.118)

(Ch7,p.76-77) LP —Non-LP LP — related LP —Non-LP LP — related LP — related LP —Non-LP

rhetorical device

rhetorical device

rhetorical device

+Editorial

techniques
“Will youwalk a | 3" :0s3al Gany) deud) Ja" sany) el Ja eland) ASandl B | a8 ill 8 ol ASans | o5 lall (5 saal) ASau 8 osotall elianl) Aaud) clld
little faster?” said Alligh $ley ST de o Candia 0ol ool | aSIE (53 shall A Sl e gl Mo | adls clligh LB eyl Sla"
a whiting to a e o oy cblailiel s cpdly | de jun il UL O el Sla e o ol sall U ") g i A ohail Ll sy s clalas Lidla
snail. OSSN s i Ly M | s A il b oo L Glall o oL oSl 5 il yudl ok
“There’s a aed) 1355 pa8T Caa il iSaull Al cld b | adh o padA Ll |l gadall) ani e plail | e g Ity aganen 5 | uasiall
porpoise close S — sl e g5k Ayl ol cas kil Lag s Lad Caa Bl el yyida | A
behind us and faai )l N Craaail g | adde 4l ald ja 48" el lila y GA‘ U i | Sy s i ebubiyb
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he’s treading on
my tail.

See how eagerly
the lobsters and
the turtles all
advance!

They are waiting
on the shingle —
will you come
and join the
dance?

Will you, won’t
you, will you,
won’t you, will
you join the
dance?

Will you, won’t
you, will you,
won’t you, won’t
you join the
dance?

“You can really
have no notion
how delightful it
will be

When they take
us up and throw
us, with the
lobsters, out to
seal”

But the snail
replied “Too far,
too far!” and gave
a look askance —
Said he thanked
the whiting
kindly, but he
would not join the
dance.
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Would not, could
not, would not,
could not, would

not join the dance.

Would not, could
not, would not,
could not, could

not join the dance.

¢ “What matters it
how far we go?”
his scaly friend
replied.

“There is another
shore, you know,
upon the other
side.

The further off
from England the
nearer is to
France —

Then turn not
pale, beloved
snail, but come
and join the
dance.

Will you, won’t
you, will you,
won’t you, will
you join the
dance?

Will you, won’t
you, will you,
won’t you, won’t
you join the
dance?” ¢

(Ch 10, p.106—
107)
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Who for such
dainties would not
stoop?

Soup of the
evening, beautiful
Soup!

Soup of the
evening, beautiful
Soup!

Beau — ootiful
Soo — oop!

Beau — ootiful
Soo — oop!

Soo — oop of the e
— e — evening,
Beautiful,
beautiful Soup!
‘Beautiful Soup!
Who cares for
fish,

Game, or any
other dish?

Who would not
give all else for
two

Pennyworth only
of beautiful Soup?
Pennyworth only
of beautiful Soup?
Beau — ootiful

Soo — oop!

Beau — ootiful
Soo — oop!

Soo —oop of the e
— ¢ — evening,
Beautiful, beauti
— ful Soup!”
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‘Soo — oop of the
e — e —evening,
Beautiful,
beautiful Soup!’

(Ch 10, p.112)
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LP — related
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LP — related
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Editorial technique

LP — related
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‘They told me
you had been to
her,

And mentioned
me to him;

She gave me a
good character,
But said I could
not swim.

He sent them
word I had not
gone

(We know it to be
true);

If she should push
the matter on,
What would
become of you?

I gave her one,
they gave him
two,

You gave us three
or more;

They all returned
from him to you,
Though they were
mine before.

If I or she should
chance to be
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Involved in this
affair,

He trusts to you to
set them free,
Exactly as we
were.

My notion was
that you had been
(Before she had
this fit)

An obstacle that
came between
Him and
ourselves and it.
Don’t let him
know she liked
them best,

For this must ever
be

A secret kept
from all the rest,
Between yourself
and me.’

(Ch 12, p.127)
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