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Introduction

Translating literary texts especially dramatic dialogues having
nonstandard dialects in the source text is a real challenge to any translator no
matter how competent he/ she is. This challenge is due to various factors
related to different degrees of styles used by playwrights in a play, a short
story or a novel. Playwrights present their characters by providing
information about the kind of language or dialect being used by the
characters. Moreover, portraying characters also reflect the source text’s
dialect forms as well as other important features such as their educational
and regional/geographical backgrounds....etc.

Therefore, the Arab translator is faced with the challenge of having a
limited choice of styles in Arabic, unlike other foreign languages as we
know. He /She has only the classical Arabic variety to employ in translating
from a foreign language into the Arabic target language .In other words, the
problems are complicated further due to the diglossic situation of Arabic
Diglossia, according to Ferguson (1964 p.435) is defined as:

“A relatively stable language situation in which, in addition to
the primary dialects of the language, there is a very divergent,
highly codified superposed variety, the vehicle of a large and
respected body of literature, either of an earlier period or in
another speech community, which is learned largely by formal
education and is used for most written and formal spoken
purposes but is not used by any sector of the community for
ordinary conversation”.

O Université de Jordanie Amman (Jordan).
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In other words, this is a description of what is usually referred to as
classical or formal Arabic. This form of Arabic is contrasted with the other
non-standard varieties of the language used in daily conversation among
Arabs, who also have various forms of dialects according to their regional or
geographical countries. Moreover, this non-standard variety of Arabic is not
used in writing except by some Arab playwrights who resort to using it
sometimes in addition to the standard classical Arabic in literary dramatic
dialogues .It must also be mentioned that this non-standard variety of Arabic
could be considered, when compared with the High standard variety of
Arabic, as a “stigma” if it is distorted intentionally through phonological or
syntactic manipulation by a writer. In fact, Hatim and Mason (1990, p. 43),
made use of this term when they claimed that using non-standard dialects
may cause some problems if used in translation even though there can be a
purpose behind using such dialects .They said that, “The aim will be to bring
out the user’s social/linguistic ‘stigma’, not necessarily by opting for a
particular regional variety but by modifying the standard itself. The user’s
status may have to be reflected not primarily through phonological features
but through non-standard handling of grammar or deliberate variation of the
lexis in the target language” .On the other hand, Asfour (2007) may not
agree with this suggestion .That is modifying the standard form of Arabic,
which does not have different levels of styles or variation as it is the case
with other languages such as English .In fact, Newmark (1988, p. 14)
suggested 7 “stylistic scales” that can be explained through the following
English- Arabic translation (both varieties of Arabic will be used to
demonstrate fus’ha or classical Arabic and the Algerian spoken Arabic):

1. Officialese: The consumption of any nutriments whatsoever is
categorically prohibited in this establishment.

fus’ha Arabic:

sl s 3 plabadl Iz Lialad o pon,
/yuharam iqatiyan istihlak ataam fi hathi almoasasa/
2. Official: The consumption of nutriments is prohibited.
Fus’ha Arabic:
plalall Sl piey
/youmna istihlak attam/.

3. Formal: You are requested not to consume food in this establishment.
Fus’ha Arabic:

/matloob minkum adam tanawol attam huna/.
4. Neutral: Eating is not allowed here.
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Algerian spoken Arabic:
Lea degia0 ISWI
/Lmakla mamnu€a hna/.

5. Informal: Please don’t eat here.
Algerian spoken Arabic:

L (S Lie (ot i 9 L (Sl UL ooy (lid S (ppadlsd oyl g
/TCif, llah yorhom waldik matakulf hna/, /yerhom babak matakulf hna/,
/labyit rabbi matakul[ hna/.

6. Slang: Lay off the nosh.
Algerian spoken Arabic:

Sl 5L 9 s Lo 550 5 (ol i
/habbas tohras/, /barka ma dukk/, /barka matakul//.

7. Taboo: Lay off (4 letters word+ing) nosh.
Algerian spoken Arabic:

zals el >
/habbas tomoarhidz/, /rahdz/.

The illustrations above show the presence of various styles starting from
the highest to the least formal forms in Arabic. It is, therefore, easy to
specify which situation is needed to use a certain variety.

A case in point is also, the play by Shaw, Pygmalion. This play is mainly
about Lisa, the flower girl, who speaks a distorted or stigmatized dialect, and
needs to improve her language. To do this, her teacher works on enhancing
her speech and pronunciation in order to speak as well as any Standard
English speaker. At the end of the play, her speech is improved greatly in
such a way that she managed to speak a high form of a stand English dialect
devoid of any stigmatized linguistic features.

The dilemma facing an Arab translator, therefore, involves two basic
problems, firstly translating a non-standard dialect (as used by the flower
girl) into a classical Arabic form, and in this case the translated speech text is
not expressed well to reflect the speech of a character (see As-Saafi, 2016 on
this point). In fact this form of the language will appear to be quite artificial
in reflecting the language used by Lisa, the flower girl. The second problem
is translating Lisa’s speech into a local slang or non-classical variety of
Arabic in a way similar to the Cockney dialect. This second problem is
further complicated when deciding to choose a certain variety of colloquial
Arabic out of several varieties used by Arabs in different countries.

What can be done in translation when facing this dilemma, i.e. the two
linguistic choices? Some translators may find a way out by employing a
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third compromising solution. This solution is, as mentioned earlier, achieved
by possibly creating intentionally a form of a language which is distorted at
various levels (phonological, morphological or syntactic) so that it becomes
’stigmatized’ or highly non-standard. For illustration, let us look at the
following example in which the play author, Shaw (1957: Act 1, 9) attempts
to describe the flower girl’s nonstandard Cockney dialect when asked by a
mother a question:

“The Mother: How do you know that my son’s name is Freddy,
pray?

The Flower Girl: Ow, eez yo-00 san, is e? Wal ,fewd dan y’do-
ooty bawmz a mather should, eed now betteren to spawl a pore

gel’s flahrzn then ran awy at hat pyin.Will — ye -0o py me
f’them?”

In this short dialogue, the mother used her Standard English dialect when
talking to the flower girl, who answered using a language that cannot be
understood by readers. In fact, Shaw (1957: Act 1, 9), the playwright,
provided his readers with an explanation to clarify what is said in a language
which is not comprehensible, “Here, with apologies, this desperate attempt
to represent her dialect with a phonetic alphabet must be abandoned as
unintelligible outside London”.

However, an Arab translator resorted to classical Arabic in translating
what the flower girl said:

) S 0lid 95 demy oF sl (e OIS SIS i cli] gt 930l 4aily

c)}“ﬂ‘&&w&m&ujfﬂuiwy“w‘ L(J\}

The translation above, as we can observe, does not give any clue with

regard to her character social status nor does it tell us anything about
character representation when the standard form of Arabic is used.

Dialect translation strategies

It is important, to begin with, to explain what is meant by the concept of
strategies, and to try to distinguish it from other related terms such as tactics,
plans, rules, methods...etc. Lorscher (1991, pp. 67-81) defines a translation
strategy as "a potentially conscious procedure for the solution of a problem
which an individual is faced with when translating a text segment from one
language to another". He further analyses the concept of strategies into four
constituents (1) procedures carried out by an individual; (2) planning; (3)
goals; and (4) a sequence of actions for reaching a goal. In other words, we
think that translators, especially those with a limited experience, first need to
identify a translation problem in order to solve it by considering strategies
available to them. In order to determine on a strategy and to evaluate the
result, a translator may need to consult a teacher, an editor, a publisher, or
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potential readers of the target text. However, professional translators with a
long experience may have attained the ability to automize the use of
strategies which are already available at their disposal. Competent
translators, moreover, may use the existing strategies they have acquired
over the years in fast and unconscious way in spite of the fact that their
developed automation skill may not always result in optimal solutions to
satisfy all target readers.

In this section, will be used data from English-Arabic translation in order
to suggest some solutions to deal with dialect translation problems by
offering different types of strategies for the problems. To begin with, the
masterpiece classic novel, Moby-Dick, by Herman Melville, published in
1972 along with its translation into Arabic by Thsan Abbas (1998) will be
used for illustrating some strategies. Melville, the author, and Abbas, the
translator are both well-known in English and Arabic literature. An analysis
of some selected examples from the source text will be compared with the
Arabic translation in order to identify the strategies adopted by the translator
in dealing with dialect translation. Other examples will be also selected to
suggest both additional and alternative strategies not employed by the
translator for the sake of illustration. Chapter (64) of the novel describes the
sailing life aboard a whaling ship, where, an old black character by the name
of "Fleece" works as a cook .His boss, Stubb, talks to him about food, giving
him some instructions about how to make good whale-steak, and to talk to
sharks over the side of the ship in order to keep quiet and stop the noise they
make. Addressing the black cook, Stubb says: "Away, cook, and deliver my
message... go and preach to 'em" (1972, p. 400). The following is a dialogue
first between "Fleece" and the sharks, and then with Stubb, followed by the
Arabic translation:

Example:
Fleece: Fellow-criters:I'se ordered here to say dat you must stop dat dam
noise dare.You hear?Stop dat dam smackin' ob de lip! Massa Stubb say dat

you can fill your dam bellies up to de hatchings,but by Gor !you must stop
dat dam racket !"

Stubb: ' Cook,' here interposed Stubb, accompanying the word with a
sudden slap on the shoulder,'Cook !'why ,damn your eyes, you mustn't swear
that way when you're preaching. That's no way to convert sinners, Cook !'

Fleece:"'Who dat? Den preach to him yourself,' sullenly turning to go.
Stubb: 'No, Cook;go on,go on.'
Fleece:' Well,den,Bellubed fellow-critters:'-

Stubb: 'Right! 'Exclaimed Stubb, approvingly, 'coax 'em to it; try that,’
and Fleece continued.

'Dough you is all sharks,and by natur wery woracious,yet 1 zay to
you,fellow-critters,dat dat woraciousness —'top dat dam slappin' ob de tail

21



Rajai AL-KHANJI and Narjes ENNASER

'How you tink to hear, 'spose you keep up such a dam slappin' and bitin'
dare?'

'‘Cook’, cried Stubb, collaring him,'T won’t have that swearing.Talk to 'em
gentlemanly.'

Once more the sermon proceeded (1972, p. 401).

The selected excerpt above clearly shows that Melville intentionally used
the black English dialect of "Fleece", and this must have been done
painstakingly in order to portray a character's personality through his
nonstandard dialect, and also to place this character on the social ladder. The
literary realization of this dialect, which deviates from the norm, was done
through distinctive features of lexis, syntax, phonology and even spelling:
"Fleece, the old black cook", makes use of a dialect which has certain social
connotations reflecting his social status: numerous mispronunciations due to
sound substitution such as "dat" instead of" that"; "ob" instead of "of ; "de"
instead of "the"; "belubed" instead of "beloved"; "dough" instead of
"though"; "den" instead of "then"; "zay" instead of "say"; "tink" instead of
"think"; "dare" instead of "there". In terms of syntax, "I'se ordered" instead
of "I am ordered"; questions without the auxiliary "do", "You hear?" instead
of "do you hear?" or the omission of the auxiliary "be", "who dat?" instead
of "who is that?"; lack of subject verb- agreement, "you is all sharks" instead
of "you are all sharks". On the morphophonological level, notice also how
the final realization of "smacking" is pronounced as "smack in"; and
"slapping" is pronounced as "slappin".

Therefore, It is clear, that Melville used this dialect variety primarily for
characterization, and if a translator decides not to translate this functional
dialect, then he ignores portraying characters as intended by the author. A
competent translator, then, needs to tackle the problem of translating this
type of text by trying to find an equivalent variety in the target language.
This is important because target readers of the translated text expect to
associate a certain dialect with a social group. The following translation by
Abbas was an attempt on his part to use a dialect he is well- conversant with,
the rural Sudanese language variety in order to communicate the spirit of the
dialogue and to give a natural tinge to the interaction between two speakers
(Stubb and Fleece) representing two language varieties. Although Abbas was
not a Sudanese himself, he lived in the Sudan teaching there for many years,
and is well aware of how the rural Sudanese dialect functions.

Arabic dialect translation (Abbas, 1998, pp. 358-359):
el 15a89) § lgaiass « Jlia Ogalll Adouldl clis 152855 43) Jo31 o) sgale Ll : lBa iU ilsST "
© G 15Selny Wgtle (39,8 193had 19;uas 19SG) Jody ol (o . oraddl o 09alll 3L 3k

M Ogilll Adgudl clys 1ga843 fa)'Y Ly oSd . g, S
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Y dll el gl Ll " daiS e Binlio dlasy dillas pady 5o ol dabolis
VLl Ll ¢ paadly 2sal) 1 i) s ddls Ayl sda ceudd L Alacge (AL ey @il

iy Alaly Joas il ¢ 58 alue § 13 (e "t g ladll e Losie #Lbal luzals

Soaalcalheg doal paal dy gl LY -

S Omgrll OleSY o KU Ll L S " -

Ll rld (gm0 " A dall e oy ¢ e Jies Lales | s | " Dt il 7 Lad

Iolial — s o, il sl GilsST L oS3 J81 By ST ¢ a8 0, diuay g9 )8 Slilgua gl "
'S lia Getlll (Y19 @lalll (3 oy patana siids O Ol Iolesd (o S Il elalll

e LIl Sams L @Sad) el pal o) s ¥ LI LT 2 did) e ady sa9 cdawl 7 Lad
R PR

Types of dialect translation strategies
Employing Amiya (Colloquial Arabic)

The strategy Abbas employed here is colloquialization. This strategy was
important in depicting the character of "Fleece", since, as Aziz says (2000:2)
"how a character speaks is an important part of the process of
characterization and should be reflected in a translated text... and that a
conversation in a novel or a short story should be written in the low variety if
it is to imitate the style and the language of a natural conversation".
Moreover, Aziz criticizes" the present practice among translators (and some
writers) to render conversation in a formal (sometimes a high formal) style,
which is a characteristic of the high variety". Colloquilization was, therefore,
used to substitute the source Black dialect text associated with the
underprivileged character in the novel. By adopting this strategy, Abbas tried
to imitate, through rural Sudanese Arabic, the syntactic, phonological and
morphological anomalies found in Black English: awkward constructions
having similar features to the dialect of the source text.

Employing Fus’ha (Standard Arabic)

A second strategy used by Arab translators is standardization (or
neutralization). This strategy decreases all stigmatized dialect markers of the
source text by using a standard target language variety, and thus avoids using
any equivalent dialect. In the following example, we provide an illustration
of this strategy in some excerpts used in the example:
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Example:

"Fellow-critters: I'se ordered here to say dat you must stop dat
dam noise dare. You hear? Stop dat dam smackin' ob de lip!
Massa Stubb say dat you can fill your damn bellies up to de
hatchings, but by Gor! You must stop dat dam racket. Dough
you is all sharks, and by nature wery worracious, yet I zay to
you,fellow-critters,dat dat woracciousness."

We offer the following Arabic translation using a neutralization strategy :

T Gsrewd Ja Azmeill Al oda l5ades of oS3 Jsdl o) gw sllas Ul il 315 ilssT L
'»05."9]4_' \3% (j 'QS.»KAL\ 4.3! Jﬂ hl.b.&Q‘ “5.4.544: . 'Q.a_” O bl E«.w_:.)ll ;pra.ﬂ sda ‘3.:55?
oSl el qold ()8 el @S558 . Amesll dmaall sda alay) Yol @Sile camy oSy . 850,81
lalall Jsbial s, a1 e SOl @S] Jlondl aday
In this procedure, the number of all dialect markers in the English text
was decreased at all linguistic levels. Neutralization, therefore, stripped the
Black dialect text of the social connotations and the linguistic distortions. In
other words, employing this strategy essentially eliminates the use of the

marked Black dialect completely with the result that the characterization also
lost its strength.

Employing Simplified Language

A third strategy suggested in this study is a simplified language or what
can be called pidginization. This solution to dialect translation draws on
using pidgin Arabic, usually used by the foreign labour force in different
Arab countries, consisting of both skilled and unskilled manual workers and
maids. Pidgin speakers (temporary immigrant workers) in this case, are held
low esteem by their Arab masters. The speech varieties used by those
speakers are simplified forms of Arabic both syntactically and semantically.
The familiar term for pidgin among linguists can also be foreigner talk for
such a simplified register. Below are some examples of pidgin Arabic. These
examples are based on my informal observations in Saudi Arabia, Kuwait
and Jordan:

Example:

- We do not understand: nihna ma yifham.

- I drive a taxi.I must work:ana su:g taxi.ana lazim yeshtighil.
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- This person has a good brain: hadak fi: much zein.

on e glia -
- No fasting. Ramadan has ended: sar ma fi sawm.Ramadan khlas ru:h.
T oM Olany asie Gl b -

- There is a good restaurant to eat at: fi" matam zein mal akel.

ST Il o5 ealas § -

The examples above represent reduced forms of Arabic: loss of verb
inflections, adjectives precede their nouns, lack of subject-verb agreement,
among other anomalous structures. These features of pidgin seem to satisfy
the criteria used by Hall (1966), Ferguson and De Bose (1977), and
Muhlhausler (1986). Not all translators are necessarily familiar with Pidgin
Arabic except those who had the chance of communicating with foreign
workers in Arab countries especially in the Gulf countries where thousands
of immigrant workers are found. We only offer this form of Arabic in
translating dialects as an alternative choice to avoid using a particular Arabic
dialect. The advantage of employing this strategy, moreover, is that it will
not cause any negative prejudice against Arabic dialects since Pidgin does
not usually have native speakers using it, and consequently it does not
activate negative associations among its speakers.

Therefore, the pidginization strategy is the creation of an artificial variety
or pseudo-dialect. This could be a fictitious, unspecified dialect made up by
the translator. This artificial variety is devoid of standard language features.
It differs from the pidgin form in that it does not exist in the target language.
It can be called a 'broken dialect' since the translator intentionally distorts its
form by using substandard patterns for the social purposes of language use in
order to portray certain characters in the target dialect. However, translators
who opt to use this strategy must be aware of making this contrived dialect
accessible to the readers as much as possible. Features of the artificial dialect
may include hesitations, pauses, false starts, anomalies in grammar,
vocabulary, pronunciation and orthography. In brief, what a translator aims
at when using a pseudo dialect strategy is mainly to produce incorrect
language forms in order to capture the speech of certain characters. This
could be done possibly by making appropriate types of errors such as
identifiable syntactic errors : gender error, failure to use relative pronouns,
missing indirect object or errors in using the plural system. In fact, creating
this type of dialects will definitely pose special challenges to a translator
who, at the end of the day, will either be credited or blamed with his attempt
of dialect creation for a given target audience. It is natural for different
readers to have different reactions to a translated text especially if it does not
abide by the accepted norms in different countries. Zaltin (2005, p. 14), in
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this respect, says that "Spain and the Caribbean countries are more open to
the use of slang and obscenities than Chile and Argentina, where audiences
will prefer more formal language". By the same token, we expect a similar
situation in the Arab countries, where certain readers in certain countries of
the Middle East may have different preferences, reacting positively or
negatively to dialect translation in literary work. The division between the
classicists and the colloquial proponents in this part of the world is
characterized by an endless conflict: those who oppose dialect studies, and
those are especially Arab sociolinguists who argue for including it in study
and analysis. Dialect opponents base their argument on the premise that such
an undertaking could weaken the classical language and give dialects more
importance at the expense of the cultural and religious identity associated
with the language. On the other hand, proponents of the colloquial argue
that individuals using their native dialects can express themselves much
better and more naturally than when using a formally learned language
taught consciously at schools. It is beyond the scope of the present study to
elaborate on this point of controversy (see Hussein, 1979).

Adding a comment

This strategy is suggested for marked dialect translation. It refers to what
we may call "comment insertion". In this strategy, certain clarifying phrases
are inserted to describe a character's dialect like the following:

"Fleece, the Black cook, speaks with a heavily marked Black English"(in
this case, the problem is transferred to the actor if he is to perform on stage).
Another inserted comment by the translator is: "Fleece said in a local
vernacular".

Equivalent inserted comments in Arabic could be like the following:
And he said in a local dialect

e Al JUBs
And he responded in a Bedouin dialect
gy Amely il
And he added in a rural dialect
Ady Ay SLals
And he said in a weak/poor dialect
ASS) Ay LBy

These inserted comments may help target readers get the intended
impressions about dialect functions through describing a character's marked
dialect and also to help them evaluate the social and emotional situation of
the character, as well as the linguistic aspect of the local colour too. It must
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be admitted, however, that the challenge in theatre (rather than in reading)
may never be fully resolved in translation alone.

Non-standard orthography

A fifth type of strategies is non-standard orthography. This strategy
makes use of non-standard spelling such as the omission or addition of
certain letters to depict idiosyncratic dialects or the speech of foreigners.
Kenny (2001, pp. 144-147), for instance, cites some examples of this
strategy used first in the source text and then reproduced by translators,
Pieke Biermann uses non-standard spelling to depict the Berlin dialect
spoken by the prostitutes in her novel "Violetta" ; Eric Loest uses non-
standard spelling to depict the Saxon dialect and the German of a Polish
couple". Kenny, further explains that "such non-standard spellings are
mostly used to provide information about speakers and/or other aspects of
the context of the situation where readers are forced into alternative modes
of interpretation”. It should be mentioned here that a translator making use
of this strategy may draw the attention of the source text readers, through a
translator's note, about the motivation for using unconventional spelling
forms in the translated text in order to avoid a possible reader intolerance of
unusual orthography. In fact, some source text writers such as Shaw did
write notes of this nature when he depicted through bad spelling the non-
standard dialect of the flower girl by saying in a note during the first
appearance of the flower girl in the first act of the play "Here, with
apologies, this desperate attempt to represent her dialect without a phonetic
alphabet must be abandoned as unintelligible outside London" (Shaw, 1957,
p- 9). Unfortunately, most Arab translators who translated this note did not
inform target text readers about its intention since the dialect was rendered in
classical Arabic, and therefore the note lost its value.

Conclusion

This study has shown through a variety of examples that the translation
process may sometimes require a translator to be coauthor of the source text
through his intervention by offering to the TL reader what translation
theorists call the "Skobos" (purpose) of the target rather than the source text
(Honig, 1998 ; Vermeer, 2000). In this respect, Farghal (2019, p. 2015)
rightly describes this kind of translator's intervention as "extrinsic managing"
when he superimposes certain directionality on the target language text by
reorienting the target reader in presenting "thought-worlds that are different
at varying degrees from those expounded in the source text". Moreover,
extrinsic managing, according to Farghal (2019, p. 40) may manifest itself
"at the levels of lexis, syntax, or globally at the levels of discourse and/or
culture". We have already provided examples where translators changed
both register and discourse when translating the substandard dialects used by
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certain characters in dramatic dialogues. In such cases, as we have
demonstrated, the translators attempted to adopt an equivalent dialect of their
own choice in order to be able to portray a character through the kind of
dialect he uses. Extrinsic managing, in this case, may be argued to be
"condemnable" rather than "commendable", to use Farghal's terminology. It
could be condemnable from the viewpoints of those who oppose employing
a nonstandard dialect in Arabic translation and the other problems we have
already discussed, which result from this kind of translation direction.

Competent translators of dramatic dialogues with marked/nonstandard
dialects in literary work need to familiarize themselves with the peculiarities
and connotations of certain marked dialects. It is difficult to avoid
confronting the problems involved in such texts, i.e. the differentiation in
register among characters of different social groups. Recreating substandard
speech in dialogue translation naturally requires a linguistic sensitivity akin
to the translation of poetic texts as we have tried to show when employing
various types of translation strategies. Using some of these strategies in
translation is meant to achieve an equivalent sociolinguistic /cultural impact
on the target readers at the level of either dialect or idiolect (individual
speech). However, it will be difficult to claim that such strategies will solve
all problems of dialect translation. They are offered only to draw the
attention to the fact that translators need to think of how it is possible to
render important social features of the source text's nonstandard speech into
the target text. Moreover, the tendency of bypassing dialect translation in
Arabic translation for different reasons discussed earlier in this study is
another consideration for offering the strategies. We, therefore, feel that if
playrights intentionally deviate from standard speech in order to convey
certain social implications in developing characterization, then this deviation
needs to be reflected in a parallel dialect translation recognized by the target
readers. Our informal observation, moreover, also shows that the colloquial
Egyptian dialect of both the educated and the uneducated has a good
influence on the vernaculars of many Arabs (in terms of comprehension and
sometimes production) in the Middle East and in the North African Arab
countries.
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