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Abstract

The function of metaphor is to communicate experience, images, or ideas. Rather than being
ornamental, it re-describes reality. This paper explores the variety of translating metaphor into
Arabic by investigating four different translations of Hamlet: mainly those of Khalil Mutran (1872-
1949), Gabra Ibrahim Gabra(1920-1994), Abdel Qader AlQut (1916-2002) and Muhammed
Enani(1939). Though living in the 20th century, the translators employ strategies that display the
development of Arabic language and reflect the various attitudes towards translating plays. The
paper shows how the translation of metaphors in Hamlet sheds light on the problems involved in
the process of translation, the various strategies adopted by the translators to overcome them and
the constraints affecting the translation process itself. It also shows that the translator’s interference
is due to addressing the target audience/ reader and manipulating the resources of his
culture/language to bridge the gap between the original text/ culture and his own and thus
performing the function of a mediator. The translations also reflect the crucial role played by
Mutran, for example, to develop the Arabic language and the emergence of modern Egyptian
Theatre in the 1920s. Gabra's strict adherence to literal rendering of the ST is contrasted with the
attempts of both AlQut and Enani to capture the Shakespearean tone. The translations of Hamlet
at various times are also meant to reveal the self- image of culture , the poetics of the readers and
the norms set for successful translation at varied periods in the 20th century.

Keywords: Translation, Metaphor, Shakespeare, Hamlet, Mutran, Gabra Al Qut, Enani




Pharos International Journal of Languages and Translation

PIJ LT Journal Homepage: https://cpijlt.journals.ekb.eg/

Vol. 2, Issue. 1 (2025)

A ) ) SaeSil calals dga s e 5 g S AL 2 3l daa

uailA
4:\9)_\.“ J}A\}@L&JY\ L)ﬂ\dﬂ;@&a\;uaﬂb@)h]\uydm‘)ﬂ\ )}A&AAA(JQLA\A \)}JaJLﬂu\j\uﬂS
@Y Jaall Sacl Lagh (5 BN pmiiy Loy @B gl o gas dumh Led) i esnnnd Allan 55500 3 pma tind Y (a5 IS8V
Clan 5l dalas IO (e @3 5 gy pall 1) 13 et dan i ddliaal) (3 lal) Cad€ins o) Aiad) 48 ) 1) 038 Jgla
(1994-1920) 1 > &) ) | s 5 (1872- 1949) O ae Jala dan 5 (o 5 a ol 421l ) Cilely Sl dnsl H Adliaa
aedl VI il ¢ Al () paity Gpea il (f e a2 ylls L (1 -1939) Slic deaas (2002 1916 ) Ll ol 2
iy ple IS un el Jlee ) dan i g Adliall CALaSY) (St 5 Ay pal) Aalll ) hat a5 Adlida (35l | g
) a5 LS Aan il Alae o o jiall Lggad o Al JSLa) e ¢ guall calala dm juse 3l et dea 3
Lol den il e g5 L3l dan il Alee e 5355 ) 0 gl 5 OIS b8 e alxall aa jiall Lgangiil ) daliadl)
abhalie ) 2 sa des il dlee (8 aa il JAN 0 Cus A 5l aa il Al ) ABLaYl i sa i calSl) Al
O 8353 sall 8 smll Jlay S 4t g 4slE] Adlaa) jobiadl) Jiiuy st s Adagiuall alll ) ety @A) (sl 5 ) sganll
IS8y (e 5 Gald IS cpleal) G Jaseesl) 50 ey sed Ul s 4RSSy an el Gaill (4818 L) ail
& g raal) gl ) seda g A pall Ll sk b QU s e () yhae 4aad 31 algdl sl il il (S5 ale
AN ) Ayl el ) ool Lae aaal) Aall 8 jal) el Ja okl aal 1) s des 5 gea 5 L o piall o 54l
oaill sl asladin) of Y 3 jbeiul) Aala Gaill 4tes i 8 Ldll /o agial lain s g aeSall Gaill Gliles (g
il s S G e man Al g e 5 80w of DBl Slie /3 Jsla e s s el sa s VT Lala Laale (5 sl

‘;':Lk: hadll o] s oo plae ccalala e pnnSE 6 Hlaiu) ddas il sdaaliss LS

The function of metaphor is to communicate experience, images or ideas. It is not just
ornamental. Rather it redescribes reality. For Newmark (2001), metaphor also communicates
feeling. It is "language's main resort for conveying the world of the mind and, with sound effect in
a lesser role, for demonstrating the wealth of the life of the senses" (122). Way describes the
various theories of metaphor: emotive, substitution, anomaly and interactive. Whereas the emotive
theory claims that the only function of metaphor is emotional and denies the cognitive content, the
substitution theory stresses the cognitive role of metaphor. It also argues that the content of
metaphor can be substituted by literal expressions of similarity. On the other hand, the anomaly
theory presumes that metaphor involves semantic violation. Understanding its meaning therefore
necessitates resolving such anomaly. As its title suggests, the interactive theory suggests that
metaphor is the result of the interaction of two concepts and thus cannot be reduced to literal
expression.

In his study of metaphor translation, Toury suggests that metaphors can be replaced by a
similar metaphor, different metaphor or non (zero) metaphor, i.e., it could be omitted. He also
suggests that a non-metaphor could be translated into metaphor or added to the target text. On the
other hand, Zablbeascoa argues that:
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Literal translation (interlinguistic lexical equivalence) does not entail that
the same metaphor will be retained in all cases, since it can only guarantee
that one part of the two metaphorical relationship is kept (the vehicle), and
even that guarantee is questionable. For example, literal translation does not
guarantee that the same metaphor is rendered if two cultures use a given
word or expression with different metaphorical (idiomatic) meanings even
though they may be equivalents for their non-metaphorical meanings. (103)

Dagut stresses the cultural context and semantic associations, the significance of
metaphorical and grammatical features as the major constraints affecting translation. Moreover,
aesthetic codes, conventions and the value system also affect the translation of metaphors. As a
'culture-specific' process, the greater problem of translation does not lie in its adequacy but in the
choice of a suitable translation mode( 77-88).

Broeck remarks that the differences in aesthetic and moral codes between the SL and TL:

may impose certain constraints of a prohibitive nature on the translation,
e.g., when the target system is governed by rigid conventions such that a SL
metaphor is rejected for its boldness, lack of modesty, etc. This may be a
frequent cause of distorted, 'flattened' or 'purified' metaphor in translation.

(81)
"Shared" poetic metaphors-as Broeck argues-are culture-bound. Moreover,

despite their being deeply embedded in the spatial and temporal
surroundings in which they originated, conventional metaphors turn out to
be capable of adequate translation. This may be due to the fact that many of
them, long lines varying from literal translation and paraphrase to imitation,
have become part of the shared cultural inheritance of civilized mankind.

(81)

Snell-Hornby (1995), in addition, argues that the translatability of metaphor depends on the
structure and functions of the metaphor itself within the text.

To translate metaphors, Newmark (1985, 304- 311) proposes eight different strategies. The
translator may reproduce the same SL image in TL or replace the SL image with a standard TL
image. He may also resort to simile and sense. Metaphors could be further modified or deleted.
The last strategy is to reproduce the same metaphor along with the sense. Unlike Newmark, Mary
Snell-Hornby rejects the one-word metaphor idea, preferring an integrated approach. Instead, she
proposes a conceptual notion of metaphor. Cultural differences, for her, hinder translatability. Like
Dagut, she argues that metaphor is 'culture-specific'. Translatability is relative. The translation of
metaphor can be also regulated by abstract rules or by decisions based on the text itself. Unlike
Newmark, she also argues that translating metaphors through substitution, paraphrase or omission
affects the interdependence among character, speech and environment created by the metaphors in
general.

Tymoczko also stresses the significance of cultural factors in translation. She remarks that:
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A literary translator is de-facto concerned with differences not just in
language (Transposing word for word, mechanically), but with the same
range of cultural factors that a writer must address when writing to a
receiving audience composed partially or primarily of people from a
different culture (21)

Which means that the skopos of the translation would be to address certain readers/ audience and
to adapt the text to meet the readers' expectations. The translator's culture, here, acts as a metatext
which is rewritten "explicitly and implicitly as both background and foreground-in the act of
literary creation" (21).

Dutta , on the other hand, wonders:

to what extent can a translator contribute in bridging the gap caused by
culture and geography is a question of great concern, as all literary texts are
deeply couched in the socially determined and historically grown matrix of
a particular culture, which proves to be a major impediment in translation
.(59)

A culture-bound process, the possibility of finding TL equivalents to ST metaphors is sometimes
rare. The task of the translator thus is to bridge the cultural and geographical gap and to enhance
better communication. Literary translation is, furthermore,

a mode of cross-cultural communication, not simply a derived or second-hand
communication. It is not just a target language replica of a message or a text
in source language; rather it is a creative process by which meaningful
experience is communicated from one speech community to another. (60)

The success of translating metaphors depends partially on whether or not the target culture/
language has the same conceptual metaphors and whether the "reader will be able to recover the
implicatures in the original text from the use of that conceptual metaphor in the context"
(Hermanson 172). Hermanson suggests that "understanding the conceptual framework within
which a metaphor is formed in one language helps to identify the implicatures it contains within a
given context" (174). Sharing the same implicatures by the target reader/ audience enhances better
communication and renders the translation acceptable.

This thesis focuses on the translation of metaphors in four different translations of
Shakespeare's Hamlet by Mutran, Gabra, AlQut and Enani. In fact, metaphors are indispensable
for understanding Hamlet. Shakespeare employs them—among other devices-to distinguish
characters from each other and to reflect the characters’ states of mind, their conscience, etc. They
are also used to inaugurate and develop the themes of the play. Besides, they serve as recurrent
motifs. Thus, recurrent images of sickness, for instance, pervade the play. Understanding
metaphorical concepts is thus necessary for the translator. The failure to transmit metaphors would
result in a loss of the meaning and the aesthetic pleasure of the text. Resorting to substitution or
paraphrase may manage to transmit the meaning but would certainly affect the poetic density and
richness of the text. Moreover, the failure to transfer metaphors properly would negatively affect
the image of the SL author in the target reader's mind. It may also affect the reader's horizon of
expectation of the source author/ culture.
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The translation of metaphors in Hamlet sheds light on the problems involved in the process
of translation, the constraints affecting it and the various strategies adopted by the translators to
overcome them. The translations display the author's message/voice and that of the translator. His
interference in the translation is due to addressing the target audience/ reader, manipulating the
resources of his culture/ language to bridge the gap between the original text/ culture and his own
and thus performing the function of a mediator.

An analysis of the "paratextual elements" in the translations is important to analyze them.
(Simon 110). Most of the translators (Mutran, Gabra and Al Qut) focused, in their prefaces, on
explaining the plot of Hamlet and the significance of the play as a literary masterpiece. Only Enani
provides us with an insight into his approach to the play as a translator. Moreover, his preface is
invaluable survey of the critical trends to Hamlet, hence its significance to any student of English
literature. The names of the translators: Enani, Mutran, Al Qut and Gabra, are also important in
the analysis of their translations. All are renowned figures in the world of literature or academic
departments, which maintain a large scale of readership. The life history of the translators, their
academic career as presented on the cover backs of their texts, is a well guarantee that their works
will be accepted by the reader. The publishing houses (GEBO, Dar Al Ma'ref, Dar Al Andalus) as
acknowledged patrons of the translators add further authority to the translations. The prefaces too
give us an idea about the self-image of the text, the varying functions of translation and the
translator whether as mediator between cultures, or a literal transferor of meaning. The fact that
the government funds literary translation (GEBO in Enani's case) gives authenticity to the text,
thus reinforcing the reader's acceptability. Every translation addresses various types of readers/
audience worked within a different cultural context. They reveal various strategies which, from
the translator's perspective, were the only means to bring Hamlet to the Arabic reader.
Consequently, the language used varies.

Seen as an integral part of human perception, metaphors are essential to our understanding
of Hamlet. Lakoff (1980) suggests that the similarities/ differences in the concepts of metaphors
and the conceptualizing systems between the source and the target cultures affect the translation
process. Metaphors help the readers to understand one domain of experience in terms of another.
The translation of metaphor into Arabic helps us understand two human experiences. The concept
that both the body and mind are closely related and that mental conditions are interpreted in terms
of physical causes is common in both Arabic and English experiences. Illness (both physical and
mental) and Nature's anger are all understood within the domain of sickness. Sickness is interpreted
in terms of temper. In Act 3, Sc. 2 (lines 291-9) Hamlet's dialogue with Guildenstern reflects this
concept:

Guild: The King Sir.

Haml.: Ay Sir, what of him?

Guild: Is in his retirement marvelous distempered.
Haml.: With drink, Sir?

Guild: No, my lord, with choler.
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Haml.: Your wisdom should show itself more richer to signify this to the
doctor, for me to put him to his purgation would perhaps plunge him into
more choler". (Jenkins 306)

Besides displaying the theory of humour familiar during the Renaissance, Hamlet's words hint at
an important concept, that is, spiritual sickness and its relation to the idea of "purgation". In his
footnotes to the play, Jenkins (307) explains that Hamlet mistakes distempered (= out of humour)
to mean "drunk" as his usual way of word play. He also explains "choler" in terms of physiological
"humour". Explaining the significance of "purgation" he mentions that it may refer to "cleansing
the body by eliminating the excess humour" or "purifying the soul from guilt by eliciting
confession". Whereas Gabra (127) interprets "distempered" as "< yaa¥) 205" Al Qut renders it
as "_sa" (169) and has to explain its meaning in a footnote "was cuaé 53 ) a1 y=dy ol 4 1" Enani,
on the other hand, got the real interpretation "as ) ol ) z) jall o jaia y iSina" (223). "Purgation”,
was interpreted by all as " _sk3" The concept of sickness as purgation of sins is commonly shared
in Arabic culture and reinforced by religious contexts. Physical sickness is seen as purgation from
one's sins and leads to purification of the soul. In the Hadith, for example, there is a reference to
the fact that all that a man is subject to: worry, depression, illness or even an insignificant physical
scar are all purification from his sins. Moreover, the concept of tribulation, that man is subject to
several ordeals is also mentioned in the Qur'an " (&) 5 J) sa¥) (o i s i sl 5 & sall (o oo oS3 sl
5_adl) "<l el 5: 155) The fact that the concept of "sickness as purgation" is shared by the target
readers maintains a successful rendering.

Sickness is also interpreted through the metaphor of "human as plants". So, in colloquial
Arabic, too, we used to describe a sick person as a withering rose "4l13 3 )"; a thin person as a
"stick of sugar cane" "Uarars -cuaill 35e 53" and a healthy innocent and inexperienced girl as a
blooming flower "4adiall 32,508 <", Similarly, a strong-willed person with unchanged principles
is usually referred to as " jweall 3 a3 s ", In the prophetic Hadith, too, The believer is likened to
a good palm tree whose goodness is felt and seen everywhere. In the Qur'anic context a good word
is likened to a good tree, and a bad word is like a bad tree.

s o) 03k com IS LS 355 elandl b Lo i g s Leloal duda 5 5a€ Al 4l Sl ) i a3 ol
(26 24 a8 al) "B e Ll Le Y (358 (pe itia) And 5SS Ak AalS Jias 05 ST pelal Gulill JUY)

A healthy plant affects a healthy one growing next to it exactly as a sick plant will affect its
nearby one. For example, Hamlet compares his father to classical gods, i.e., symbol of perfection,
whereas his uncle is compared to "a mildew'd ear/ blasting his wholesome brother" (Act 3, Sc. 4:
64-5). In translating this metaphor, translators adopt different strategies. For example, Gabra
which looks unfamiliar to the reader. "4wliil alu |5 » dsie i€ dla s ) 58 134" (138) resorts to simile
¢ay) s 18 Al Qut adds explanation to the simile to illuminate the implication of the metaphor
- (184) Ay yall Lgial (5385 Ay yo ALt (Y

His choice of 33 (=feed) could have been better used as 225 (=infect). On the contrary, Mutran
omitted the metaphor altogether along with the classical allusions. Enani, on the other hand,
renders the metaphor as metaphor, hence its success:

M\olﬁ@«ﬂaj‘)
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Claudius is thus compared to a sick plant infecting his brother, causing him to wither or blast. The
image of sickness, spreading infection and affecting the whole society is a metaphor of moral
deterioration which is one of the main themes of the play.

Political corruption is also rendered in terms of rottenness. Something is "rothen" in
Denmark. Hamlet is imprisoned in it. Images of rottenness, both moral and political, are hovering
over Denmark, spreading corruption everywhere. Moreover, in one of his soliloquies, Claudius
says:

O, my offence is rank, it smells to heaven.
It hath the Primal eldest curse upon 't-
A brother's murder. (Act III, Sc. III, lines: 37-72)
In Gabra's translation, "rank" is "a very strong unpleasant smell:
(133). "slandl (in 4y cialy | el il La col"

Mutran chooses to omit it and begins his translation with the second line. Al Qut's rendering is
similar to Gabra's:

C(178) "sbassl) () s Ll ) Tsihad uidei La 5 L el
On the other hand, Enani translated it as "bad or undesirable smell"
(231) sbasdl (M lena)y 7 s Al Sl Ol L b
Though offence is rendered as “4ay s -Aks -\ all translated “rank” almost similarly.
In the same soliloquy, we have another metaphor:
Is there not rain enough in the sweet heavens
To wash it white as snow? Where to serve mercy
But to confront the visage of offence?
And what's in prayer but this two-fold force,
To be forestalled ere we come to fall
Or pardon'd being down? (At III, Sc. III: 45-50)
Translations varied in transferring this image. Gabra, for example, says:

b (0 s Lo slondl Cide b Gl
dan ) Lo SBIS oLy, Leloa]
Pan sl Lo s Y1 Alad Qi o o

A g2 3all 5 gl e Y 5Dall L8 Ja

sl e ol g n LileyY
(133). Lkin o U gie

In Mutran's version, this soliloquy is given in the second Act, scene 3. Moreover, rain is translated
as "olw" and "sweet heaven" as "sleud) das )" (243)
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In Al Qut's version, we have another translation:
O slan 3 523 i el (S laall e 8 Lo Al claud) 8l

83ball (5 san Loy ccidll a5 (i il ol () dea )l (5 930 La S g
(177) .5 o 2 W sy 5l s ) U8 e Liadll e (08 O (e

The religious connotation of "white as snow" is clear in Al Qut's translation which brings to the
reader's mind the Quranic story of Moses and God's demand:

(32 ué-\éﬂn) ‘}“J:‘:‘L)‘“"L“:‘JC)A:"AAL\AQ\QJ-’,M‘}

Moreover, quoting another Quranic verse, the metaphor of praying as purification of sins is clear
in the use of "sLiadll (e ¢i"

Bridging the cultural gap by relying on the religious context of the target reader is thus a successful
attempt at acculturation.

Moreover, the story of Cain's murder of his brother has its basis in the religious context of
the target reader, hence the heavy reliance on the Quranic verses. In Enani's translation, the "rain"
is not only translated as "sLw" or " »a<" but also as "<wa\" with its connotation of mercy, good and
welfare. A further image in the soliloquy is also translated differently:

'tis not so above:
There is no shuffling, there the action has
In his true nature, and we ourselves compell'd
Even to the teeth and forehead of our faults
To give in evidence. (61-63)
In Al Qut's version:

LLUad agii of o el s jlacaig
- (178) 2533l 50 g sl Lie pdiaiy Ll 2
Which does not create the same effect as Enani's:
Opotlia Wbl 4l 5 Of Gae e 3ol L 1315
(231 e U pan il oa
The alliteration between "Gme " and "(roeba" creates a more poetic effect fit to Shakespeare's

verse. Moreover, the last metaphor figuring sins as giving witness against us is keeping with the
Quranic verse

Moalals peaul s petidl peale 3¢5 o 5"

The King's last words were also translated differently. In Al Qut's version, we read:
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(180) .slawdl &lsi
Intent on creating an equivalent effect, Enani says:
(Ul ad) ¥ e s Y1 oK) anaal LIS
(99-98 :234) .zlla S8 4l o Y] cuball JSH 4l 0d 5 Y

Enani was careful to explain the meaning of his images by adding words between brackets to make
sure that his readers grasp them. The juxtaposition between "@lall" and "AUWl" is effective.
Moreover, the image itself has clear religious associations in the target reader's mind. He is also
reminded with the Quranic verse:

(10 :ohl) "axd ) mdlall Joall 5 Calall 2SI axaay 4"

Enani's reliance on the religions heritage of his readers has enabled him to maintain an almost
equivalent effect.

Corruption (both moral and political) is also revealed through metaphors of memory.
Memory is compared to a small growing plant to imply the short time that elapsed between the
King's death and the marriage. For example, Claudius's opening words are:

Though yet of Hamlet our dear brother's death
The memory is green. (Act I, Sc. 2: 2-5)

Almost all the translators render the image similarly. The concept of memory as green plant is
given as "¢ SAl u=e" by Al Qut (57); "33l 5:55" by Mutran (133); "4 &) =" by Gabra (35) and
"3 g2l ¢) 2" by Enani (106). Though the target reader may not be acquainted with such metaphor,
he is familiar with the following one:

You speak like a green girl .(Act 1, Sc. 3: 101)
Which is translated by Enani as:

goab ol 2sall (e JS s 12a
(127 (oball (elSa il bl

The translator resorts to paraphrase to make sure that the full implication of the metaphor is clear
to his reader. The connotation of the metaphor is familiar to the Egyptian reader who knows that
" sk - w=adl e3¢ " means inexperienced. On the contrary, Gabra's translation looks unfamiliar.

. (51-50) skl SV oda Jia A lad ge anay ol 3 je LS (40alSH
Another metaphor of memory is given in Act I. Sc. V:
Remember thee?
Ay, thou poor ghost, whiles memory holds a seat
In this distracted globe. Remember thee?

Yea, from the table of my memory
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I'll wipe away all trivial fond records,

All saws of books, all forms, all pressures past
That youth and observation copied there,

And thy commandment all alone shall live
Within the book and volume of my brain
Unmixed with baser matter. (Lines 97-104)

In the first image, the mind is compared to a 'distracted globe" which is translated as "J sl Gl 1"
(Al Qut. 90) "ii siall s SI" (Gabra 63), "daasiaiall deseall" (Mutran 148) and "4 sa2d) Ll N (Enani
141). "The table of memory" is translated as "3_SIl cilasa" (Al Qut), "S5 # 5" (Gabra), " s
¢ teliul" (Mutran) and "3_SIM # " (Enani). The translation of "table" as "z 5" is associated in the
Arabic mind with religious connotations such as "USI" "L sasall = " and " sdiall U in which
people's deeds and fates are predestined. That's why it would not be difficult to understand.
Moreover, Mutran's use of "¢ _lekiul Jau is also correct as it refers to the old forms of learning
where people used to write on tables-a fact that was common also in Shakespeare's time. The "book
and volume of my brain" is also translated as "s i 5 s S8 Jaus (Al Qut), which is similar to Enani's
"agS 5 48) )5l 5 (a3 i and "lae CUS" (Mutran) which is also similar to "3 S (Gabra). Even
the "ghost" was translated differently: " 23 el (Al Qut) "cnSasall cadall" (Gabra), "ce sl s 0"
(Mutran) and just "z&" (Enan).

Establishing the main theme, metaphors of corruption pervade the play. Hamlet's first
soliloquy emphasizes this theme (Act I, Sc. II: 129-157). First his flesh is compared to melting ice
which reflects his own depression. Enani's version reads:

| yemats o o)) 5 13 PREN| RV T o) 5l

G (e |kl jleaaiV) die L}:};Su:\};
BV a g ol a5 o) 2l
(113) . iall jaal be () Mlas

The religious reference to the "Everlasting”" as "ssdll s)W" presents a successful attempt at
acculturation, whereas the use of "' ¥" by Gabra (141) keeps the reader afar. Moreover, the use
of unfamiliar words in Gabra's version such as "< sdde -4 - ) " reflects the effect adopted by
his literal strategy. On the other hand, the word "44S" in Enani's text seems to be a spelling mistake.
It could have been "4xS". The religions connotation is also implied in Mutran's " sz ol (sl <l
4udi J8 4le" (136) whereas his translation of the following metaphor failed to capture the real
implication of the meaning:

L gy Aidgn e Abaad Led) ol Las Liall o3d L8
A Clie Y Lgle (g5 1 i il
A common minded audience might fail to understand the significance of such a metaphor. Enani's
version is clearer:
Laie sball Je sd saila yal L
el 1 i ¥ Jy e Lo Y e 28
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calilas i) 4l Llied ¢ 58 o 1) a5 Ao
(113) o e (50 aodall Jadle aild JS Lgde oada 38 (4,

In the same soliloquy, too, Hamlet displays his wide knowledge of classical culture. In fact,
the use of classical allusions in the play is significant for several reasons. Besides revealing
Hamlet's great learning and intellectual talent as a prince should be, it also reflects his
understanding of human nature. He sees others as well as himself in terms of the classical allusions
he uses. They become symbols of the characters. For example, Claudius is a satyre, i.e., symbol of
lust. The deceased Hamlet is Hyperion, the god of sun, who has Mars's eyes and Hercules's power.
The Old Hamlet is thus conceived as a symbol of perfection, greatness and love. His mother is like
Niobe who was punished for her arrogance by destroying all her family, thus suggesting her
responsibility for his father's death. Her grief is seen as mere pretension. She becomes an
embodiment of deception, treachery and hypocrisy. In addition, classical culture used to have a
great impact on growing Christian countries during the Renaissance, hence Shakespeare's recurrent
use of them.

The contrast between the two brothers helps establish one of the major issues in the play. In
his notes to the play, Jenkins (2003, 438). Illuminates that "the imagery enables the basic situation
of the play to appear as one in which the beast in man has destroyed the god and now reigns in his
kingdom". Throughout the play, the audience is reminded with the antithesis between the two
bestial baseness. Thus, Gertrude's affection for the new King is interpreted as sensual which the
soliloquy stresses. Similarly, Claudius is compared to a beast. Translators adopt various strategies
while transferring such a comparison. In Enani's text we read:

OO Os
Osiond (el ) Jie (IS 63 53
(140-138) " slu" &l (gan 40l o2 (e g

Moreover, whereas Enani, Al Qut and Gabra render the classical allusions and even explain their
meanings in footnotes, Mutran chooses to omit them. He might probably have thought they were
irrelevant to his audience. Yet, he mentioned Hercules who might be familiar to them.

Gertrude's satiety and sensuality is also stressed as her mourning lasted less than that of a
beast. Her deception is also implied in her exaggerated grief, compared to that of Niobe. Such
extended images stress another important theme of the play, i.e., appearance versus reality.
Claiming to be mournful, she rushed to marry her husband's own brother. Her deceptive and lustful
nature is best exemplified in the following metaphor:

Why, she would hang on him
As if increase of appetite had grown
By what it fed on, and yet within a month. (143-145)

Enani translated it as:
algie e IS 4y cuilas L o]
(114) ihii ¥ e cugl (8o

Adopting a literal rendering of Shakespeare, Gabra says:
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(A1) Ade cada Lo 3581 38 G sl A3l LS

There is a big difference between Enani's "4e" and Gabra's "4:¢4". The same connotation with food
is given by Mutran:

0230 Y (e ABle Lgy 3lay (IS 0 SX3 1Y)

Which is quite ambiguous for the reader who has to find out the relation between food metabolism
and getting madly in love. It is clear that Enani has got the right implication of the metaphor.
Moreover, the use of the image "hang on him" confirms Gertrude's sensuality. Mercer remarks
that:

The image reappears in Antony and Cleopatra, but there it is the limitless
sensuality of the Egyptian queen that makes hungry, where most she
satisfies. There it makes desire, unusually so easily satiated and exhausted,
that it endlessly aroused to feed on her delights. That promise is of perpetual
sexual bliss, transcending all moral scruple... Hamlet's use of the image
reverses the sexual terms and the whole emotional polarity; here it is the
woman who feeds upon the man, and for a host of sexual and cultural
reasons the image, put that way around, is deeply threatening. To awaken
endless desire in a man means to arouse in him a miraculous potency, to
"hang on" a man with an unsatisfied lost is to disparage and menace that
potency. ) 150)

Moreover, "The verb hang" completes the reversal of the

image from a banqust of bliss to a meal for a parasite; women are creatures
that feed on men, devour them" (150).

Such an implication could not be thus translated literally as "appetite" but best as "bust" or simply
"desire" which is only implied in Enani's version.

The personification of "speed", in addition, reinforces the illegitimacy of marriage. The
metaphor suggested in the "incestuous sheets" reflects the illegal relation of the new couple which
is also religiously forbidden by the church. The metaphor was depicted by Mutran as "al _all 2¢"
(136) and similarly by Enani as "al)all (i1 4" whereas Gabra keeps on surprising his readers by
using unfamiliar words "4l ) <l 1" (41). Perhaps, his words were familiar to the readers of his
time, hence the significance of retranslating literary works.

The metaphors employed in Hamlet's famous soliloquy (Act III, Sc. 1) best reflect his
depression. Some argue that he is discussing whether he should kill himself or no. Others think
that he is meditating on a book he reads. Thus, the questions raised are meant to be reflections after
reading the book. In his footnotes to the play, Howard argues that:

The poet's intention was that these should be meditations of Hamlet on
something which he found written in a book which he holds in his hand, a
book which spoke of the evils of life, of death, their cure, of future, of the
question of being or not being when "we have shuffled off this mortal coil;
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and that what he says arises out of the argument in the book before him, and
is not to be regarded as thoughts sprining up in his own mind.(206)

Adopting this point of view, Hamlet is not suffering from the pricks of conscience for his delay.
He is not thinking of suicide as the possible solution to his problems. He is just responding to the
issues raised in the book he is reading. The word "question" in "To be or not to be. That is the
question"- according to Howard-is thus "equivalent to theme, argument or subject". On the other
hand, other critics such as Wilson and Bradley strongly advocate the idea that he intends to commit
suicide but withdraws for his cowardice. The soliloquy is thus a condemnation of his
indecisiveness and cowardice. In his "longer Notes" to the Play, Jenkins explains that Hamlet's
question is generally concerned with human existence (485) and man's choice whether to live or
end his life by committing suicide. The question might also refer to the choice between Hamlet's
killing of Claudius or himself, or still further whether to avenge his father's murder or not. Jenkins
remarks that "the dramatic force of the speech comes rather from its enabling us to see Hamlet's
situation in its universal aspect". The idea of committing suicide sounds silly in this context.

Following the first argument, the soliloquy reveals Hamlet's intellectual talent at analyzing
and propping the insight matter. He successfully unmasks the plots of Polonius, Rosencrantz,
Guildenstern and the King himself. The second interpretation of the soliloquy hints at a major
problem of Hamlet, that is, the causes of his delay. Is it due to his cowardice or fear of death?
Unlike Macbeth, he is quite aware of the consequences of his action and is unready to take the
risks of challenging his fate. His hesitation is quite evident in the play. His dwelling too much on
contemplation and inability to act are also clear in his unwillingness to kill his uncle while he is
praying. Thus, the play bears evidence of both interpretations.

The metaphors employed in this soliloquy have a great function in reflecting Hamlet's state
of mind. The first question of the soliloquy is translated differently. Al Qut, for example, adopts
the first argument:

C(142) Al 8 038 25a 5 Y Sl 25a
Whereas, Mutran makes it a more personal issue. Hamlet is discussing his own existence:
Alldl & @lli €Sy ol (Ul s
(ActII, Sc I: 155)
Gabra's rendering is similar to Mutran's:
- (106) Jlsadl sa 380 1Y Al o oS

preferring a more literal translation. Enani's translation, on the other hand, is more successful than
Al Qut's when he raises it as a general issue:

o (198) Jisaadl 58 138 8688 Y Bl 5 5L 0SS

which makes the issue more appealing to the audience and less seemingly philosophical and thus
complex for them to grasp. Involving the audience to share Hamlet's perplexity, the translator uses
the plural pronoun whereas both Mutran and Gabra use the first personal one. Al Qut, on the
contrary, prefers to omit the pronoun altogether. Using the plural pronoun turns the private issue
into a more general one. The old idea of man's struggle with life and how he should deal with its
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ordeals: by facing them or running away. When Hamlet wonders whether it is nobler to bear the
cruel strikes of fate even if they are as great as the sea, he indicates his own courage, endurance
and reluctance to end his life as a coward would do, which is a completely different interpretation
of Hamlet's character.

In the first metaphor he compares the problems of life to "slings and arrows" raised against
him by an outrageous fortune, "a sea of troubles" which forces him to "take arms against". The
metaphor is then an extension of the question raised at the beginning of the soliloquy. It is related
to the major cause of life or death. The metaphor, as further illustrated by Jenkins, "appears to be
based upon well-known instances, notably that of the Celts, who, as described by various ancient
authors, rather than show fear by fight, would draw their swords and throw themselves into the
tides as though to terrify them" (490). The significance of "end them", according to Jenkins, "does
not admit of doubt. It is precisely because the heroic gesture is necessarily disastrous that argument
becomes possible about whether it is noble". The same metaphor reminds the reader with the
concept of "life as war", suggested by using the military "slings, arrows" and "taking arms".
Fortunately, the same concept is known in Arabic culture. The metaphor of "sea of troubles" has
its implications in Arabic. Images of the sea and its connotations (denoting roughness, vastness,
majesty or abundance) are often used in Arabic language. The implied meaning of "sea of troubles"
was similarly expressed by Al Mutanbi:

In both source and target contexts, the objects of death and the troubles are described in terms of
the "sea" to express the idea of immensity and numerousness.

Sharing the same concept enables the translators to render the metaphor successfully,
creating an almost equivalent effect. For example, Enani says:

el s JLall 3Ss G Glasdll a2 (e Jgd
clic 1) o il Ll ey Ladic

Ay Al (S O ey ol

(198) e liall (e e iz 50

The word "2\S;" suggests a sense of struggle and conflict. He made it clear that the word "sea" here
is used metaphorically as in Arabic to mean a lot of troubles. Gabra's translation is different:

e e el aay o atall Ju¥) Gl
aalgrs il al) allia
asaell (e o e 2 3lall jedy ol
L (106) e lasass

The words "uS" and "_u=" are quite different. The first one indicates struggling with
suffering and endurance whereas the second one suggests surrendering to fate, fortune. The
description of the sea as "z=W" is not suggested by Gabra who prefers to render it literally
describing "Troubles" as "»s«4" The word "slings" is translated as "J «xllis "by both Gabra and
Mutran. Mutran also prefers to use "a>_! Jexil which gives the same connotation of Gabra's " _yua"
besides relying on the religious context of ">l in the audience's mind.

Similarly, Al Qut uses the concept of life as war while omitting reference to the sea:
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el Liga sar s aclidl) (e auad dn g 8 2Dl el G o dalgas g adilad) Hal) Cailds Jaast of Jiall 3 sl Leg
L s (142).
Enani was more successful in the juxtaposition "5l ¢la 5l ¢ 38 b " The alliteration between
"3l 8l a8 )II" is more poetic, whereas both Gabra and Al Qut give identical translation:
(s e il o3gy J
. ( (106 Gabra <!l 4c 4l
(142 Al Qut) <l de ¢l (e palis 8 o gilla
Another metaphor is comparing death to unknown, undiscovered country which implies fear
of the life after death and makes one prefer to face and endure the problems he encounters to
committing suicide. The word "fly" indicates how he is beset by troubles, that he is imprisoned
which is related to the great metaphor of the play "Denmark is a prison". All the translators render
it similarly:
cJ}AAA_;:\J}QALﬁM\ d}@;.d\ )Jnsn Sl
( (107 Gabra _8bue 2923 Y
.((200 Enani 44 533 (s O 5 lbsall a5 ¥ (2 hadll Jalas
Whereas Al Qut prefers
. (143) silua oa g0 (e
Mutran, on the other hand, renders it more literally:

) Jeaall all
156) )@Lueasdﬁ);ila;ﬁebc_\;bw" A “rd

The metaphor also suggests Hamlet's uncertainty about the future. It is the consciousness of his
inability to act and the fear of death and after life that makes him coward in has own eyes, hence
the significance of the next metaphor:

Thus, conscience does make coward of us all (83)
which is translated by Mutran as:
. (156) slia LS Ulea g janall (6 8 a3 e

It sounds strange when put in that context. It is even unacceptable as conscience would never make
one coward. Similarly, Gabra renders it as "contemplation":

(107) Taen olisn Lia Jalill Jray 1358

Only Enani and Al Qut were aware of the fact that conscience was always synonymous with
consciousness in Shakespeare's plays. That is why they translate it as "= ", The last metaphor
in this soliloquy is also puzzling:

And thus, the native hue of resolution

Is sicklied o'er with the pale
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Cast of thought... lose the name of action. (85-90)
According to Greenblatt:

This corrosive inwardness-the hallmark of the entire play and the principal
cause of its astonishing, worldwide renown-is glimpsed even in his first
frantic response to the Ghost, and it is reinforced by the Ghost's command
'Remember me'. ) 208)

Again, it is overthinking that tortures him. Gabra's translation gives an uncertain impression:
S Jaal 5l e el A e
Glalls a5l o Alile 3 jhuay
i G5 055l @ bdas
Gl lala so ) ) e
(107) 285l 5 S8l anel 2885

The literal translation gives a negative impression about Shakespeare as the ideas are inconsistent.
Mutran's attempt was successful as he paraphrased the metaphor:

(156)  oSall dady o ) ey 3al) O ) (8 8 ) J s
However, he uses the passive voice which creates a strange rhythmic effect:

Goails abae el JS o arenaiill ad s & (e
(156-155) daadl asls pang ol g Jas o 4y sl e

Al Qut was more successful in rendering the metaphor:

aagdl J a5 asiad) Conlil) Sl () gl o slay s Q) 40 5l avanaill g, 13
-143) 2l 5 Jeall ddia 21y - il Jshy -l e oo Allal) A0
(144
Paraphrasing the metaphor, Enani also resorts to the treasure of Arabic language:
Lo O sy s Lile (pally S -yl Lo 5 018 1358
. (200) Alall Sall dalls o gads a3 g Ulae| 8 (5 il
Only a writer with poetic talent, adept in both classical and modern standard Arabic could transfer
the poetic spirit of a Shakespearean text, hence the significance of rendering Shakespeare in verse.
Moreover, the use of "u=x" is not unfamiliar to the Arabic reader who hears the Quran verse
"asall Je Gl sl g " | Besides, the Arabic language has a long history in poetry.
Manipulating its resources enables the translator to maintain a positive image of Shakespeare as a
great poet in the target reader's mind.

The play, furthermore, abounds with other metaphors which are also related to the main
themes of the play. In Act 3, for example, we have metaphors of corruption and disease. Disease
is used as a metaphor of corruption. Hamlet tells Rosencrantz and Guildenstern that his "wit's
diseased" (3, 2: 308). Even Claudius refers to Hamlet's insanity as disease that is eating away at
his court loving Hamlet, both Gertrude and Claudius:

Like the owner of a foul disease,



Pharos International Journal of Languages and Translation

PIJ LT Journal Homepage: https://cpijlt.journals.ekb.eg/

Vol. 2, Issue. 1 (2025)

To keep it from divulging, let it feed
Even on the pith of life. (4.1: 21-24)

That's why Claudius decides to kill Hamlet because "diseases desperate grown by desperate
alliance are relieved, or not at all" (4, 3; 8-11). Infecting the whole country, Hamlet, the disease,
must step away.

In Act III, Sc. IV too, Hamlet loathes his mother's love for Claudius. Her marriage is seen
as:

An act
That blurs the grace and blush of modesty,
Calls virtue hypocrite, takes off the rose
From the fair forehead of an innocent love
And sets a blister there, makes marriage vows
As false as dicers' Oathes-O, such a deed
As from the body of contraction plucks
The very soul, and sweet religion makes
A rhapsody of words. Heaven's face does glow
O'er this solidity and compound mass
With trustful visage, as against the doom,
Is thought-sick at the act. (40-50)

Both Mutran and Gabra have rendered "blister" as "ulcer, sore", i.e., physical disease: "4~ 32"
(Mutran 167) and "x»all (e e (Gabra 138). They translated the metaphor literally, thus
depriving it of much of its significance. Gabra also translated "body of contraction" as "oall o
which is difficult for the reader to grasp. Mutran, on the contrary, successfully translated it as " 2=
zs 4. Moreover, Mutran's choice of words is consistent with the audience’s expectation of
Shakespeare as a great poet. They would not expect Shakespeare, for instance, to say " 4S yall ALsl)
sl Garba's choice of scientific phrasing deprives Shakespeare's language of much of its
grandeur. However, Mutran seems to mistranslate Shakespeare when he says:  sleull ) 5 ki)
A Al jedSall aa il s

Which would be understood as Gertrude's gloomy face whereas Shakespeare intends to compare
the heaven to a human being with a gloomy face to imply that even the heaven is ashamed of what
Gertrude did. Both Al Qut and Enani attempt better translations:

cﬁh;aﬁ}uuﬂ\w;umﬁuﬂ

a2l 5 ond gl a5 g 35l g 585 Bl Auadll s
(o alial) i€ 4000 310 sge 215 50 (31 sm (pe a3 iy B 5 Ll
e ) mrana (338 sall (o @l Alad (e Ll Lo

1LY (e L s Undas el call (e Juai s
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ol 138 ol Jal cz _pmid eladl 4a 5 ()
O 4 s laall o gy ST S all aaull
abually Aladl] @l 4l
(Al Qut 183-184)

Though translating "blister" successfully, the use of unfamiliar words such as "a>11" would sound
strange to the reader's ears and reduce the poetic effect of Hamlet's words. The translator must
explain the significance of the metaphor to his reader.

Enani, renders the metaphor as simile to elucidate its meaning:

4y allan b slall Guala aild (pa Lo Clad

il | s Jatal) 2 e Culad

Gl B3 Lae (B il ual) 33 )5 daaa L
g5V A elisll dge IS doao Les (Wlall dea S daa
a0 Oe il el £ o8 L s

2 e Ul Jrandl cpall 2 i

LSl Apendl )Y e (5 Lo sl b

Ae L) A8 L Lails

(238-237) .pseells slandl iy aitad Ui ;S8 o)) o f

Enani's use of "«&!" sounds better thin Gabra's "zék"; Al Qut's "z %" or Mutran's "Wlia 5 jess"
which might imply shyness not shame as suggested by Shakespeare. Moreover, what makes the
translation of both Al Qut and Enani more successful is that it has manipulated the cultural and
historical context of the play particularly in rendering "blister" which both Mutran and Gabra
translated as "ulcer". Here the cultural constraints make it difficult for the Arabic reader/ audience
to understand the implication of the metaphor. Hamlet is not comparing his mother's deed to a
physical illness as suggested by Mutran and Gabra, Rather, it is likened to an incestuous sin
committed only by a whore which reflects the grave crime she has committed and the demeaning
status she has in her son's eyes.

Put within its social and cultural context, blistering refers to the custom of branding the
forehead of a whore with a red-hot iron as a penalty (Hibbard 279, Jenkins 321). Such a punishment
is equivalent to "stoning" whores in Arabic culture. To overcome such a constraint both Enani and
Al Qut resort to explaining the implication of the image by using simile (Enani) or a similar
metaphor (Al Qut). The use of the word "4«xj" as stain has cultural connotation in the Arabic
reader's mind which is often associated with shame as staining one's reputation. It is also related
to the word "stigma". In other words, Hamlet's condemnation of his mother's deed as adultery is
better rendered in the last translation. Moreover, it is consistent with the previous soliloquy in
which he accuses her of rushing to the "incestuous sheets" or "hanging on him". By capturing the
right tone and grasping the proper social context, both Enani and Al Qut were able to give a
successful rendering.

Images of poison spreading disease are also related to metaphors of corruption to convey
evil and moral degradation. Claudius comments on Ophelia's grief saying:

O, this is the poison of deep grief: it springs
All from her father's death. And now behold-
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O Gertrude, Gertrude
When sorrows come, they came not single spies,

But in battalion. (ActIV, Sc. V: 75-79)

-

Whereas Gabra renders "poison of deep grief" as "4xadll au” Mutran explains it as " < s lle oy 28
k" (175). Al Qut similarly calls it ")l ) 3all au" (213) which is like Gabra's. On the other hand,
Enani is keen to explain the full implication of the metaphor, using formal standard Arabic to
create almost an equivalent effect. The metaphor of sickness is also well expressed: sorrow is a
poison affecting all her body:

Lgu;‘y\g)%amdsm\ O 1

(269-288) ...kl Cig0 (0 V) 2 Vs
Shakespeare's skill is also shown in using familiar images in a creative way. Sorrows pounce on
man like battalions "sadise OUS" (Enani 269). It is also a familiar image in the Arabic reader's

culture. Images of sickness, poison and disease are also metaphor of the corruption of Denmark
itself. All corruption stems from Claudius's betrayal of his brother.

The play has also some metaphors which are difficult to translate due to linguistic or cultural
constraints. For example, in Act IV, Laertes tells Claudius that:

To his good friends thus wide

I'll op my arms,
And like the kind life-rend ring pelican,
Repast them with my blood .(Sc. V: 145-147)

To the Arabic reader/ audience this metaphor is unfamiliar as the bird, and its connotation are
foreign. Thus, the translator must substitute or paraphrase it. Enani explains its significance:

e o135 5 aa palid) o Gpaal gl )
alila 561 3) gl il Jniy LS
(273) . ALiS a2
Fearing the loss of its effect, Mutran paraphrased the metaphor itself:
=13 agd bl o) el il o guna L
Gl Jady LS ¢ e (30 ad 522 0 5 1388
4al i caela o) ) o) ikl
(177 :ActIIL, Sc. I) .~ o5 o shial gkl
Unable to find an equivalent metaphor Mutran thought to maintain its effect by paraphrasing it.
Unlike Mutran, Gabra did not explain the image to his readers, hence its ambiguity:
138 Tal 5 o1 )3 itlis ¢ cppulall adlBaaY
sLall ) g o se )l danllS
(165) .0 (0 pganal

On the contrary, the King's following words are easy to grasp:
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It shall as level to your judgment' pear?
As days does to your eye (151-152)

are rendered as:

Tlea 48153 ) 36ty i puds
(166-165 Gabra) Jleill dayl ) cpaal) ) 2855 LS

whereas Enani translates them as:
(274)  Gia JeS sagiy uall (51 L ol i i gusld

which is more successful as it draws on Quranic verses. The same reliance on religions heritage is
shown in the same scene where the king says:

If you desire to know the certainty
Of your dear father is't writ in your revenge

That swoops take! You will draw both friend and foe, winner and laser.
(140-144)

which Enani translated as:
Jal,ll @lall 5 el e (IS Lay il ale callas i 1))
(273) 2aadl s Gaall 331 & ey Jed
the words are clearly associated with Quranic verses in the Arabic reader's mind:
(A " il (e Xia o o] o3 ) e Leis A o manad) 5 A il ale () salad ) ST
and the other verse:  "_,hW) "GLal 558,055 55 Y 18)

Ophelia's songs and the flowers she presents to the King, and the Queen are symbolic
metaphors which are difficult to translate due to cultural constraints. No matter how the translators
try to explain the significance of these flowers and their implications, they will remain unfamiliar
to the Arabic reader's mind. The translators have to rely on footnotes to explain the symbolic
significance of the flowers and how they are used as metaphors of the characters themselves.
Sometimes there is no alternative to foreignization. Moreover, metaphors peculiar to the source
culture are sometimes difficult to translate. For example, comparing Hamlet to a hunter who

attempts to entrap his victims, Shakespeare uses an extended metaphor. Hamlet is thus compared
to the woodcock which is a foreign bird to the Arabic culture:

Oph. And hath given countenance to his speech, my lord;
With almost all the holy vows of heaven
Pol. Ay, springs to catch woodcocks (Act I, Sc III: 113-115)
Gabra translated the lost line as " _élasll mual &) 3" (5),

Al Qut gave a further explanation "8l "4all ) gla sblaa¥ Ja" (77). Mutran, on the contrary,
preferred to explain the meaning of the metaphor"

(142-141) Ll clalan Lo sbead 53 V) Gl i )
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Enani's translation, though similar to Al Qut's, stresses that they are " sl 3w sblaa¥ Jila' (128).
He omits the name of the bird which would be unfamiliar to his target reader. The use of "z"
implies warning Ophelia against Hamlet's deception. Moreover, the use of "kl 3" js
successful as it is consistent with describing Ophelia previously as "green", i.e., inexperienced
young girl.

Polonius's play on words (Act, I, Sc. III: 115-135) is also translated differently. Gabra and
Mutran, for example translate the metaphor literally:
ol by (5 yiie)
o iy o il 8L (3 ol o 5
ludi H8 (e o285
Ly st ASsall 3 laadl = 55 38 51 S Y
(51-40 Gabra) .sled) dac 81,08 _silas _)3<a

gy a8 ‘_Ax:\ ‘iA:\A.\.a Atyaad aaill
(142 -141 :Mutran) .Bes e SN e clinze Y] gaa jall oda e
Al Qut and Enani, on the other hand, manage to reveal Polonius's puns:
481 3l a9 ye e ) Alaka Sludy gae
g el el sy el Tas T3
3 e ST agiall o et il 38 50
(77 Al Qut) .slies dlidi (e (S o
Al Qut tried to explain that Polonius is playing on words as usual. Yet Mutran "<lusi )38 (e Aei" fs
more eloquent than Al Qut's as the connotations of the words are usually associated in the Arabic
readers mind with immorality, deception and manipulation. They might imply that Polonius was
encouraging his daughter to sell herself at a better price to Hamlet, i.e., to surrender to his
temptation. Enani's attempt is more successful, rendering the right implication of the metaphor:
DY) adll e T g8 1 i g el Gl UL 8 i 1Y)
Uil ey Leelily g8 383 ) Alac (5 gue Canal
il pald 5Vl i jall e 285 0L clile
)l o) aadi 2SSy 5edl Slaall 138 il oS0
(128-127) Ll Gy i 11 1 im pail" 1y
The translator’s success in transferring the similar play on word along with using stress and
intonation "=l - =l - a5 211" enhances an almost equivalent effect.

Laertes's advice to his sister is also difficult to transmit:
Keep you in the rear of your affection
Out of the shot and danger of desire.
(Act I, Sc. III: 34-35)

The words were translated by Gabra as:
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Dhally 5 5edll ae g Tumy dikl e Ga a3l G Y
. (42)
In this metaphor, Shakespeare is comparing love to a battlefield full of danger. So, it is better for
Ophelia, as a weak, inexperienced soldier, to stand away from danger. Gabra's "<kl so (10 3 3 5all"
fails to grasp the implication of the word despite the use of "= <" with its usual military
connotation. Like Gabra, Al Qut says:
lagms )3 sall 8 Slilal s 3
(74) W _Uadl 8 5l (ase 00
Mutran, on the contrary, chooses to Omit the metaphor as it would sound strange to the audience:
Clbiadl o) ged ala3 o Ll of b (5 )3ald
oail) ol e ST el g (e Ao o 5 a5
(Act I, Sc. III: 140)
Unlike them all, Enani is careful to express the significance of the metaphor:
Dl e e 0o Tamy il Cosin 5 )3 ey il
. (123) el alew

Adding the word "—s.=" enables the reader to visualize the concept of love as war, hence
assimilating the metaphor itself.

The metaphor of "virtue" which is completely contrasted with that of corruption (both moral
and political) is also revealed in Laertes's words:

The chariest maid is prodigal enough
If she unmask her beauty to the moon
Virtue itself scapes not calumnious strokes. (36-39)

In Gabra's version, they read as:

byl S Gt Laga
el Lellea (e gLl Caad ) o )
QLEEY) il i (o aldd Y L inll
while Al Qut renders them as:

IS o JA (e L dde gl ST (la
e Y algs (e alud Y Lguds dAluzadl) 5 ¢ yelll Ledlea (e colail)

Choosing to omit the word "mask", Mutran wrote:
4 2sall Gl e je e day jall o) 3l o)
Apadll 5 Lllan Aallagy peill Conan 13)
Aapaill alews Ga 5258 Y ¢S5 La O

[Nlustrating the significance of the metaphor, Enani writes:
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coalitl aall  an gl e S () i Al 53 Jal
o sl Al a abost W L Juzadl) Jal dlaad o) Ji 1 sedall o)
(23)
The images implied in both Al Qut's and Enani's words is common in the target culture. The
Arabian woman wearing the veil or hijab is not supposed to reveal even her face to strangers. Hijab
or 'nigab' is also associated with purity and morality. Moreover, jealousy and virtue are inherent
in the Arabic mentality, hence Enani's use of " k!l «," and the virtue of the virtuous.

The last metaphor in the speech has the same connotation of the metaphor of corruption as
disease affecting plants/ people:

The canker galls the infants of the spring
Too oft before their buttons be disclosed
And in the morn and liquid dew of youth
Contagious blastments are more imminent. (34-43)

The verb "galls" is translated as "o=,4" (Mutran 140-141), "Ji&" (Al Qut: 74), "x4" (Gabra 51)
and "u=35" (Enanil24). Canker is translated as "« 501" (Gabra), and "252\" 5 "lull" by the other
translators. The word infants is rendered as ") <" (Mutran), "olas" (Al Qut), "e= 1" (Enani) and
"¢ )" (Gabra). Enani adds the word "o!)" and the "~=2i" to emphasize the devastating effect such
"cankers" could create among "inexperienced" infants as Ophelia. The use of "<Lill 3 S3" and " s
sl s better than Al Qut's "3, 54" The choice of"'sbua sl e ¢yl 3La ;2i" (Enani) is more
poetic than Al Qut's" gkl o) Mutran's"4aill Slewill” and Gabra's" okl ol

Some proverbs were used as metaphors which are difficult to translate due to cultural
constraints:

Hamlet. Sir, I lack advancement

Ros. How can that be, when you have the voice of the King himself for your
succession in Denmark?

Ham. Ay, Sir, but while the grass grows the proverb is something musty?
(Act 3, Sc. 2; 331-335)

The significance of the metaphor is that Hamlet has no hope of succeeding his uncle to the throne.
Al Qut chooses to translate the proverb literally:

L(171) el s o ) 08 g3 b

He gives the English rendering of the proverb in his footnotes. Enani resorts to a similar proverb
in classical Arabic:

-(225) "Gl e Gl e o I -l J s LS
which has an equivalent meaning in colloquial Arabic:
Sl el s leaad jlaa g

Moreover, commenting on Hamlet's depression and melancholy, Claudius says:
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There's something in his soul

O'er which his melancholy, sits on broad,

And I do doubt the hatch and the disclose

Will be some danger. (Act III, sc I, lines: 166-169)

Which are kept by Enani:
3 5 a3dS o)
s JA13 B oo e phall e
(204) il G 81 3l i Lz Y

Al Qut, on the other hand, uses different words to express the same metaphor:
AN 4 i il as ) S O
- (148) ks Tl (i & i of (281
which sounds strange, more colloquial to the reader's ears .

The play within the play was also used as a metaphor elaborating the main theme of the play,
i.e. corruption. It also relies on an important concept, i.e., theatre as metaphor of life mirroring it.
So, the whole story is re-enacted on stage to show the gravity of the sin committed by Gertrude
and Claudius. It also functions as a delayed exposition emphasizing the Ghost's previous short
story. Mutran chooses to omit most of the players' dialogue with Hamlet focusing on Hamlet’s
soliloquy in which he laments his cowardice and indecisiveness.

Gabra's translation displays the norms of appropriateness adopted in his time; i.e. literalness.
Mette Hjort (43-45) maintains that the rules of appropriateness are changeable. Translations aim
at satisfying the different demands of readers at different times, hence the necessity of judging
translations within these norms of appropriation. Though adhering to the norms of literal
equivalence, literal rendering of the original in his time, Gabra's translation lacks the effect of the
original text lacking the flavour of the age, it also fails to transfer the cultural context. Bassnett
and Lefevere remark that:

Faithfuluess, then, does not enter into translation in the guise of
'equivalence’ between words or texts but, if at all, in the guise of an attempt
to make the target text function in the target culture the way the source text
functioned in the source culture. Translators are therefore not 'faithful' on
the levels they have traditionally been required to be to achieve 'functional
equivalence', a translator may have to substantially adapt the source text.(8)

Gabra's translation failed to function in the target culture as Shakespeare's text did in the
source culture. His emphasis on literalness deprived the Shakespearean text of much of its beauty.
His sentences sound sometimes bizarre, vague and incomprehensible.

In his translation, Mutran, too, attempts to respond to the demands of his culture. Thus, he
restructures the Shakespearean text to include only four acts, omitting several of its parts and
shortening passages and acts. Responding to the horizon of his audience's expectations about the
original author, he represented an image of Shakespeare unchallenged for decades. When Enani
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presented a colloquial translation of Shakespeare's The Merry Wives of Windsor, he was attacked
for violating the image of Shakespeare created by Mutran. It was completely unacceptable for the
viewers of the play or the critics to hear Shakespeare in modern spoken Egyptian Arabic. Bassnett
and Lefevere remark that:

A culture, then, assigns different function's to translations of different texts.
The way translations are supposed to function depends both on the audience
they are intended for (...), and on the status of the source text, they are
supposed to represent in their culture .(8)

Writing for the stage, Mutran has to adapt Shakespeare's text for performance. Lengthy
dialogues, unfamiliar classical allusions, scenes thought to be irrelevant to the main plot were
either omitted or condensed to fit theatre production. Mutran's version, thus, should be judged
according to the canons of accuracy of its own time. Compared with Gabra's, Mutran's version is
inaccurate. But he was responding to the norms of his readership who had certain expectations for
a Shakespearean text.

The translation of Hamlet at different times reflects the self-image of culture and the poetics
of the readers. The norms of correctness, for example, varies. They are—in Anne Mette's words
“measured in terms of a harmony between the translated text and social norms and not by an
equivalence of meaning between the source text and translation (42), hence Mutran's deviation
from the original text. Besides, it is noteworthy that Mutran relied on a French translation of
Shakespeare as his source text. It is also known that the French classical theatre imposed its own
canons on translated texts, particularly Shakespeare's. Thus, Mutran's version was a translation of
a translation.

Vermeer views translation as a cross-cultural transfer. The function of the target text may be
different from that of the source text. Introducing his two concepts of the unchanged function and
the changed function, he argues that the text could be adapted to meet the needs of the target
audience/ culture. Mutran adapted some parts of Hamlet to respond to the needs of his audience
who also had certain expectations about a Shakespearean hero. They even expected songs in the
plays. Though a poet, Mutran chose to render Hamlet in Arabic prose. Yet his choice of words
reflects his poetic talent. It is remarkable that there is a common prescribed function of Mutran, Al
Qut and Enani, i.e., all aimed at presenting the play to the Egyptian audience, hence Mutran's
interference in the text. A learned scholar, Enani provided comprehensive analysis of the play, a
critical background and glosses at the end to explain the significance of some metaphors, the
meaning of some words and his own comments on his translation.

Hamlet is a successful play to transmit to the Egyptian readers/ audience. It displays some
common concepts in both source and target cultures. Both, for instance, adopt the same values of
honour, virtue and morals. Thus, Ophelia's chastity, Laertes' jealousy over his sister; Polonius's
warning her against Hamlet's rashness are all endorsed by the Egyptian audience/ readers.
Furthermore, concepts such as ghosts, revenge, retaliation are prevalent in Egyptian folklore and
particularly among upper Egyptians. Social conventions such as mourning and the rejection of a
mother's marriage after the father's death can also be found in different parts of Egypt. The
collective memory of the Egyptians can also remember the similarity between Claudius's envy,
grudge and murder of his brother and that of Set and his brother Osiris in Pharaonic mythology
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and also the story of Cain and Habil in the Qur'an. Other religious concepts such as fear of the
after life and the consequences of one's action, punishment, repentance, forgiveness and other
moral values which the Qur'an abounds with bridge the gap between source and target cultures.
Translation, in this way, can be viewed as a cross-cultural process, bridging several cultural
barriers and enhancing more successful rendering of texts. The analysis of the translations of
Hamlet reinforces the necessity of providing various versions in different epochs that attempt to
respond to the norms of each one.

As a process of communication, translation also involves the "release of domestic remainder"
(Venuti 471) which "does not just inscribe a domestic set of linguistic and cultural differences in the
foreign text but supplies the loss of the foreign-language differences which constituted that text"
(472). The release of Arabic poetry, meter, rhythm has endowed Enani's text with grandeur that is
almost equal to that of the original text. His language, notwithstanding, is not archaic or classical.
He is not after visibility in his translation. Yet, his talent as a poet and a learned professor of both
Arabic and English literature is quite visible in the translation. The use of modern standard Arabic,
furthermore, enhances acceptability of the text. His translation, in addition, could be successfully
used in academic teaching, thus conforming to Appiah's definition of literary translation, that is:

A translation that aims to be of use in literary teaching, and here it seems to
me that such 'academic' translation, translation that seeks with its
annotations and its accompanying glosses to locate the text in a rich cultural
and linguistic context is eminently worth doing. I have called this 'thick
translation' . (472)

Viewed as a source of knowledge, Enani's translation presents valuable information about source
text/ culture.

Defining their "skopos", the translators adopted various strategies: literal rendering (Gabra);
free translation, imitation (Mutran); an attempt to enforce an equivalent effect (Al Qut) and
academic teaching with a successful equivalent effect (Enani). Furthermore, Mutran's translation
represents the needs of the Egyptian theatre at a specific stage of its development which relied on
the translations of the French theatre due to the lack of a national one. As a great figure representing
English culture, Shakespeare was an essential canon of Egyptian theatre. Such a choice also
reflects the active role played by translated literature within the literary polysystem during the 19
century. Mutran's translation has a cultural significance in promoting the evolution of Egyptian
theatre which reminds one with Toury's words: 'translatorship' amounts first and foremost to being
able to play a social role, i.e., to fulfill a function allotted by a community—to the activity, its
practitioners and/ or their products—in a way which is deemed appropriate in its own terms of
reference" (2002:198). The translators discussed show that they were subject to several constraints
besides the nature of the source text and the difference between languages. Performing under
different conditions, in different ages and to different readers/ audience, the translators' response
to those norms are varied, hence the differences among their texts.

Representing not only two different languages but cultural traditions, the texts also display
two sets of norm systems. According to Toury, the translations are valuable because they occupy
an important status in their cultures in addition to being representatives of another culture (200).
The translations show regular behaviour manifest in the tendency at explanation (Enani and Al
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Qut), commitment to literal meaning even though creating a foreignizing effect (Gabra) and
deviation from the original text (Mutran) to fit into the Egyptian readership and theatre goers at
that time. The translations also show that the translator's basic choice vary. Gabra, for example,
chooses to subject himself to the source text with its norms, a choice approved by the norms of his
age. Responding to the demands of his culture, Mutran on the contrary-shortened the play into four
acts and omitted some scenes, dialogues, characters and even allusions in his version. Palopsk and
Koskinen remark that "domesticating first translations may be a feature of a phase in a literature,
not of translation in general" (29) which accounts for the domesticating nature of Mutran's version
(Italic word is the writer's). Omitting classical allusions, he resorts to the heritage of his language,
making use of its religious texts, the Qur'an or culture. His insistence on decency, propriety and
the Egyptian taste could be felt in his text. He also managed to construct an image of Shakespeare
that was unchallenged for a long time.

The translations of both Gabra and Enani reflect the two extremes of Toury's norms:

Whereas adherence to source norms determines a translation's adequacy as
compared to the source text, subscription to norms originating in the target
culture determines its acceptability. (56-57) (Bold words are the writer's)

Subscribing to the norms of the source text, its language/ culture, Al Qut and Enani also respond
to the norms of the target culture by manipulating the tools of their rich language and explaining
some vague metaphors to their readers. Enani's translation is further celebrated for satisfying a
great majority of academic as well as common readers by presenting an extensive introduction as
well as comprehensive appendix displaying invaluable information on the most critical issues
related to the play. Moreover, Enani's translation is also remarkable as it is the only one in verse
which reflects two important things. First, it fulfil the old dream that a Shakespearean text could
be transmitted in verse. Poetry is not thus impossible but translatable. His is the only version that
keeps the numbers of the lines. Second, it encourages making use of the infinite resources of Arabic
language, its richness and ability to respond to contemporary life. The language used is not
classical, which could have been difficult for the readers to understand. Aiming at avoiding
foreignization, Enani avoided the use of obsolete or archaic words. To prove his mastery of Arabic
language, he also uses varied rhythms appropriate to Shakespeare's intentions. To create variety,
he also mixes verse with contemporary prose. Even the proverbs, puns, and the grave digger scene
which could have been rendered in colloquial Arabic are successfully translated in Modern
Standard Arabic. To affect acculturation, allusions to Quranic verses, are manipulated.
Explanations of the significance of classical allusions and difficult metaphors are attempted to
bridge the cultural gap between Arabic and English readers. His introduction also manifests the
strategy he adopts in his translation—an attempt ignored by the other translators. His translation,
thus, fulfill two important norms: adequacy and acceptability.

The Arabic culture acted as a metatext that hovers over the translations of Mutran, Al Qut
and Enani. Gabra's text reflects another phase in the development of Arabic culture which assumed
scientific language and the advocacy of exactitude and literalness. The "paratextual" commentaries
in Enani's version, on the other hand, reflect the interest of a learned professor in producing
translation that serves as knowledge. His version reflects not only Shakespeare's voice but also the
translator's.
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