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Abstract

This comparative study handles three different trandation varieties of
songs from Les Miserables following Lefevere's theory of literary
trandation. It mainly focuses on the aesthetic constraints and the
ideologica constraints affecting translation choices within a spati otemporal
framework. It examines how the tranglation choices were made keeping in
mind preserving the aesthetic dimension of the literary work while
reflecting the intended ideologies in the trandation product. The trandation
choices made help in emphasizing the role of the trandator in serving the
ideologies of the trandation commissioner (TV channels). As a
comparative study, this thesis compares three different translations of the
same source text in three language dialects each presented differently. The
term "thematic translation" is introduced to cater for the translation choices

made in the Egyptian and L ebanese versions of the songs.



Chapter One

"And those who were seen dancing were thought to be insane by those who

could not hear the music".

Friedrich Nietzsche
1.1 Introduction:
Traveling Worldwide:

Trandation has become an internationalizing means through which
people of all tongues can still access the same work of art rendered in their
own languages with a click of a mouse. The geography of trandation has
no boarders anymore. For instance, it has become possible for an Arab
child to watch the Trapp's autobiography The Sound of Music told in a
cartoon series every day afternoon. However, some researchers argue that
there are sorts of texts to which the translation label may not be attached
due to their sensitivity, while others ascertain that nothing has been left

unveiled, thanks to adaptation.

Vinay and Darbelnet's (1995) proposed model of trandation
procedures which vary between direct and oblique trandation procedures
leaves no room for doubt that an adaptation is still a translation no matter
how much of the source text (henceafter ST) is retained in the target text

(henceafter TT).
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Direct Tranglation Procedures | Borrowing
Caque
Oblique Trandation Procedures | Transportation
Modulation
Equivalence
Adaptation

In Vinay and Darbelnet's (1995) model, adaptation is one of the
seven trandation procedures classified under oblique trandation strategies
(Vinay and Darbelnet, 1995). In adaptation, changing a cultural reference
that appears in the ST and does not exist in the TT, for instance, is
involved. Having that said, "adaptation” is a trandation technique which is
integrant with translation as a process through which a text is appropriated
to fit well the TT on cultural and contextual levels that require a change to

be made.

In order to achieve the above appropriateness, the translator's role
liesin choosing "from among the available options to express the nuance of
the message” (Vinay and Darbelnet, 1995: 30). Available trandlation
strategies operate on three levels. the lexicon, syntactic structure, and the
message. The first two levels are of interests to this thesis when dealing
with the subtitling of the movie. Those two levels give hand in analyzing
the translation choices made for the Standard Arabic subtitles of the movie
while the third is of sole interest when discussing the dialectal mimicked
versions. The study of the sung versions of the translation is conducted
above word and structure level. That is to say that sense translation is used.
Therefore, the message is studied as the trandlation unit in what the

researcher calls "thematic trandation”.



1.2 Background of the novel:

When Victor Hugo wrote one of the nineteenth century's
masterpieces, Les Miserables, it was not in his prospective that his
historical novel will be still a hit that will be celebrated in the following
two centuries through both tranglation and adaption. The novel which was
originaly written in French was trandated into many other languages
adapted into stage, television, film cartoons, songs, and even inspired other
works of art in different parts of the world such as graffiti, including the

Arab world which isthe local e of this study.

The main theme of the nove grids on the history of France, the 1832
revolution in particular. Several film adaptations of the novel were
produced in French, English and Arabic. Yet, for the purpose of this thesis,
songs from the 2012 American film adaptation subtitled into Standard
Arabic are taken as the case study, on the one hand, analyzed and compared
to the Lebanese and Egyptian mimicked versions of those songs, on the

other hand.
1.3Why Les Miserables?

Generaly speaking, there is a general tendency among TV channels
and other means of entertainment to revisit the 'classics of the late

nineteenth and twentieth century literature by reproducing them through



adaptations, and other means of imitation. Take the example of Sabah® and
Rola Saad?. It is actually afad.

As for Les Miserables as a novel, it represents an uprising in the
world of writing literature in the nineteenth century due to its length as it
was published in five volumes. However, being trandated into several
languages, the novel was mostly summarized and the volumes were zipped
into one where the main themes exist, yet get dwindled. As much as the
trandation of the novel represented a challenge, such was the movie
adaptation which this thesis examines. Being of a musical nature, the film
trandation represents a great challenge as it is constrained by a certain
genre of movies; not a mere movie, but a movie with sung secedes rather

than rehearsed.

This research does not deal with one genre as it examines the
Standard Arabic subtitles of the film adaptation on the one hand, and the
Egyptian and Lebanese performed translation of selections from the film's
soundtrack compelled and sung on stage, on the other hand. Hence, this
thesis examines a taming of trandation for the purposes of performance on
stage in a wholly different situation than that of screen translation, though
under the same broad storyline. Les Miserables, as a novel trandated and

adapted differently, is a fertile research field. And its fertility came to

! Sabah, a'so known as " Shahroura’, is a Lebanese singing legend who was active in the second
half of the twentieth century.

? Rola Saad is a L ebanese singer who emerged in the mid-2000s and most commonly known for
her cooperation and renewal of old songs of Sabah.



fruition in this thesis as it studies both the subtitles and the sung mimicked
versions governed by different constraints. Such constraints include those
which am at preserving the aesthetic features of the work and those which
am at serving a certain ideology motivating translation choices within a

spatiotemporal framework.

As a result of studying different media genres, this study implies
how the different constraints of genre, as Hatim says, "provide the
trandators with a framework within which appropriateness is judged and
the various syntactic, semantic and semiotic structures are handled" (Hatim,
2001: 141). Therefore, genre in this case motivates the translation strategies
to be adopted by the translator when producing the TT for two purposes,

either to be subtitled on screen or performed on stage.
1.4 Statement of the Problem:

The problem tackled in this research is three-fold: first, the extent to
which aesthetic and ideologica constraints control the translator's choices
in terms of maintaining the aesthetic aspect of the literary work while
serving the intended ideologies of the trandation commissioner; second,
the extent to which the political context motivates the trandation to be
performed and delivered for a politically influenced audience within the
spatiotemporal dimension; and third, the extent to which the theme of the
original text is reflected in the trandation product to be still recognized as a

version of Les Miserables.



As this thesis deas with the subtitles of Les Miserables film
adaptation, there is a need to first define subtitling as a technique used in
the DVD industry. Gambier and Gottlieb (2001) define subtitling as "the
rendering in a different language of verbal messages in filmic mediain the
shape of one or more lines of written text presented on screen in sync with
the original written message” (p. 87). As indicated in the definition above,
subtitles appear on screen in the ‘written' form. Such, the constraints that
govern subtitles in the written form are not the same that govern other texts
in the written form. Additionaly, constraints that govern subtitles of an
ordinary movie differ from those which govern the subtitles of a musical

the trandation of which is presented in a non-sung written form.

Subtitling the musical movie to be broadcasted on TV till as a
movie abides by different genre constraints when compared to those
governing the trandation product to be performed on stage with political
motivations. This thesis studies the translation of the soundtrack to be
performed for two different TV channels. What makes the difference is that
these two channels serve different ideologies affected by the political
situations. For this purpose, the spatiotemporal redlities are taken in mind
to examine the extent of mediation practiced by the trandators under

commission.



1.5 Purpose of the Study:

This thesis aims at measuring the contribution of both the aesthetic
constraints and the ideological constraints in deciding to what extent
subtitling the musical movie is determined by the specifications of musicals
as a different genre than that of stage performances. In other words, this
study further aims at examining how social and political situations tend to
affect the trandation choices keeping in mind the spatiotemporal shift
between the source and the outputs. Being trandated for two different TV
channels, the trandation choices differ due to ideologies which those
channels intend to reflect, the audiences which they address, and the

political issues which they support.
1.6 Questions of the Study:

Earlier, the researcher quotes Friedrich Nietzsche and asks if it
would be appropriate to consider a text production that has very little
resemblance in content to the source a true version of it and if one could
object to extracting the skeleton of the original text and build on it to giveit

awholly different shape.
This thesis seeks answers to the following questions:

1.  To what extent do aesthetic constraints and ideological constraints as
categorized by Lefevere contribute to taking the main themes of the

songs this thesis studies?



2. How does the institutional policy (the TV channel's policy) as
another source of constraints affect the translation of the chosen
songs for a certain message to be addressed serving ideologies of

those TV channels?

3. What role do the spatiotemporal reaties have in determining
trandation choices entailing alternations and injections which lead to

vast changes in the parameters of the source?

4.  The trandation unit is defined by Barkhudarov (1993) as "the
minimal language unit in the source text that corresponds to an
equivaent in the target text" (1993: 40). Considering this definition
as the parameter with which the trandation unit is measured, to what
extent is it acceptable for the transation unit to be the theme of a

whole song?
1.7 Layout:

This study is composed of five chapters. The first chapter is an
introductory chapter that includes the methodology, questions of the study,
statement of the problem, and purpose of the study. The second chapter
includes the literature review including the works cited and their relevance
to the study. The third chapter focuses on analyzing the collected data
within the framework of Lefevere's literary trandation theory. The second
chapter is divided into two main sections discussing the poetic and

ideologica constraints with sub-sections discussing genre, motif, symbols,



and characters and situations. These sections are geared towards the
political impact of the political situation on the transation choices being
affected by shift in space and time. The fourth chapter discusses what
makes a text governed by its type require what the researcher calls a
"thematic" trandation. Here, the theme becomes the trandation unit as a
way the researcher introduces to complete the screen translation modalities.
This term is introduced for the purpose of covering the analysis of the
mimicked versions of the songs. The fifth chapter includes conclusions and

recommendations.
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Chapter Two
Scope and M ethodology
2.1 Literature Review:

Certain fields of translation have received little attention in
trandation studies due to their recent emergence. Munday (2008) refers to
such fields as the virgin areas of research. Therefore, a study on the
trandation of film songs between English and Arabic performed with a
change of genre may be necessary to shed light on the area of media
trandation research. This assures the fact that there is nothing to be called

untranslatable in both form and content.

Newmark (1998) suggests that "[t]he trandlation of poetry is the field
where most emphasis is normally put on the creation of a new independent
poem, and where literal trandation is usually condemned” (Newmark P.,
1988: 70). The same can be said about the translation of a song where in
most cases it is seen as a rewriting of the ST. Therefore, Newmark (1998)
demonstrates that such translation is literal in terms of both words and
structure diversely affecting the uniqueness of a text. He also states that
many theorists believe that the trandation of poetry is "more a process of
explanation, interpretation and reformulation" where ideas are being
worked on not words (1998: 72). This proves wrong the idea of trandation
impossibility as Newmark ascertains that everything is translatable to a

point, yet with some loss (1998: 73).
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In the trandation of the case study of this thesis, strategies like
phonemic translation, metrical trandation and interpretation as discussed
by Bassentt (2014) give hand to the researcher .Phonemic trandation
"attempts to reproduce the [source language] sound in the [target language]
while at the same time producing an acceptable paraphrase of the sense"
(Bassnett, 2014 87). Metrical trandlation is the trandation "where the
dominant criterion is the reproduction of the SL meter" (Bassnett, 2014:
87). The interpretation strategy is divided into (1) versions "where the
substance of the SL text is retained but the form is changed" and (2)
imitations "where the trandator produces a poem of his own which has

only little .. in common with the source text" (Bassnett, 2014: 87).

The above strategies apply to the mimicked versions which this
thesis examines. On the other hand, literal trandlation "where the emphasis
on word for word transation distorts the sense and the syntax of the
original" (Bassnet, 2014: 87) and poetry into prose strategy "where the
distortion of the sense, communicative value and syntax of the SL text
results from this method" (Bassnett, 2014: 87) apply to subtitles of the film
soundtrack. Though the case study of this research is not a poem but a
soundtrack of a musical movie, those tranglation strategies give a hand to

the researcher in the analysis of the trandation choices.

After getting done with the examination of translation approach,
attention is given to the agents of power influencing the trandation

situation. The role of the trandator determined by ethics and ideology was
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discussed by Munday (2001:145). He argues that the cultural and political
agenda of trandation happens when some institutions, such as the
publisher, marketing and sales teams and reviewers, censor or promote
certain works. Such censorship or promotion according to Munday (2001)
Is based on those agents' agendas dictating the translation method which
fires their motivated choices (Munday, 2001: 145).

In the case of this thesis, each trandlator of the songs was motivated
by the policy of the institution (TV Channel) where the songs are to be
performed or that of the DVD producer. Munday (2001) refers to the
publisher and editor as the main agents of power controlling the translation
controlling the trandation of a certain text. The researcher compares those
agents of power to the TV channels to show how differently the
trandations of the same song were treated. Such differences serve the
ideologies of those channels and their position regarding the Arab Spring.
ONTV channel, being a post revolution Egyptian channel, limited the
trandation to the Egyptian revolution and MBC channel, being the
'‘Channel of All Arabs'' ', widened the image.

As these agents of power are involved in motivating trandation
choices based on their ideologies, trandators eventually find themselves on
their own having to make translation choices. Such choices are not only
based on their commissioner's ideology but on the genre they are
trandating from and into. As the trandator's main aimis to convey as much

as he/she can from the ST, he/she has to bear in mind the prosodic level
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since the trand ation is done within the frame of sound-based texts. Dickens
et a. (2008) argue that it is virtually impossible to produce a TT that both
conveys the ST's content and form at the same time. Appropriateness, in
this case, has to be balanced against practicality where a trandator may
"compensate for the loss of metrical and rhyming features by careful use of
vocabulary .... which has particularly appropriate connotations in the

context in whichitisused" (Dickens et al., 2008: 92).

The policy and motivation of the producer mentioned earlier
represent a constraint practiced while trandating. And athough the voicein
the head of the trandator talks, it is mostly suppressed by the author's
voice. ldeology, in this case, becomes the steering wheel by which
trandation is directed. It is not only the "basic orientation chosen by the
trandator operating within a social and cultural context” (Hatim and
Munday, 2004: 103) that matters, it is rather "the extent to which
trandators intervene in the transfer process' that mainly affects the

trandation product (Hatim and Munday, 2004: 103).

In the trandation of ideology, the degree of mediation supplied by
the translator of a sensitive text is examined. While Hatim and Mason
(1997) define mediation as the extent to which trandators feed their own
knowledge and beliefs into processing the text through intervening in the
trandation, they refer to the agents of power in trandation, one of which is
the trandators' voice, as mediators. It is true that the translator has to care

about the author's voice, but in the case of adapting a song, the trandator,
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as well as the new context, has a voice that is to appear in the translation

product making the trandation more libera than literal.

Through the above said, it is clear that the translator's voice is to be
heard, no choice. Y et, we are again brought back to the fact that trandation
must satisfy certain criteria to be called a trandation. Hatim (2001) cites
Holmes in two basic criteria by which the end result could be tested and
pass as a trangation. The first concerns the extent of resemblance as "the
end-result ... must match the original to a degree sufficient for the label
"translation” to be applied’ (Hatim, 2001: 60). The former criterion, to
some degree, can be applicable to all sorts of texts. The second basic
criterion, on the other hand, is specifically concerned with the poetic
aspects of the text as Holmes concludes that "it must be such that the end-

result will be considered a poem™ (Hatim, 2001: 60).

However, for a poem to be produced while satisfying the poetic
aspects, the genre of the text, when compared to a poem in this case, has a
major role to play in determining the trandation unit. There have been
severa attempts on how to define a trandation unit. As defined by Vinay
and Darbelnet (1995), the trandation unit is "the smallest segment of the
utterance whose signs are linked in such a way that they should not be
trandated individualy" (Vinay and Darbelnet, 1995. 21). On the other
hand, Barkhudarov (1993) defines the trandation unit as "the minimal
language unit in the source text that corresponds to an equivalent in the

target text" (Barkhudarov, 1993: 40). Newmark (1998) agrees with both
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writing "while tranglation methods relate to whole texts, trandlation
procedures are used for sentences and the smaller units of language"
(Newmark, 1998: 81). The above definitions bring to one's mind the idea
that the trandation unit can be the word, clause, phrase, or sentence.
However, the researcher in this thesis argues that the theme is the smallest
trandation unit in the case study of this thesis since a considerable amount
of changes is done without paying attention to the above possible

trandation units, but to atheme that is added, deleted and/or replaced.

Hence, constraints of the translation unit are not much different than
those of the genre. A trandation unit of a single song, for instance, is
certainly different from that of a musical movie that is subtitled as a whole.
Congtraints of the trandation unit, therefore, are subject to the text type.
Reiss (1971) classified text typology into three basic types namely,
informative, expressive and operative texts. However, the typology, when it
comes to discussing our case study, does not refer to the text type this
thesis is concerned with. The fourth type she suggested later and called
"audio-media" texts, which are texts that are written to be spoken or sung,
fits this thesis case study very well (Reiss, 1971: 34) . In such types of
texts, Reiss suggested that language is only one part of the factors affecting
trandation (ibid: 49). In other words, the other factors on which such texts
rely heavily are non-linguistic elements through audiovisua forms of
expression. That isto say, text types written to be performed, or later called

"multi-medial texts', such as plays, film scripts and songs are governed by
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constraints different from those governing texts written to be read such as

poems, novels and news reports when the matter concerns trandation.

With the increasing number of TV channels and film industry, the
diversity of audience is to be kept updated of al new audiovisual
productions in all languages they speak via audiovisua trandation
(henceforth AVT). Recently, AVT became "one of the most vibrant and
vigorous fields within trandation studies’ (Diaz Cintas and Anderman,
2009: 8). They discuss two "techniques that respect the original soundtrack
and add the trandation in the form of short written texts' (Diaz Cintas and

Anderman, 2009: 9) namely, subtitling and surtitling.

To the main point of this study, technical, textual and linguistic
constraints of subtitling for the DVD industry are discussed thoroughly.
Technical constraints of audiovisua programs relate directly to the format
of subtitles taking the spatial and temporal constraints in mind to include
space, time, and presentation on the screen (Diaz Cintas and Anderman,
2009: 21). Textua constraints, however, mainly focus on the processing
and cohesion issues resulting from the transfer between two moods of texts.
The switch takes place from speech to writing and from the soundtrack to

the written subtitles (Diaz Cintas and Anderman, 2009: 22).

This switch mentioned above applies for the DVD industry asin the
case of film subtitles which this study deals with. The spoken text is

trandated into a written text broadcasted on screen. What this study deals
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with, in addition to the subtitles of Les Miserables 2012 film adaptation as
the first case study, is the inspired soundtrack translated and performed for
two TV shows. This thesis compares the subtitled soundtrack of the film to
what the researcher calls 'thematic translation' of the film soundtrack.
Based on the researcher's evaluation and to the knowledge of the
researcher, nothing much is said about the special case of trandating a
soundtrack as performed in atotally different media means that is not done

via subtitling, surtitling, dubbing or voice over.

Trangdlation is as a rewriting of an origina text and al rewritings
reflect an ideology and a poetics no matter what their intentions are
(Lefevere, 1992). Lefevere suggests that when a certain work of literature
Is trandated, the translation manipulates the literary work to "function in a
given society in a given way" (Lefevere, 1992: vii) and such manipulation
Is "undertaken in the service of power" (Lefevere, 1992: vii). He adds that
the different rewritings of the same literary work can "introduce new
concepts, new genres, new devices' (Lefevere, 1992: vii). He suggests a
trandation theory saying that trandlation as a process of rewriting is
governed by the poetic framework and the ideological framework. In his
theory, "the functional component of a poetics is obviously closely tied to
ideological influences ... and generated by ideological forces' (Lefevere,
1992: 27)
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2.2 Methodology:

The data of this research were collected from the subtitles of Les
Miserables 2012 American musical movie in addition to the songs
compellations performed on ONTV and MBC chanels. This research splits
the data collected from two sources: (1) the official subtitles as provided by
Universal Pictures in the copy-protected DVD of the movie, and (2) songs
trand ated and performed for two different channels: ONTV and MBC. The
former is a post-revolution Egyptian channel and the latter is a multi-
channel platform which is known to be a privately owned and independent
TV station managed by a Saudi businessman usually referred to as'

" (The Screen of All Arabs).

Some of the songs treated in this research include 'Do You Hear the
People Sing? with its Egyptian translated version ‘s seéall & sa aals' and
the Lebanese translated version 'ssleall &pa aala’, and 'Empty Chairs at
Empty Tables sung within a soundtrack in both versions along with other
extracts from other songs. The performed soundtrack takes bits and pieces
from the original movie and collects them together into one long multi-
thematic song. The mimicked soundtrack is compared to the trandated
subtitles of the movie. The two mimicked versions are also compared to
each other to examine the extent to which both versions are affected by the
social and political elements observed under the producer's policy. The
shift in time and place creates different considerations which the different

trand ations reflect.
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At this point, it is worth mentioning that the data collected from the
original lyrics of the musical may have some ungrammatical English
utterances. Accordingly, the lyrics given in each and every example
analyzed by the researcher may have ungrammatical phrases and sentences
as taken from the origina lyrics of the musical. The musicality of the
dialog justifies alot of the ungrammaticality of some utterances. Examples
include deleting the copula as in 'and hell alone bellow' instead of 'hell is
alone below, 'and life worth living' instead of 'and life was worth living'
and 'al of them crooks' instead of 'al of them are crooks and many other

examples al through the musical.

The analyzed songs were chosen for this study because their
trandations vary in terms of methods and reference to current political
issues, particularly the Arab Spring as part of the spatiotemporal
framework this thesis handles. It is of great importance to know that an
apparently neutral channel to the issue of Arab Spring (The MBC) has
provided one trandation while the other trandlation, performed by an
Egyptian band on an Egyptian channel, shows more peculiarity to the

Egyptian revolution.

The method of this research, therefore, includes collectively the
comparative, descriptive, and analytical aspects. This research first
compares the Standard Arabic subtitled soundtrack with the performed
versions on the one hand, and the two performed Egyptian and Lebanese

versions on the other. It further describes trandation choices adopted by
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different translators for different purposes and analyzes such choices based
on the shift in space and time. In other words, it compares the time and
place where the novel was originally written, as compared to the time and
space where the film was produced and where the two mimicked versions

were performed.

Since texts are generally perceived as signs whose meanings are
governed by spatiotemporal realities, meanings are deferred according to
deconstruction. In the translation of these songs, trandators interpreted the
given ST according to their (translator's) space and time (Space: Egypt,
Lebanon, Time: Arab Spring). The above applies only to the two mimicked
versions since the subtitles of the film attempted to show no partiality to a

certain country, dialect, audience, political view, or even an ideology.

2.3 Limitations of the Study:

As this study partly deals with a musical movie subtitled on screen,
the main research field for the researcher is the subtitling as a product not
as a process. Therefore, the subtitles of Les Miserables 2012 film
adaptation shown on screen are the concern of the researcher not the
technical constraints governing the process of subtitling as an industry.
Moreover, this study compares two dialectal versions of Les Miserables
songs performed in Egyptian and Lebanese for ONTV and MBC channels

separately. Thus, policies of these two channels are taken into account



21

without referring to other channels on which the same songs where

performed again.

The purpose is to study the place where the songs were first
trandated to be produced, and for which channel leading the researcher to
[imiting this study to policies of the two channels only. Although this study
sheds light on how the political situation in some countries motivates
trandation choices, it is, however, impartia with the respect to the political
views of all parties going through the Arab Spring. Referring to the Arab
Spring in some Arab countries as a spatiotemporal reality assists the
researcher in studying the translation choices objectively athough the

mora and ethical role of the trandator is also examined.
2.4 Theoretical Framework:

This thesis follows Lefevere's literary translation theory in analyzing
the constraints governing transation choices. The two controlling factors
governing trandation of literature as introduced by Lefevere are taken by
the researcher as pillars holding up the thesis: poetics and ideologies. The
former is the first pillar which supports the analysis of aesthetic constraints
governing the trandation, while the second pillar supports the analysis of
the ideological framework as a governing factor motivating translation

choices.

It is apparent that the role of the trandator, institution and ideology

in the trand ation of the case studies of thisthesis do not bear faithfulnessin
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mind. The translation is done, however, with the institutional policy as the
agent of power, the political context which cannot be avoided, and the
genre of the text being a song cannot step back while trandation choices
are done. The trandator's visibility shows how much "ideologies, values,
and ingtitutions shape practices differently in different historical periods"
(Hatim, 2001:44).

Deconstruction theory focuses on the concept of vishility
highlighting concepts such as production, subversion, manipulation, and
transformation (Hatim, 2001:52). Functionality, as well, will be a
framework within which the study is conducted. The text is one with a
function that is not merely expressive nor purely informative, the function

of emotivenessis strictly focused on in the analysis of this research data.
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Chapter Three
Aestheticsvs. | deologies
3. Introduction:

Trangdlation is known as a process of rewriting in which a trandator
has an input that undergoes certain constrains dictating the trandation
strategy. This dictation aims at coming out with the desired tranglation
output at the end of the process. Following Lefevere's literary trandation
theory, the recognition of trandation as a rewriting of the literary work is
emphasized as the different "rewritings manipulate works of literature to
various ideological and poetological ends' (Lefevere, 1992: 1). Hence, the
controlling factors which decide the settings within which a trandator
rewrites the original text split into two: the aesthetic factor and the

ideological factor.

Thus, AVT goes through the same process of rewriting controlled by
the above mentioned aesthetic and ideological factors. Due to the fact that
AVT is performed in the multi-modal format where several modes are used
to create an effect, such constraints go beyond those which govern the
trandation of texts performed in the mono-modal format where a single
mode is used to create an effect. AVT is governed by external controlling
agents which manipulate the trandation to serve certain ideologies while
maintaining the aesthetic features particular to the industry of audiovisual

products at the same time.
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The categorization of these constraints follows the theory of
Lefevere in the trandlation of works of literature. Lefevere (1992) suggests
that "two factors basicaly determine the image of a work of literature as
projected by a trandation" (Lefevere, 1992: 41). The data collected from
the film soundtrack, Standard Arabic subtitles, Egyptian version and
Lebanese version are analyzed toeing the line of Lefevere in categorizing

the factors determining the translation as mentioned earlier.

The following section studies the poetic constraints governing the
trandation of the case study of this thesis. Firstly, the Standard Arabic
subtitles are studied as compared to the Egyptian version lyrics taking the
poetic constraints as the factor governing the trandation. In section | of this
chapter, the researcher examines how genre and other literary devices
affect the trandation choices and how motifs, prototypes and symbols are

treated differently.

On the other hand, section Il of this chapter sheds light on the
ideological framework as the factor determining the trandation choices
made by the tranglators of both the Egyptian version and L ebanese version.
Here we examine the extent to which their choices are motivated by the

institution ideology, political situation, and surrounding environment.
3.1 Poetic Constraints:

The term 'poetics as used by Lefevere (1992) consists of two

components. "one is an inventory of literary devices, genres, motifs,
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prototypical characters and situations and symbols; the other a concept of
what the role of literature is, or should be, in the socia system as a whole"
(Lefevere, 1992: 26). Both components are necessary in the analysis of the
data collected for this thesis. The first component is tied to the textua level
of the ST and the trandation, while the latter is more linked with the
function the ST and/or the translation plays in influencing the audience
which, in turn, serves the ideology of the trandation commissioner

meaning the production agency.

3.1.1 First Component: Literary Devices:

As introduced above, the term poetics (aesthetic aspect) consists of
two components, the first of which deals with the literary devices, genres,

motifs, prototypical characters and situations and symbols.

3.1.1.1 Genre:

When constraints of genre are brought to a discussion, the main
literary genres including poetry, prose, drama, nonfiction and media are of
the first genres that come to one's mind. This classification is suggested by
Drucker (Bright Hub Education Website) which discusses the genres of
literature commonly taught in literature classrooms. She inserts media as a
genre to the bottom of the list as the "newest type of literature that has been
defined as a distinct genre". Drucker emphasizes the fact that this
classification was added to refer to the new types of texts that do not appear

as written texts such as movies and films. Therefore, constraints that
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govern such a genre differ from those that govern written texts that are

trandated to be produced as written.

Talking of texts translated to be written does not necessarily mean
that such texts will be printed on paper or published through the various
means of media. Some written translation outputs that do not originate
from written inputs are neither printed on thesis nor posted online. In
subtitling for instance, which is part of the case study of this thesis, the
trandation output is a written text that originates from what is heard to

appear on screen accompanying sounds and images.

The language transfer that takes place in the case of subtitling is the
kind of transfer that switches speech into writing. In the case of the musical
movie, the transfer steps further to switch a sung soundtrack into a written
non-poetic text. Therefore, switching from speech to writing constitutes a
textua constraint to the subtitling of a movie. Other constraints governing
the process of subtitling are technical constraints which take into account
space and time of the subtitles and linguistic constraints which concentrate
on the elements of speech, grammar and word order. However, this study
focuses on textual constraints and rarely discusses any issues related to

linguistic or technical constraints.

Back to the textual constraints, Mason (1989) says that the sequence
of speech acts should be preserved in a way that reflects the dynamics of

communication. When a viewer is watching a subtitied movie,
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concentration is not only placed on the sequence of events telling the story
but also on the trandation of what is said in the dialog. Therefore, the
subtitlerfinds himself/herself constrained by the sequence of speech acts in
the dialogue ssmultaneously with the sequence of actions. Consider the
following example taken from the subtitles of one of the songs of Les

Miserables 2012 film adaptation.

Table (1): On My Own Song: original soundtrack & Standard Arabic

subtitles

Original Soundtrack Standard Arabic Subtitles
| love him N
But when the night is over Jalll (g sk (s oS
Heis gone, theriver'sjust ariver 8 e gl oda
Without him the world around me changes (oo pllall iy i o
The trees are bare and everywhere O Laiyl 549 jle jlaSY)
The streets are full of strangers s alh dla g ) il

This example is taken from one of the slow rhythm songs '‘On My
Own' sung by one of the main characters. Reading the Arabic subtitles on
the right alone without having a look to the original soundtrack lyrics
shown to the left, one can clearly see how fragmented the lines are.
Originally, due to the fact the rhythm of the song is dlow, the lines are sung
with pause sometimes. For instance, when she says "[b]ut when the night is
over" she pauses then says 'he is gon€. Therefore, the translator finds
himself obliged to delay the translation of 'he is gone' to be affixed with the
trandation of 'the river is just a river' as it is originally uttered by the

actress.
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Bringing this example is for the mere purpose of examining how the
subtitler finds himself/herself obliged to reflect the original sequences of
the sung speech acts as synchronized with the sequence of actions in
his/her translation although it might not sound as meaningful in the TL.
And although the utterance given above would have sounded more Arabic
if trandlated as “instead of ' ' the researcher here only
examines the sequence of the trandated utterances not the quality.
Therefore, the example is analyzed below the way it is subtitled in terms of

sequence not quality regardless of the suggested trandlation.

In other words, attaching' ' with 't 2« el instead of attaching
it with ‘&l s sy s (K1 is governed by the fact that the trandator finds
himself/herself self compelled to translate speech acts in the sequence they
are already uttered with by the actress to synchronize with the action. The
same appliesto 'S Wil s which is attached to “u_le Jls3Y)' not to the phrase
'slyadl dule ¢ )sill Although the latter is dependent on ‘oS Wil', the
trandator is in a sSituation where the utterance is trandated to

simultaneously appear on screen with the act of uttering it.
3.1.1.1.1 Subtitles Constrained by the Genre:

In this thesis, it is not the subtitling process that the researcher
emphases on. It is rather the subtitling product that we are concerned with.
First, the subtitles are analyzed alone as a direct TT of the movie

soundtrack. Then, the Standard Arabic target text (Henceforth SATT) is
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anayzed and compared with both imitated versions separately. The
researcher first compares the SATT with the Egyptian Arabic target text
(Henceforth EATT) then compares the EATT with the Lebanese Arabic
target text (LATT).

Therefore, dealing with the subtitles of Le Miserables 2012 film
version is limited to the subtitles appearing on screen as an equivalent of
the sung dialog. The technical part of how subtitling is carried out using
which software/hardware is hardly mentioned in this thesis. On the
contrary, subtitles of the musical are used for a comparative purpose as the
researcher provides examples comparing the subtitles on screen with the
lyrics of the imitated versions, EATT and LATT, as trandations of the

soundtrack of the movie.

To further analyze the trandation choices made in the subtitles of the
movie versus movie lyrics, we explore the following example taken from

the very opening of the movie:

Table (2): Look Down Song: original soundtrack & Standard Arabic

subtitles
Original Soundtrack Standard Arabic Subtitles
Look down, look down e (il | clie (jaisl
Don't look themin the eye adise (A5 pil Hlany
L ook down, look down, e (addl ., dhie (i)
You're hereuntil you die 94l O () U ¢y g8
No lord above, eV A4l el
And hell alone below Ja) b sl san g g
L ook down, look down, e (addf il (jidl
Ther €' stwenty yearsto go 20 Lyl Ay
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I've done no wrong! ¢ s (5) S5 ) ]
Sweet Jesus, hear my prayer! ha ) aienl L
L ook down look down, e (il il (idl
Sweet Jesus doesn't care A W& o Y
| know she'll wait, hiiis gl alef
| know that she'll be true! & A s (o 5Si Ll ale]
L ook down, look down, diie (ald) whie (aid)
They've all forgotten you o) dluad
When | get free you won't see me a5 o el cpa
Here for dust! dhie addl e (il
L ook down, look down,
You'll always be a slave dile (aidl whie (aidl
L ook down, look down,
You'restanding in your grave

"Look Down" is the song with which the movie starts. Prisoner
24601 known as Jean Valjean starts by singing on the day he completes his
sentence of nineteen years imprisonment with hard labor. He looks up to
see inspector Javert watching him from above. And so, he starts the song
with "Look down, look down, don't look them in the eye" and the prisoners
follow. The linesin bold are sung by the prisoners all together and the lines

initalics are sung each by a prisoner.

At first, one can clearly notice how literal the trandation is. Such
literalness is justified as it is mainly identified by the principal features of
effective subtitling which include deletion, rendering and simplification.
The trandation should be straight to the point and simple for the mere

purpose of rendering the meaning of the utterances.

Therefore, the subtitles, unlike the imitated versions which will be
listed below as compared to the subtitles, do not aim for musical effect. The

musical nature of the dialog is not reflected in the subtitles because the
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viewer is aready listening to the original song/sung dialog and the role of
subtitlesis to convey meaning only. Such loss is determined at the meaning
level whereby the genre of the movie dictates the trandlation to be as direct

as possible.

Despite the fact that the above trandation of the song reflects
minimum mediation and manipulation, very few elements are substituted.
For example 'Sweet Jesus' is trandated as ‘&' and ¥V at two different
places. Mediation is kept to the minimum since the trandation did not
render 'Sweet Jesus as ‘medl 2ull' Or ' we' in an attempt to keep the
trandation fit the Arab audience of various religious backgrounds. This is
designated by a neutral trandation that has no clear direction towards a
specific audience with a named religious, political or cultural background

asitisthecaseinthe EATT and LTT.
3.1.1.1.2 Subtitles Compared to the EATT:

Following is a comparative analysis of the song given above. But at
this point, the analysis will compare the Standard Arabic subtitles with the

Egyptian lyrics of the imitated song.
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Table (3): Look Down Song: original soundtrack & Standard Arabic

subtitles & Egyptian version lyrics

Original Soundtrack Standard Arabic Egyptian Version
Subtitles Lyrics
Look down, look down | _aisl . clue mial | .
Don't look them in the GRTS oY) b el J 3
eye peime A8 bl lan Y
Look down, look down, | (=ial . clie gmidl | .
Y ou're here until you die Sl ad Ldde JA)
e O S Ln ¢ S
No lord above, eV Al e le | Lo L s, el
And hell dlonebelow | JisY) 8 G gala Ll
Look down, ook down, | (sl clive (il | agpddal | el il b
There's twenty years to e
go 20 Wal s
I've done no wrong! Sall ol astaa, asllas
Sweet Jesus, hear my | o ) ghend L Ol
prayer!
Look down look down, | o=éal e (aisl e L 03, ol ol
Sweet Jesus doesn't care clie
YU S Y
| know shelll wait, i g ale| Gl B Sy, Sl
| know that shell betrue! | 4 s o sSin el Al (s
Look down, look down, | oméal celie Uie il @i el
They've all forgotten you e
saall el
When | get freeyou | L 55 o e ail opa Adcsa 7 aleagy
won't see me elsily J 8
Here for dust!
Look down, look down, | owisl celie (jisl .
You'l aways beasave e oY) e J3,
N/A N/A e 2k, Ol Gl
L ook don, ook down, oaidl i (jaddl Gofile,, Jlaaly ., (38l
Y ou're standing in your clie Al e
grave .
48 a8
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Unlike the Standard Arabic tranglation, there is alot to say about the
Egyptian version. First of al, "Look Down, Look Down" is given a wider
interpretation in the Egyptian sung version ' 'rather than
that given in the Standard Arabic 'clive (=il «lie (=is' The emphasisis
put on ' ' rather than '<kwe J %' with an indication to humiliation. It
IS quite known in the Arabic language that the emphasis is given to the
onset of the sentence, and this is why the Egyptian version repeated '

' twice at the beginning in an attempt to emphasize humiliation.
Looking up or directly in one's eyesis a sort of bride and confidence while
keeping one's eyes down in the presence of those who are higher in ranks
or older in age may indicate 'respect’ which is not what is meant in the

song.

Humiliation is the intended meaning of 'Look Down, Look Down,
Don't look them in the eye' as'aeiel 85 pdla Jhi ¥ e (sl whie (il
and as ' o oRY) o Y 8 e I oY) B g Y GEL Why
humiliation? Simply because the Egyptian version inserts this word right in
the following line 'v=_p e JAV (=¥ B «wa)¥) &' as a rendering of
'You're here until you die' which is rendered in the Standard Arabic

subtitles as' Lid (4 oSEu,

The Egyptian version in general keeps inserting words which do not
exist neither in the original soundtrack nor in the Standard Arabic subtitles.
For instance, ' " are inserted in the Egyptian version. Not only

words are inserted, but new lines as well with new ideas such as '
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el (i o b (LEE and ") e (358 Lo lea b (358 W' Such additions are
the spices with which the Egyptian version is flavored. The researcher calls
this flavoring as 'Egyptianization’ in an attempt to reflect the political
situation during the years preceding the Egyptian revolution which lead to

the current political upheaval.
3.1.1.2 Motif:

Having discussed genre as one of the main components which
Lefevere refers to in his definition of 'poetics, it is time to bring the motif
as a literary device to the discussion. A motif is generadly defined as a
"smple element that serves as a basis for expanded narrative; or less
strictly, a conventional situation, device, interest or incident" (Holman and
Harmon, 1992: 302). As motifs can be used in literature in the form of
"recurrent images, words, objects, phrases or actions that tend to unify the
work", the motif can also be used in music and art as a "recurring melodic
phrase, a prevailing idea or design, or a subject for detailed sculptural
treatment” (1992: 302). As such, the definition and uses above constitute

the basis for the analysis of the following examples.

With that said, the recurrent themes that serve as motifs can be seen,
heard, or read. In Les Miserables film adaptation, some of the motifs are
transferred from spoken/sung motifs into read motifs in the subtitles. Y et,
in both dialectal versions, the spoken/sung motifs are only reflected as sung

motifs. Generally, there are main themes that are repeated throughout the
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film. Such themes are reflected in the subtitles and both dialectal versions.
Y et, the extent to which these themes are reflected in the dialectal versions
differ based on the length of the performance. This very point will be
discussed later when discussing what the researcher calls ‘thematic

trandation'.

The following examples focus on the sub-themes within some of the
movie songs and their treatment in the SATT then in the ETT. Firstly,
examples from the song anayzed above considering genre are re-analyzed
below keeping motifs and their types in mind. Motifs are reflected through
channels which are either visualized through acting, heard through dialogue

or music or read as subtitles or titles on screen.

According to Baker, (1998) channels are classified into: (1) the
verbal auditory channel such as dialog, background voices, and sometimes
lyrics; (2) the non-verbal auditory channel such as music, natural sound and
sound effects; (3) the verbal visual channel, such as superimposed titles and
written signs on the screen; and (4) the non-verba visual channel, e.g.,
picture composition and flow. In the following examples, motifs are

examined based on this classification of channels.

Before starting to sing '‘Look Down', the song with which the movie
starts, Jean Valjean looks up at Javert who is keeping an eye on him.
Prisoners aong with Jean Vajean sing the song at the time Javert is

watching (See Table 3 above for the lyrics). After the song is over, music
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of the song are heard in the background while Javert asks Jean Valjean to
withdraw a huge flag wooden pole alone. The challenge of carrying the flag
pole starts as the music of the song get louder and he easily succeeds as can

be seen in the picture below.

Figure (1): Jean Valjean withdrawing the huge flag pole

Soon after Jean Valjean is released, he breaks his parole, runs from
the world of Jean Valjean and works hard to become a dignified man who
later establishes his factory using a different name for himself. One day,
Javert asks to see Valjean, who is now the factory owner, in order to warn
him from the released prisoner who broke his parole. On that incident, a
man falls under his heavy wagon and Valjean is called upon for help. He
manages to lift the wagon and help the man. At the same time, the music of
"Look Down" is heard in the background reminding Javert of the escaped

parolee, prisoner 24601, who managed to carry the flag pole.
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Figure (2): Jean Valjean lifting the heavy wagon

On the one hand, the two scenes of the man carrying something
heavy in a similar surrounding can be said to be a non-verbal visual motif.
On the other hand, the music of 'Look Down' song heard in the background

of the two scenes can be classified as a non-verbal auditory motif.

The above example can be said to introduce a motif that is both
visual and audible. As such, the non-verbal visual motif represented in the
man carrying the heavy weight and the non-verba auditory motif
represented in the music of the song are not reflected in the subtitles
because they are already there. Subtitles are only concerned with the verbal

channel inthe ST and how it istreated inthe TT.

To the contrary, the verbal order 'Look Down' in the original ST can

be said to make a verbal auditory motif that is converted into a non-verbal



38

visual motif 'eie L=idl in the subtitles. In the ETT, however, the verbal
auditory motif 'Look Down' is still maintained as verbal auditory motif as

in '. The motif is maintained within the same channel because the
trandation is sung in the EATT unlike the SATT where the trandation is

shown on screen.

Y et, the verba auditory motif '‘Look Down' trandlated as '
has a dight difference even though maintained in the EATT. Both the
original lyrics and the SATT show the motif starting with the verb 'Look’
subtitled as' ‘asan order. The EATT uses the motif in a different way
starting with a preposition "instead of averb. The order ' <lie J

" follows starting with theverb ' '. The use of ' 'twice at
the beginning and end of the line further emphasize the order with

intensity.

The examples given above examine the motif used severa times
representing the same meaning. The following example, however, shows
how the motif can be used to mean something different though with the

same wording 'Look Down'.

At the beginning of the film, the song titled 'Look Down' is used to
conveying the theme of humiliation for prisoners who are not even allowed
to bring their heads up. 'Look Down' is used as both a verbal auditory motif
and a non-verba auditory motif to convey a different meaning. The first

time and the second time the music of 'Look Down' as a non-verbal motif is
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heard in the background, it is linked with Javert and the escaped prisoner as
mentioned above. But, 'Look Down' as both a verba and non-verbal
auditory motif comes up again in a different treatment as can be seen

below.

Table (4): Look Down Song: original soundtrack & Standard Arabic

subtitles

Original Soundtrack Standard Arabic Subtitles
Look down, and seethebeggarsat | i Glsaiall A5 0 (a8 plai ) puzmddl)
your feet
L ook down and show some mercy if
you can

Look down and see

The sweepings of the streets
Look down, look down,
Upon your fellow man Gy wSial 45 )

The motif 'Look Down' is here introduced and trandlated differently.
The above is taken from a song referred to as 'Paris. 1832 or 'Look Down -
Beggars Version' The song involves one of the main themes of the musical.
It is, as said above, the theme with which the musical starts, and the theme
that is repeated several times either verbally or non-verbaly as music
throughout the film. In this example, 'Look Down' as a verbal auditory
motif and the music of the song as a non-verbal auditory motif is re-

introduced differently as can be seen below.

In Oxford dictionary, 'Look Down' as a verbal phrase is used in two

ways:. (1) with modesty or shame, and (2) from a height. The Latter is not
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our concern here as it is the surface meaning of the phrase. The way 'L ook
Down' is used in the prisoners version of the song (Table 3) is for
conveying the effect of humiliation for prisoners assuring them that they
will die where they are standing and that is the lowest place they can be in.
It is a request for them to look down with shame. In the beggars version
(Table 3), however, the verba phrase is used as a request for sympathy.
Beggars are asking the higher class people passing by to look down with
modesty.

Being so, the Arabic subtitles of the beggars version uses '
'In an attempt to convey the beggars request for modesty and
sympathy. In Surat Al-'lsrd, the verse sl (0 QA #Ua Legd (=édl ' has the
verb ' "linked to '. By analogy, the word choicein' '
as a trandlation of 'Look Down' has a linkage to mercy. This word choice
shows trangdlator's attempt to reflect the request for sympathy to 'show some

mercy' as the beggars ask in the song.

Talking of the motif and how differently it is treated, the word choice
plays a mgor role in reflecting the motif in the Arabic subtitles to
differentiate the two ways in which it is used in trandating the prisoners
version and the beggars version. Between the 'Look Down' firstly used as
an order to bring the sight down with shame and 'Look Down' secondly
used as a request to show modesty and sympathy, the Arabic trandation

succeeds to show the difference. The order to look down with shame is
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trandated as 'aeiel B 3 p8le Lk ¥ o«lue (midl (See Table 3) and the

request for sympathy istrandated as'
3.1. 1.3 Prototypical Charactersand Situations:

In order to understand how the prototypicality of Les Miserables
situations and characters are treated in the subtitles and in the two dial ectal
versions, the researcher finds it important to give a brief overview of
France's history and the time setting of the novel/film adaptation. Some of
the characters and situations presented by Hugo are fictiona and some are
non-fictional. The Paris Uprising of 1832, small revolutionary groups who
expressed free thinking by wanting to restore the republic and regject the
monarchy in France, the lower-classs harsh life and the wide-spread
diseases, as well as |ove are some of the many themes represented by Hugo

in hisnovdl.

For instance, 'Friends of the ABC' as an organization represented by
Hugo in the novel and adapted in the film as well, is a fictiona group that
Hugo created to reflect the real situation of some of the revolutionary
organizations at the time of the novel. Although this group is a fictional
group created by the author, the politician who is named in the novel and
the film as Jean Lamarque and supported by the Friends of the ABC, isa
rea life character. He was known to be a supportive politician of the

republican system. That's why Hugo used him as a prototypical character in
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his novel, and the film used his character as well; though un-acted, he was

mentioned many times by members of the group astheir godfather.

Now talking of a prototypical character brings a prototypica
situation to the discussion. The death of general Lamarque because of the
cholera in the film adaptation is thought to be an act of poisoning by the
government intending to get rid of politica figures supporting the
republican thinking. His death is the prototypical situation which the

Friends of the ABC use as a motivation for their revolution.

If any of the audience watching the musical do not have an
understanding of such characters and situations or the French situation in
generd, it would be difficult to relate the film characters to red life
situations. That's where the role of the trandator/subtitlor or even the film
producer comes to stage. There is a need to introduce those figures and

situations properly on the stage.

The film introduces some of the events to help the audience
understand the film settings. For instance, at the very beginning of the film,

the following statement is shown on screen:
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1815

TWENTY SIX YEARS “AFTER
THE START OF THE
FRENCH REVOLUTION
A KING 15 ONCE AGAINTON
THE THRONE OF FRANCE

Figure (3): Theintroductory statement astaken from the movie

With this statement, the film introduces the time setting of the movie
to prepare the viewer to receive the following events. Similarly, the
trandation "L g e Taasae el el ddpns @l 3 8l eny e 26 1815'
conveys this statement to the Arab viewer for the same purpose. However,
the statement is uninformative for the viewer who does not have an
understanding of the French history. This statement becomes clearer with
the sequence of events telling that 26 years after the start of the revolution
in1789 in which the former king, Louis XVI, was executed another king

took the throne brought France back to the monarchy.

Another explanatory statement is also used just right before the turning
point in the movie. Before the revolutionaries decide to build their

barricade, the following statement is shown on screen:



Figure (4): Linking statement for the viewer

Right after this statement, little Gavroche, the boy character in the
film gives a wider explanation of the very first statement shown on screen

before the film starts telling the story. In a song he says:

Table (5): Look Down Song: original soundtrack & Standard Arabic

subtitles

Original Soundtrack Standard Arabic Subtitles

There was atime we killed the king

We tried to change the world too fast BumS Ao allall yaai Ul la
Now we've got another king Al elle Wl (¥
And he's no better than the last Gl (e Juadl
Thisisthe land that fought for liberty gl da¥ ol 53 Al ga 13

Now when we fight we fight for bread | ) da¥ s s gaa (Y1

Hereis the thing about equality 3) glosal) i A8iaal) oa
Everyone's equal when they're dead Cisal Ladie (5 slaia Lizgas
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These statements, in a way or another, help giving a clear
interpretation for the viewer who does not know much about the French
history. Both the English speaking and the Arabic speaking are given the
chance to better understand the movie settings through those non-verbal
and visual statements. The subtitles fail not to snow the same translation
choice of literalness because there is no way for much manipulation. The
film is telling the story and the subtitles merely trandate for the Arab

viewer what the story says.

Unlike the subtitles, the Egyptian and Lebanese versions take the
chance not only to tell the story of the people who decided to rebel to gain
their rights but to manipulate the story to serve the ideology it the TV
channel. The situations and characters peculiar to the French revolution are
taken and dressed with the local custom of the ambience where the
dialecta versions of the Les Miserables is performed. This texturing is

examined in detail in the following examples.
3.1.1.3.1 Localization of the International: Egyptianization:

In writing a work of literature, there must be a situation that first
evokes the writing of the work of literature to reflect a certain ideology.
When trandation is seen as rewriting, there must be another situation that
later demands the trandation to follow some different ideology or take
culturally and politically motivated choices in mind. Berrin Akosy (2001)

agrees that "there is always a context in which trandlation takes place, a
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history from which a text emerges, and another one into which a text is
transposed” (Trandation Journal, Volume 5, 2001). Hence, translation can
never be set apart neither from the origina context, political situation, or
cultural environment nor from those to which the literary work is

transposed through tranglation.

As a historical fiction, Victor Hugo's Les Miserables sheds light on
the history of France, social injustice in the nineteenth century, the French
revolution of 1789 and its effects on the French society, religion, and love.
Similarly, the 2012 film adaptation maintained the greatest lot of these
themes which form the skeleton of both the novel and the film adaptation.
In trandlation, this skeleton is the kept as the basis upon which the flesh of

the trandated version is built.

Taking the Egyptian version under spotlight, some of the above
themes were fully transplanted in the translation, some were partially
politicized and others were dropped. The Egyptian version of the musical
was originadly translated by Sara Anani for a graduation project to be
performed by Nisma Mahjoub and several other singers performing on

stage under the name of 'Fabrical.

The performance was a great success as broadcasted first in one of

the most then famous comic TV shows '  presented by Basim

® An Egyptian comic TV show first broadcasted on ON TV channel, then on other several
Egyptian channels hosted by Basim Y ousif. The political satire show comments on the political
events and figures during and after the Egyptian revolution.
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Y ousif* addressing issues of the Egyptian revolution in a sarcastic manner.
The show at the time of hosting 'Fabrica, the musica band which
performed the Egyptian version of Les Miserables, was broadcasted on
ONTV channel, which is a privately owned post-revolution Egyptian

channel.

The Egyptian version treated most of the themes discussed in the
novel and film adaptation in a way that seams, sounds and even tastes
Egyptian. Following are some examples on how differently such themes
were treated as constrained by ideologies fed into the trandation, and the

motivated choices on both the political and cultura levels.

The examples shown in the table below are taken from two songs.
The first song treated is named ‘Master of the House' originally sung in the
film adaptation by the innkeeper together with his wife and the inn
customers trandated as ' " in the Egyptian version. The second
song from which the examples given below is named "Turning' and sung by
severa women in the morning following the revolution. It is trandated and

given agreater length in the Egyptian version.

The first song, 'Master of the House' is originally performed by
Monsieur Thenardier, owner of the inn, an apple polisher who spares no
effort to take advantage of whoever enters the inn. On the other hand, in the

Egyptian version, the appearance of the singer who performs this song has

* A former Egyptian cardiac surgeon who hosted Al-Bernameg (The Program) satirical TV
show on the steps of Jon Stewart the host of The Daily Show in the US.
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nothing that may make one link his character with the innkeeper's character

in the film Adaptation. See figures (5) and (6) bellow.

Figure (5): A screen shot from the Egyptian version of '"Master of the House'

In figure (5) above, the singer is carried on shoulders in an imitation
of the scene as shown in figure (6) below. Comparing the two figures
before comparing the lyrics, it is obvious that figure (5) above has no
indication to the man on shoulders waving with an empty hand. Neither the
performers around him nor anything in the scene surroundings gives any

indication to who thisfigureis.

In contrast, figure (6) below taken from the film clearly has several
indications to who the character is. The scene is shot in an inn, the people
around Monsieur Thenardier carrying him on their shoulders are drunk and
some of them, as well as Monsieur Thenardier himself, are holding bottles
or glasses of wine in their hands. These are all implications that tell who

the character is.
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Figure (6): Monsieur Thenardier at theend of 'Master of the House

Moving from the image to lyrics, it is clear that the reference madeis

to the innkeeper praising himself and his inn at the beginning of the song.

He starts by welcoming a customer to his inn saying that other innkeepers

are all thieves and heis the honest one, though that is not the case.

Example (1)
Origina Soundtrack Standard Arabic Egyptian Version
Subtitles Lyrics
Welcome, Monsieur, sit Juadi (g b Dla) Al ) L 4w b Sl

yourself down

And meet the best
innkeeper in town

O JAadsa | 4l Lia

Asfor therest, al of 'em
crooks:

bl Jga o) JS

Rooking their guests and
crooking the books

O ms L Oseady

U..}’Ju.:.\adjduﬁmx;}

Seldom do you see
Honest men like me

e agilly QU e Ll

Ll (e 5 Aila 4

A gent of good intent
Who's content to be

L) s dai s
O3S O o g
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Both the Standard Arabic subtitles and the Egyptian version start as
the origina song starts welcoming the customers. However, the Standard
Arabic subtitles follow the same strategy followed al through the film; i.e.
literal tranglation. Literalness of the subtitles is not only practiced on the
theme level, it is also practiced on the word level. On the contrary, the
Egyptian version does not only have liberalness on the word level, but also
on the theme level as it drops, adds and replaces some of the original

themes.

After the welcoming, the innkeeper says 'sit yourself down, and meet
the best innkeeper in town'. The litera tranglation of thisline as used in the
subtitlesis ' ". Thereis nothing
much to be said about the Standard Arabic translation as it has no clear
manipulation. The EATT says '0lSa sl o2 45 Ua calai =)' as a tranglation
for innkeeper's welcoming. The EATT replaces theword ' " with'
with an attempt to first widen the image, then make it fit the real life figure

it introduces in the following lines.

The SATT does not really manipulate the original referring to the
‘innkeeper" as' *which is the trandation that makes your mind go
straight to thinking of the man you are seeing on screen. However, the
EATT widens the scene by calling the 'innkeeper' as ' "to
broaden the reference and not limit it to the specific character of the

innkeeper as can be seen in Example (2) below.
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Example (2)
Original Soundtrack Standard Arabic Egyptian Version
Subtitles Lyrics
Master of the house, ol e e S )

doling out the charm
Ready with ahandshake | <l dadladl Wil jals
and an open pam da fide gy Aal aga
Uilise L Gl 5a Ly

With reading the subtitles on screen, the Arab audience watching the
film can see the image of the innkeeper as hearing him singing, at the same
time. In the EATT, on the other hand, there is no clear reference to a
character within the story being told. This is due to the fact that the EATT
Is performed on stage by singers who do not really perform a scene within
afilm story, but a song within amusical. The studio in which the Egyptian
version is performed has no decoration with implementations to the story as

it isthe case of the film.

The purpose behind leaving audience uncertain about what '

" might refer to is to move the reference far from the 'innkeeper’ or as
trandlated in the film subtitles ' " With this, the listener becomes
ready to perceive the following given statements and bring the intended
real-life figure to their minds. Thisis a strategy used to widen the image of
the character that is originaly introduced in the original song of the film,

then limit it again to the intended figure hinted to in the Egyptian version.

The reference made, as suggested by the researcher, is to the ousted

president Mursi. Going back to listen to the song and/or read the lyrics
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keeping in mind that president Mursi is the one intended, the statements
given are skewed versions of the original to match and mock the political
situation. For instance, the word =gl which has a political implication
cannot be thought of but relevant to the Islamistsin genera and to Mursi in
particular. The Islamists in Egypt came out with 'Al-Nahda Project’ in 2012
with the election of Mohammad Murs as the coming president of Egypt
and the person on whom the Islamists' hopes were pinned to implement
their project. Therefore, it can be said the translator of the Egyptian version

spared no opportunity in inserting references to Mursi and the Islamists.

As shown in example (2) above, acrysta clear reference to “xagll is
made in an attempt to politicize the song though the origina song has no
reference to any political figure or issue other than the film character
Monsieur Thenardier, the owner of the inn and his pure material
exploitation of the inn customers. The origina song refers to this character
as a very fawning wicked person. The Egyptian version, however, makes
the narrator Murs himself referring to him as* " as it is known that
Mohammad Murs holds a doctoral degree in engineering and therefore

called Dr. Mohammad Mursi. The choice that the trandator made of

' connotes craziness since the ' Is a hospital for the mad
people as a hidden reference to the president and brings the name of Mursi
to the mind of the audience as "idus L Ll s« ' js inserted though it has no

correspondence in the original as "l s«' rhymes with "L ' (our Murs).
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It is important at this point to say that the original song as shown in
Annex (1) goes on with describing the ways Monsieur Thenardier uses to
take advantage of his customers skinning them to the bones as he says later
in the song. If we are to refer to Annex (1) to compare the length of the
original song with that of the Egyptian version, what do we find out?
Cutting off the lines which refer to the ways Monsieur Thenardier uses to
steal his customers serves the purpose of steering the theme of the song
towards a political figure far from what the original song was intended to
address. The above examples from 'Master of the House' song show how
the Egyptian version manipulates the trandation choices under external
pressures serving the ideology of the TV channel and political stand

thereof.
3.1.1.4 Symbols:

Generdly, a symbol is defined by Holman and Harmon (1992) as
"something that stands for itself and aso stands for something else" (1992:
466). However, in a literary sense, a symbol is "an image that evokes an
objective, concrete reality, and prompts that reality to suggest another level
of meaning" (1992: 466). It is suggested, as well, that a symbol embodies
an idea or quality (1992: 466). Depending on the above definition, it is
suggested that symbolism is used in literature in alevel beyond the surface

meaning level.
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Symbols are of two types: those embodying universal suggestions of
meanings and those acquiring their suggestiveness from the way in which
they are used in a literary work. The examples given for the purpose of
analyzing the trandation of symbols includes both types. Example 1 below
shows how the word 'barricade’ originally present in the musical is treated
in the Arabic subtitles while example 2 shows how the correspondingly

contextualized symbol is inserted within the Egyptian version. See example

(1) below:
Example (1):
Children of the barricade
On the lonely barricade at dawn oadll A as il Gl il e e
Beyond the barricade o a6l )5 L

All through the musical, the word 'barricade’ is used by the
revolutionaries. In Oxford dictionary, barricade means 'an improvised
barrier erected across a street or other thoroughfare to prevent or delay the
movement of opposing forces' The preceding is the surface meaning of the
word. However, students of the revolution used the word several times to
symbolize their revolution. To give an idea of how the barricade is visually

used in the film, see the picture below:



~m

Figure (7): Thebarricade constructed by therevolutionists

As can be seen from the picture above, a barricade as a word gives
the concrete meaning of a pile of chairs, tables, and other objects that are
structure to form a barrier. However, the word has become a universal
symbol as suggested by Targoutt calling it a "preeminent symbol of
revolutionary tradition" (2010: 300). The word 'barricade’ is a well known
word that gives the meaning of barrier. It reflects an idea not only in the
history of France where it started to be built, but spread across many other
countries. However, the Standard Arabic translation gives the universal

symbol anaming that is not familiar to the lay Arab viewer that is'

Even though the word * " might not ring a bill straight when it is
read by a lay Arab viewer, but it is derived from the word ' ' which is

defined at Almaany dictionary as 4y sk claall Lelaay alall
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L& &5 meaning a piece of metal or leather held by the warrior in
one hand as a shield against strikes. Theword ' ' is historically linked to
the 'sword' at the time when the sword was most commonly used weapon in
old ages. And like so, the word "Isused inasimilar but wider context
asit is defined at Almaany dictionary as !l G3aY sel )y cpaniyy saall (e 4
meaning a structure that is used to hide from the enemy as a shield against

shooting.

The trandation of ‘'barricade’ is, therefore, governed by a
spatiotempora reality. In other words, the word 'barricade’ has a symbolic
meaning to a certain people but not to the Arab viewer. And such is due to
the fact that the place and time of using the word 'barricade’ differ between
now and when it was first used to refer to the mere concrete structure and
therefore the meaning is deferred. The word is now used to refer to "radical

social movements' (Targoutt, 2010: 302).

However, the Arabic word ' " does not hold the symbolic value
like that of the word 'barricade’ athough both time and space of using
' differ and therefore the meaning of the word is deferred. Back in
the time where the sword was the mostly used weapon to fight an enemy,
the' ' (shield) was a defense means with which a warrior would protect
himself from being stabbed. And thus, the word ' "was differently used

at the time of the sword. Nowadays, on the other hand, and as* IS

used as the trand ation corresponding to ‘barricade’, the meaning differs.
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And as a conclusion to the point of using both ‘barricade’ and its
trandation ' " differently in different places and different times, the
meaning is deferred. Both words stand for a symbolic value that was/is
gained due to an emerging Situation. In other words, the symbolic value of
the word 'barricade’ is transferred to its Arabic trandation as used in the
subtitles of the musical. The word ' ' no longer holds the meaning as
given above according to Al Maany dictionary. Once the translator chose
this word to stand for 'barricade’ as used in the movie, the symbolic value
got automatically transferred to the Arabic trandation all under a new

spatiotemporal frame.

On the contrary to the above, when there is no symbolic value in the
original  text that relates to the targeted audience, the
trand ator/commissioner finds a way to fill in the new product with a
relevant symbol. As Vinay and Darbelnet (2004) suggest in their model
through adaptation as a trandation strategy, the process involves changing
a cultural reference of the ST that does not exist in the TT. With this
change, the new text is appropriated to fit the new receptor. This change is
required on both the cultural and contextual levels. See example (2) below

for further understanding:

“Turning' is the second song which this section deals with to show
how much Egyptian the Egyptian version sounds. Originally, 'Turning' is
sung by women mourning the dead revolutionists on the next morning to

their death. The demonstrating revolutionaries built their own barricade
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before facing the French army and being killed, mostly. The example given
below is from the onset of this song with its Arabic subtitling and the

supposedly corresponding version of the song:

Example (2)
Original Soundtrack Standard Arabic Egyptian Version
Subtitles Lyrics

Did you see them A Cmtd agiil ) da |l e g A LAY 5 80
Going off to fight?

Children of the al cpall Gl yiall oY sl

barricade A gaaay | o bl glacu, bl
Who did not last the

night?

Did you see them Cum o daeagilyda [ Gl (A aglin gl
Lying where they died? Oia
Someone used to cradle aelity g agimny aal S | Cilgal agd O 0 K
them OsSe (s O
And kiss them when

they cried.

Did you see them ) L (poaas agiil ) Ja

Lying side by side?

Who will wake them? Caghilson | & 15h A uanm e
No one ever will. Mol sl aghad g (] Sl

o3 gy Ly gpallahy ag ol 3

Once again, the symbol of resistance and radical social movement;
the word 'barricade’ with its trandation ' " Is present in this song.
Calling the revolutionists ‘children of the barricade' trandated as '

"isintended to emphasize how they were standing behind the symbol
of their revolution. At night they built this barricade and fought, and at

dawn they were mere lifeless bodies.
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One can clearly notice how an Egyptian symbol is introduced to the
EATT though the origina song replacing the original symbol of revolution
in the French context. The trandator sought to insert an Egyptian symbol of
the revolution to make her translation more appropriate to fit the Egyptian
context. Reference to 'w)xll' is arevolution symbol par excellence referring

to Tahrir Square '_: =3l ¢lwe',

However, the symbolic meaning of 'ola' carries a deferred sign.
Although Tahrir Square ' 2~3 ¢la' has aways been the place where
protestors and security forces had clashes through severa protests before
2011 latest revolution, including the revolutions that took place in 1919,
1935 and 1977, the place gained a new symbolic value. The meaning of
thissign is governed by a change of time with differance. Tahrir Square has
become a sign of 2011 revolution symbolizing the resistance of protestors

until they achieve their desired goal; overthrowing Hosni Mubarak.

Although the lines ‘who will wake them? No one ever will' originaly
sung in the movie and translated as Tal 2l aghidsy () fagld s ' has no
reference to a certain place, the Egyptian translator interpreted those lines
inserting an Egyptian symbol. The trandator interpreted the question as'
Olaadl & 5L A saaw' with aclear attempt to place the Egyptian stamp on
the origina product with the theme of French revolution making it as if
originally written for the Egyptian revolution. However, this does not mean

that with the injection of local signs, the song loses its main theme
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regretting the revolution in the first place and lamenting the fate of those

who passed away.

Having addressed the first component of the poetics of trandation
discussing the literary devices, genre, motifs, prototypical characters and
situations and symbols, the second component of poetics which focuses on
the role of literature in the social system as a whole will be discussed

below.

3.1.2 Second Component: The Role of Literature in the Social System

asaWhole

L efevere suggests that the second component of the concept 'poetics
Is actually "influential in the selection of themes that must be relevant to
the social system if the work of literature isto be noticed at al" (1992: 26).
In other words, a work of literature is not al about the literary devices
Aesthetic ally put together, it also constitutes a "functional view" of the

literary product in aliterary system at the time of production (1992: 26).

Relaying this point to the literary work on which the whole thesisis
based, it can be said that Les Miserables as a novel does have both the
Aesthetic s and the functional view. As said earlier, the novel has come a
long way from the nineteenth century until these days not only as a novel,
but as an inspiration for other works of literature. Due to its affinity with
the most recent and current political situation, such inspired works of

literature include the two mimicked versions studied under this thess.
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Thus, it is not only the production of the literary work entails a functiona
view as influenced by a certain system, the adaptation/trandation of such a
literary work is aso appropriated to reflect a functional view relevant to the

new context.

The references made to the Arab Spring make the two diaectal
adaptations of Les Miserables reflect certain views of a certain ideology.
Therefore, the role of the literature in a social system as a whole can be
said to correspond to the role of the trandator in a new social system.
Through translating/adapting this work of literature, the translator
manipul ates the ideas originally presented in the adapted work of literature
in a new social context through censorship. However, the translator is not
the only agent of power practicing such manipulation, his/her role
according to Munday (2001: 145) is determined by the cultura and

political agenda held by the commissioner.

When this censorship is practiced within a new cultural or political
context, it isimportant for the trangator to serve a certain ideology through
his/her adaptation of the work of literature for a new receptor. An author
produces a work of literature within a specific socia system which
influences the production of hid work. Similarly, the process is reversed in
the case of commissioned tranglation. The trandator finds him/herself in a
situation where the translation product is intended to influence the socia
system for which the product is marketed. The attempted effect of the

trandation product is to be analyzed at this stage.
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Macleish, an American poet and writer known by the well-famed
poem 'Ars Poetica, ends his poem saying 'A poem should not mean, but be'
and this relates very much to Meschonnic's (2011) idea in dealing with the
concept of effect in poetry saying that a certain voice that we hear in a
poem is not what it says but what it does (Boulanger, 2011). In the process
of trandation, by analogy, in order for the intended effect to be achieved,
the translation should not be done at the level of what the text says but at

the leve of what it isintended to do.

For instance, the Egyptian version of Les Miserables did not seek
merely to convey the meaning originally introduced in the musical. It rather
attempted for affecting the receptor aiming at certain reactions as can been
seen in Annex (2) first. Consider the following examples for further

understanding.

This is the main method used by both trandators of the EATT and
the LATT as discussed in the following chapter. However, it is not only the
length which is manipulated, it is also the way of introducing the theme of
love that had its share in both the novel and the musical. Although the
origina song conveys the message of how love had changed with time, and
how the character's love has given up on her; the Egyptian version of the
song does not have a clear reference to this message in its particularity.
Consider example 1 below on how the origina song started and how the

EATT started otherwise:
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Table (6): | Dreamed a Dream song: original soundtrack & Egyptian

version
Original soundtrack lyrics Egyptian version
There was atime when men were kind ol ala Caals
When their voices were soft sl el an ) Bl

And their words inviting

There was atime when love was blind
And the world was a song

And the song was exciting

Therewas atime

Thenit all went wrong

| dreamed a dream in time gone by
When hope was high

And life worth living

| dreamed that love would never die

| dreamed that God would be forgiving

The song originally starts with a very clear reference to men and how
kind, loving and compassionate they used to be. On the other hand, the
Egyptian version starts with lines that are originally there in but not in the
onset of the song. The Egyptian translator/commissioner chose to draft
from the concept of compassion and generalize the song as much as
possible. This is as well, a motivated choice, and the reason is for the
intended effect not to deviate from what it is desired. Generalizing the
theme of loveis intended to have the receptor mainly focus on the point of
loss, but not necessarily loss of love. It is a loss of security and safety

which were actually lost during that period in Egypt.

| dreamed a dream in time gone by PSS PATPNERGIEN
When hope was high and life worth living 3,50 el 2 o)
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The origina message is still there; the dream of youth! However,
what the following lines convey in the EATT drasticaly takes the

discussion further:

| dreamed that love would never die
| dreamed that God would be
forgiving

The trandator chose to replace the concept of 'love' with that of '
(security). The choice here is intended to have an effect on the receptor
who has been in the ambience of revolution since the very beginning of the
mimicked version. Therefore, the intended effect that is conveyed through
the choice made replacing the concept of love with that of safety is sought

to retain the receptor within the same atmosphere.

Replacing aword is not the only proof that the EATT gave up on the
theme of love and compassion originally addressed in the musical, but the
whole Egyptian mimicked version of the song has no reference to that
theme. Though the lines of 'monsters/tigers’ causing the good dream to fade

away are retained as shown below, it is still ageneralized idea.

But the tigers come at night el Jalll i s
With their voices soft as thunder MY A el 5 o
Asthey tear your hope apart

Asthey turn your dream to shame

Those who watch the musical, know for sure who the ‘tigers who
come at night to turn a dream into shame are. Fantine, the character singing
the song, after being left with a child and no husband faces alot of troubles

due to her being a single mother. It was not accepted at that time in France
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for a woman to be a single mother without a husband, and therefore, there
were men trying to take advantage of her due to her situation. But, the
EATT not having a context of love, single-mothers, and exploiting men,
makes no reference to such a situation regardless of the fact that the above

subjects are not socially acceptable in Egypt.

| had a dream my life would be oDl (A (5 yae Gluel i S
So different from this hell I'm living e e b aldd
So different now, from what it seemed

Now life haskilled the dream | ALY e Ca gy Ul
dreamed adlal 4 iae L

Fantine continues with telling her story and how her lover stayed
with her for awhile then left her and how she still dreams to have him back
(see annex 2), and ends her song with the above lines. Her dream was of a
different life with her lover, but 'life has killed' it. The ETT, on the other
hand, uses the word ' ' (in peace) which is as well linked with security
that is mentioned above as' " Usudly,' '(peace) and' ' (security)
are linked together to describe the peaceful life of any nation. In Suart Al-
Hijr, the two words are also linked in verse 46 'cuisl 23w W i ¢ ((Having

been told) Enter in peace, safe [and secure}).

If peace and security are not granted to a nation, it will surely seek to
gain it. And such peace and security were not granted to the Egyptian
people before the revolution, which made them rise up to ask for a ‘change
Such words are inserted with intended effect on the receptor. The intended

effect is achieved through using such words in the song whose theme is as
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well moved away from that of love and tightened closer to that of peace

and security.

The effect of such words on the receptor is not easy. Such choices
are studied to make the Egyptian receptor realize that peace and security
are not granted justifying the revolution and encouraging the Egyptian
people to ask for their given rights of peace and security. The role of the
trandator, therefore, was in appropriating the target product to have an
intended effect on the target audience. It is apparent a this point to
conclude that the change was not only in the length of the song, but asoin

the intended effect on the audience.

Ultimately, the functional component of poetics"is obvioudly closely
tied to ideological influences generated by ideological forces in the
environment of the literary system” (Lefevere, 1992: 27). Thus, the
trandation choices made with a deviation in effect as shown in the
examples above are driven by the intended ideological influences on the
new receptor, whose ideological influences are in turn driven by the
ideological forces. Therefore, the translation approach is governed by the

ideological forces dictating ideol ogically motivated trans ation choices.
3.2 Ideological Constraints:

It isimportant to first define ideology as a major theme in the present
work before digging deeper into it as a constraining factor governing the

trandation situation. Hatim and Mason (1997: 120) define ideology as "the
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tacit assumptions, beliefs and value systems which are shared collectively
by social groups'. Based on the above definition, social groups do have
certain values and beliefs that are shared collectively. Similarly, institutions
which support a certain political stand do have values and beliefs that they
market to their audience. This marketing is done through the manipulation

of the trandation products serving their own ideology.

For instance, inserting reference to real-life figures such as Mursi
and Tahrir Square in section | are attempts to market an ideology. It is
important at this point to draw the discussion further to where the role of
the trandator lies, and how the commission gears the trandation choices
made to serve a certain ideology. To relate the discussion to a
spatiotempora reality, consider the example of inserting 'olxl\" into the

EATT in an attempt to promote the 25th of January revolution.

At the time of airing the Egyptian version of Les Miserables before
June 2013, Rabia Al-Adawiya Square was not yet brought to the scene as it
has become significant in August 2013. The choice of '¢lxl" would have
been more sengitive if there had been another square to symbolize a certain
stand; those with or those against Mursi. Time axis plays an important role
in determining the translation choices made to promote a certain stand

serving the intended ideol ogy.

Inserting such a symbol does not come out of thin air. The translator

has several choices and his’her roleis to "choose from among the available
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options to express the nuance of the message" (Vinay and Darbelnet, 1995:
30). And the choice made is certainly a motivated choice to promote a
political stand and ideology in the market for which the trandation is
produced. The TV channel for which the trandation is performed like any
other institution serves a certain ideology. The trandator is commissioned
to synchronize the political realities supported by this channel with the
work of literature he/she is trandating. The manipulation is governed by

the channédl's stand which is marketed through the trand ation product.

The give evaluation above is not based on assumptions because the
Egyptian TV channel, ONTV, which first aired the performance of the
Egyptian Les Miserables in June 2013, does have a political stand that
influenced the translation choices. Such stand was promoted by the channel
through inserting references marketing their own ideologica view. The
purpose of such insertion is not only for the purpose of coloring an
international song with alocal tincture making it sound like it was written
in the Egyptian version in the first place. Such insertions are, indeed, as
referred to by Hatim (2001: 44) more of "ideologies, values, and
institutions' shaping the practices of different historical periods.

As aresult, mediation practiced in the trandation of song selections
has clear references made as a way of forcing institutional ideologies and
values. The example given hinting a Mursi gives significance to this point.
Such changes are called by Lefevere as "politica" features which are

responsible for the changes made in the texts (1992: 69). However,



insertion of real life figures is not the only insertion made in the ETT.

Insertion steps further to include an insertion of wholly new ideas to

support their minimal insertion.

Earlier, the insertion of '0)all' as a symbol of the Egyptian revolution

in an attempt to localize the song was discussed as a minimal insertion. The

following examples show a maximal insertion that clearly support the

minimal insertion and add to it:

Original Soundtrack

Egyptian Version Lyrics

Did you see them
Going off to fight?

IR rRTEN RN

Children of the barricade
Who did not last the night?

Gy Lol dilecny, bl

Did you see them
Lying where they died?

Ot e Y] (8 aglin gidd

Someone used to cradle them

O el agdl OIS 30 S

And kiss them when they cried.

Did you see them

Lying side by side?

Who will wake them? Gl A1 gl A a0
No one ever will. IS Leoa siyy by 5 allahas sl 3

Did you see them
Going off to fight?

Cal a sm g B 5 bl

Children of the barricade
Who did not last the night?

Gy Lol dilecy,y Ll

N/A

T Al (in agagd il

?Qgéa@m\J,.,zq,ga;l:ﬁa@

(e (s 0 gyt (plada

O (A s Jik 4y 50 S

Al sediy dab ol aale hasa
L 3 yala 3 03 5la s plas yla Laa
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The original song stops at ‘who will wake them up? No one will'. On
the contrary, the EATT continues with adding severa lines with an
intended effect. The EATT startsits inserted addition with ' 43} iz ageed (i)

" and severa lines follow. The addition of such lines is intended to
serve an idea of how the protestors were unarmed. In fact, the use of this
line in particular 'Gfe s 025 yud Lida' S intended to show how the

revolution did not come up with the desired change.

This particular addition serves the purpose of showing how the new
president brought no change to the situation and this is stated clearly in
Jie' 'Huai, To further serve this point, the addition continues with stating

* as if the revolution yielded no fruits and the situation has
remained the same. The addition serves the ideological stand of the
institution commissioning the trandator even better than the manipulation
of the trandation mainly because the addition entails a greater space of

freedom compared to manipulating certain parts of the trandation.

To sum up, the analysis of the data collected from the SATT and the
EATT following Lefevere's theory of literary translation which divides the
constraints governing the translation of a work of literature into two. The
first factor determines the literary translation as for the aesthetic aspect of
the literary work and how it is treated in the trandlation. The second factor

isrelated to the ideological aspect.
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Here we had a division of the two factors discussing subtitles like
how genre affects trandation choices based on the Standards followed by
this genre. As for the case study of the research, the subtitling of the music
has little or no freedom in manipulating the trandation unlike the ETT.
Additionally, motifs and symbols as literary devices were given a great part
of the analysis signifying the use of some motifs and symbols differently in
the SATT and the ETT. Finaly, the role of the translator as compared to

that of the author in handling the tranglation was discussed thoroughly.

On the other hand, effective and motivated choices and ideological
constraints were discussed with examples. It is appropriate to conclude at
this point that choices made by the Egyptian version translator were mainly
motivated serving the ideology of the commissioning institution (the TV

channel) with an aim to have a certain effect on the Egyptian receptor.

In the following chapter, the discussion combines between the
trandation choices made in the SATT and those made in the Lebanese
version of Les Miserables as compared to the Egyptian version. Mainly, the
idea of liberalness and literalnessin the SATT as compared to the EATT on
the one hand and in the LATT as compared to the EATT in the other hand

constitute the main pillars of the following chapter.
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Chapter Four
Spatiotemporal Realitiesand Thematic Tranglation

In the previous chapter, the discussion mainly concentrated on the
two factors affecting literary trandation as applied on the subtitles of the
movie and the Egyptian version alone. This chapter, however, continues
with comparing the subtitles with the Egyptian version and adds to the
L ebanese version to the comparative scheme. Unlike the previous chapter,
this comparative analysis moves far from Lefevere's categorization of the
constraints affecting trandation. It is close to the spatiotemporal redlities

determining the trangdlation choices.
4.1 Comparing the SATT with the EATT at the level of word choice;

Holmes (1978b: 101) as cited in Hatim (2001) argues that definitions
of tranglation that are solely semantic, pragmatic or syntactic based are no
longer valid. This is mainly because "not all texts are accepted as
trandations" conform to these requirements (p. 56) . Therefore, trandation
IS not accepted if it abides by one and only one of such textua factors.
When needed, para-textual factors such as transformation in genre,
function, thematic consequence of a certain text, and shift in space and time

are better to be considered when trand ation choices are made.

As this thesis follows Lefevere's (1992) categorization of the factors
that affect trandation, it as wel follows Deconstruction and Derrida’s

dislocation of meaning, namely différance. This term implies the
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suggestion of new meanings with every new space and time. Therefore, the
treatment of meaning is not fixed to the time and space in which the
origina was given, but also in the time and place in which the product is

used.

Hence, re-contextualization is a requirement of the new
gpatiotemporal  dimensions of the translation product. For instance,
contextualizing the following song 'At the End of the Day' which mainly
talks about life of the poor who are the victims of both the struggle and
iliness is intended to make it reflect the new meaning which fits a new

context. See table (3) bellow.

Table (7): At the End of the Day song: original soundtrack & Standard

Arabic subtitling & Egyptian version

Origina Soundtrack Standard Arabic | Egyptian Version
Subtitles Lyrics
At theend of theday there's | _ad4) casll dled B8] a8 8 43 s
another day dawning, Alas FQVYEN
And the sun in the morning is Lol saaall LY
waiting to rise. Olaa
And the waves crash on the s Lozl Lo
sand,
Likeastorm that'll bregk any | < Al OsSId 6 Zl )l
second...

There'sahunger intheland, | = ¥l g sall s Jaa K s kagy
There's areckoning still to be Dl paa JY | aslhe IS Ghy s

reckoned...
And there's gonna be hell to gl 3a% pangg | JWSI S aSailaag

pay,
At the end of the day! poll Algd A Claall o g sla
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As it can be seen from the example above, the Standard Arabic
subtleties followed the context aready given in the original subtitles as
they both reflect the same meaning . However, such reflection resulted in
the loss of meaning for the sake of literalness. Reading the original lyrics,
the poor refer to when 'the waves crash on the sand' and 'storm that will
break at any second' in a clear reference to the signs of the judgment day
when they will be finally relieved from their suffering and given justice
which they were not given in life. This shows how the theme of religion is
treated in the novel and film adaptation. Yet, the trandations '

‘aswell asaal gl 2l Al dialad ' are, to say the least,
mistranglations. Even if, literally, the trandations are not to be called
‘wrong', they are not to be called 'right' either, though the concept of right
and wrong in translation is a controversial one. It is not a matter of giving
the right word order in the trandation to correspond to the word order of

the original, it is a matter of meaning and the meaning is not served.

The Standard Arabic subtitles treated every sentence/phrase in
isolation. This is one of the characteristics of subtitling where the text is
segmented into smaller segments to fit-in the screen even if the
sentence/phrase was not complete to give the full meaning. Consider the

example below:

There's a reckoning ill to be pSa Jlaal ja JIHY
reckoned...

And there's gonna be hell to pay, at el Al 84 g8all 25 jaa
the end of the day
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The poor have hope that there is a ‘reckoning’ to be 'reckoned'
referring to the judgment that will be issued not on the following day, but
on the judgment day. That is the tongue of the poor when they lose hopein
the world's justice and cling to the afterlife hope. The Arabic subtitles did
not give this theme the right reference at the same time keeping in mind the

trandation asliteral as possible.

At this point, the audience is left with the original soundtrack, if they
are English speakers. On the other hand, the literal translation given on
screen is for non English speakers. Hence, the meaning may or may not be
reached. Similarly, 'asdl 4l A& 438l 245 Han 5 jS @ mere surface trandation
of 'there's gonna be hell to pay, at the end of the day' though 'at the end of
the day; does not really mean the end of the twenty-four hour day. It is
rather, the end of life, following which there will be ‘another day dawning’

trandated as 'vas ad',

Given the chance to read the Standard Arabic subtitles in one shot
without knowing it is a translation of a musical, it can be said that is a
fragmented piece of writing. On the other hand, reading or listening to the

Egyptian version, the meaningful sequenceisfelt as can been seen below:
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Table (8): At the End of the Day song: Original soundtrack &

Egyptian version

Origina Soundtrack Egyptian Version Lyrics

At the end of the day there's another day s jad 4300 B S
dawning,

And the sun in the morning is waiting to rise. O b led syaall ALY

And the waves crash on the sand, b iy ez gall e a sy

Like astorm that'll break any second... OsSI d Zlb )l

There's ahunger in the land, Jaa B Hsh ks

There's areckoning still to be reckoned... pstha JS Bl L o g

And there's gonna be hell to pay, DRSS Sl L s

At the end of the day! Cluall a5 sl

The sequential string of the Egyptian version is clearly
visible/audible. One might ask: Why? Well, it is the liberalness in
trandation that gives such an effect. Giving the translation a new context
without having to stick to that of the movie made the Egyptian version
sound coherent. The Egyptian version does not only show liberalness in
terms of word translation, it does also show the level of liberalness in
interpreting the original meaning into a different meaning that is deferred to
suit the new place and time of the trandation; meaning Egypt as the place

and the Egyptian Revolution as the time.

First, the Egyptian trandation interpreted the signs of the Judgment
Day ‘Mo Ay b zsdl L as' and ‘o8 35 ZLs These are clear
references to the Judgment Day. Yet, the Egyptian version did not only
interpret the trandation to make clear references to what is originaly
referred to, but it also stepped further to insert what adds to the unity of the

trandation by adding 'sslie JS by L » 5" which does not originally appear



77

in the original. The trandation was concluded with '<luall » &0 ' instead

of 'at the end of the day'.

Alternatively, 'at the end of the day' could also mean ' <Y e &
which is an attempt to refer to the end of a period of time. By this, a
different meaning is suggested. For instance, the political situation of Egypt
IS a spatiotemporal dimension that controls the new interpretation of the
meaning. At the end of Mubarak's reign, he was accused for being
responsible for all his actions, and the same is done with Mursi at the time
of writing this thesis. Hence, taking the Egyptian revolution as a
spatiotemporal reality in mind makes 'l o 5 sla' relevant to holding the
above mentioned presidents accountable for their actions during their rule

in the context of the Arab Spring in Egypt.

The above examples are not the only in showing how meaning is
treated differently when the subtitles are compared to the Egyptian version.

Consider the following table for further examples:
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Table (9): Bring him Home song: Original soundtrack & Standard

Arabic subtitles & Egyptian version

Origina Soundtrack Standard Arabic | Egyptian Version
Subtitles Lyrics
God on high, hear my prayer ) &) ganad) A1) Gy @S Al
bl el
In my need, you have always O (il Loy S SLES zliaa
been there ) Gl
Heisyoung, he's afraid Wl g 5 Sl ) Juied | ld s
Let him rest, Heaven blessed AL ¢ U 4 daaly il a0
Bring him home ol Y oacl G ey
Bring him home o) ) e Ol s
Bring him home. o) ) sxc Sl A
He's like the son | might have G0Y S (S )
known, 4
If God had granted me a son
The summers die, one by one Canall J guad 4
How soon they fly, on and on S shiis by yal
And | am old, and will be gone.
Lo 8
Bring him peace, bring him joy adac] ¢ 2l adac|
Heisyoung, heisonly aboy 2 e 4] (LS 4
Y ou can take, you can give
Let him be, let him live Ul 42 cade e
If | die, let medie Cigad sl
Let him live Ul 4e3 48]
Bring him home Shall ) sae iy s
Bring him home Jball ) eae] Cla 4w
Bring him home. Dbl Y sae] Sl A

With this example, the difference in interpreting meaning is
particularly evident when the SATT is compared to the EATT not only at

the level of ordering ideas, but aso in the length of the tranglation. Firstly,
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in the original song, Jean Valjean is praying for Marius after saving hislife.
Jean Vajean, as a Christian, prays for "God" to let Marius live even if for
giving his own life for Mariuss life. The prayer is however treated

differently in the EATT due to the new context it emergesin.

To begin with, the subtitles still insist on neutrality as in the
trandation of 'God on High, hear my prayer' into 'cSba gl «) gl A1) U
The subtitles generadly use 'Al)' in different forms to refer to both 'God' and
‘Jesus. The ST have clear references to Christianity, but the subtitles
remain neutral using 4" for both. Similarly, 'prayer’ is subtitled as ' '
and, hence, the trandation works for both Islam and Christianity. 'Prayer’
does not only refer to the 'solemn request of help or expression of thanks
addressed to God or another deity' as defined in Oxford dictionary but also

as a 'religious service, especially a regular one, at which people gather in

order to pray together' as defined in Oxford dictionary as well.

With the above proven, it can be said that 'prayer' trandates as'
and' ' at the same time which serves neutrality. At the same level, the
Egyptian version renders the line 'God on High, hear my prayer' in the
trandation as 'ell e S Ll W' As defined in Oxford dictionary as
well 'Allah’ or ' ' is 'the name of God among Muslims (and Arab
Christians)'. The Egyptian version as well as the subtitles put in mind
addressing Muslims and Christians with the same degree of concentration
since the Egyptian revolution is not religion centered, it is rather a popular

revolution.
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Additionally, not only the trandlation choices on the word level are
concerned in the discussion. Skinning off the original song into its bones
left with the main theme is the method which the Egyptian version as well
as the Lebanese version follow. The EATT of the above song in Table (5)
shows liberalness in the amount of lines translated. This, as the researcher
callsit, is 'thematic trandation' and section |1 of this chapter under the title

Thematic Translation gives a deeper |ook.
4.2 Thematic Trandation and Calculations:

This section unlike the previous section of this chapter brings the
Lebanese version to the discussion with examples. As thus, the two
language varsities of the dialectal performances are involved. In the
trandation of the songs in the case study of this thesis, the trandation
techniques adopted were treated differently not only on the level of themes

existence, but also on the level of themes consequence as a matter of fact.

In Chapter Two which cites several definitions of the trandlation unit,
the researcher introduces an old-new translation unit calling it the ‘theme'.
As defined by Vinay and Darbelnet (1995), the trandation unit is "the
smallest segment of the utterance whose signs are linked in such away that
they should not be translated individually" (p. 21). This means that the
trandation unit according to this definition has got to be a word, clause,

phrase, or sentence. However, the following anaysis shows how the theme
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Is the smallest trandation unit. A considerable amount of changes are

practiced on such atrandlation unit.

Accordingly, the trandation unit is like the genre in terms of the
constraints governing the translation. In other words, the translation unit of
a performance as part of alive TV show is certainly different from that of a
musical movie that is subtitled as a whole. Therefore, such constraints are
subject to the text type as classified by Reiss (1971) into the informative,
expressive and operative texts. The above classification is incomplete with
respect to the case study of this thesis. Hence, the fourth type that Reiss
(1972) suggested later fits the case study of the present research very well.
The suggested text type is called ‘audio-medial’ referring to texts that are
written to be spoken or sung. She suggests that language is merely one
factor which affects the translation and non-linguistic elements that exist

through audiovisual forms of expression that affect trandation even more.

Multimedial texts such as plays, film scripts and songs are governed
by constraints different from those governing texts written to be read such
as poems, novels and news reports when the matter concerns translation.
And therefore, the free use of the theme as the tranglation unit is supported
by the text type which, as said above, considers non-linguistic elements
more effective when translation choices are made. Consider the examples
below which help to understand the point of how non-linguistic elements

justify the introduction of the theme as atrandation unit.
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The non-linguistic elements, which include the musicality of the
desired product as well as the 'sungability’ of the translation, require major
changes to be made. Therefore, the changes are made at the level of length,
theme existence and theme sequence. To start with, both versions of ‘Do
Y ou Hear the People Sing' which is considered as the motivational song in
the musical and in both didecta versions is trandated in the Egyptian
dialect as '"_uleall Gisa xal’ and in the Lebanese dialect as
oo ssiadl' show a great difference in terms of length compared with the ST

as can be seen in Chart 1 below.

140

120

100

80

60

40

20

Chart 1

The soundtrack of the musical combining the musica's songs
continue to tell the story for two whole hours throughout which ‘Do You
Hear the People Sing' and 'Empty Chair at Empty Tables songs take no less
than 8 minutes together. (See Annex (4)). As compared to the ETT, the

whole mimicked soundtrack continues for only 30 minutes throughout
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which the two above mentioned songs take no more than 3 minutes
together. However, the LATT compresses the 120 minutes of the ST into
only 6 minutes in which the two above mentioned songs take only 1 minute

and 30 seconds as can been seen in Chart 2 below.

140 /

120 -

100 -

80 -

40 -

Chart 2

Both the Egyptian and Lebanese versions chose not to follow the
consequence of themes originally introduced in the ST. They rather were
inspired by the ST and therefore produced a song inspired by the original.
And on the spectrum of literary forms suggested by Holmes (1962) as cited
in Hatim (2001) trandation choices sway from one edge on the fan to
another. The trandation of poetry, therefore, has a wide range of choices
varying between an imitation and verse trandation known as a meta-poem,

apoem about a poem or a poem inspired by a poem.



Metapoem p bout Poem
oem abou S
(Verse poem InSpIrEd bv
translation) poem

The following excerpt from 'Do You Hear the People Sing' along

with both translations shows that translators did not have in mind to follow
the same order of themes given in the original songs. It is as if the
trangdlator started with the first word with the illusion that what follows will
match the origina at least in the order of the existing thoughts. Consider

the following table for more details.

Table (10): Do You Hear the People Sing song: Original soundtrack &

L ebaneseversion & Egyptian version

LTT Original Song Lyrics ETT
(sl Gea | Do you hear the people Jmleall & s s
sing?
el Maas sy )| Singing asong of angry Dunlly gy ol
men?
N/A N/A Al s dal Sy e
ol sy (85 )
Dseaall Lg plalad)
D5 Al s o8 Jl s
ol 588 Sy | [t isthe music of apeople Qi B (53 (A
G aii S jba | Who will not be daves i) b 43 B
agan!
When the beating of your
heart
s e 48, ) exe | Echoes the beating of the Jsin S G glall s
drums
el 3l la s S Thereisalife about to azall 121 Sy glla il
start Mlrgall 1S5
When tomorrow comes!
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The English version starts with the 8 lines shown in the middle and
keeps them as a refrain repeated three times till the very end of the song.
The Egyptian version, on the right, kept the first two lines as a start and
moved the following third and forth lines till the very end separating them
with newly inserted themes as can been seen in Annex (3), the following
lines were dropped. The Lebanese version, on the left, started similarly
making the listener think the original themes will follow, but the opposite

proves true with the insertion and deletion of themes.

As shown above, it is not merely the correspondence in meaning
based on which trandation can be marked as a translation. For instance, in
the following example, no consequence of meanings is followed. Newmark
originally addressed this point referring to the tranglation of poetry as a
"creation of a new independent poem™ where literal trandation is not to be
the choice (Newmark, 1988:70). Consider the following example that

compares both dialectal trandations with the original:

(o sedall O ga aals Do you hear the oleall & ga palis
people sing?
die) A as gy 588 Singing the song of Dl (gl alla
angry men.
As shown above, both translators started with ''as

corresponding to 'Do you hear' while 'people’ was rendered differently as
"_aleall' in the Egyptian version and 'cuusesddl in the Lebanese version. The
first has the context of a crowd who are going in demonstrations asking for

'change’ as "_uxilh ol W' while the other has the context of oppressed
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people who stood against the ‘aggressor' as can be seen in the rendering in
the Lebanese version 'wie) ) 4a 50 48 5", The Egyptian version very much
reflects the Egyptian situation of revolution the main purpose of which was
‘change’. People demonstrated asking for change, and the transator
translated 'singing the song of angry men' as 'usill ol ' because it
suits the Egyptian context very well. The Lebanese version, on the other
hand, reflects a situation where people are suppressed, not necessarily by
their own governments. The following line 'sic! I 4a 0 8 5" unveils the
image of people fighting the 'aggressor'. The context very much suits the
Palestinian situation as there is an intruder and oppressed people fighting

for their rights.

The trandators in these cases did not have in mind the literal
trandation as a choice since they are not trandating a work of art for the
same producer, in the same context and for the same audience. As the
audience varied from the French as the original receptor of the novel, to the
American as the audience of the movie to the Arab as the audience of the
two dialectal versions of Les Miserables, different considerations were
adopted. A change in the context, similarly, requires a change in the
supporting themes of the song. The main theme, though, remained the same

of 'people who decided that silence is not their choice.

To conclude, the production of a new poem inspired by the original
and is still called a trandation must, according to Holmes as cited in Hatim

(2001) satisfy the criteria of having a sufficient amount of resemblance to
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the original. The same applies to the trandation of the studied song which
Is to be caled a correspondence of the origina must, at least, have a
sufficient level of resemblance to the original. Additionally, Holmes (2001)
suggests another criterion stating that the end result must have the form of a

poem referring to it as the 'poetic criterion'.

Referring to the case study of this thesis, the end result is still
referred to as a song that matches the original to a degree where the reader
can dtill taste the Les Miserables spice in it. Therefore, and in spite of
liberalness in arranging themes, dropping and adding others, and moving
away from literalness as a choice, the end result can till be labeled as a

'trand ation.

To sum up this whole chapter, the trandator of both the EATT and
LATT did not only practice a great amount of freedom in the choice of
word, but they surpassed the choice of word to appear at the level of adding
or deleting some themes. The deletion of themes in the two mimicked
versions and shortening of the length are of no doubt results of the genre

shift fromamusical into alive stage performance with a TV show.

This particularity of the mimicked versions as part of alive TV show
entails a shortening of the length, although with intensity of the chosen
themes. However, the addition or insertion of linesis atranslation behavior
that is driven by the need to promote some new ideas that the original text

does not highlight. And by this, the trandator practices a great deal of
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manipulation through which the end product is appropriated through
motivated choices to fit the intended effect on the new receptors. Such
effect is ultimately requested by the trandation commissioner who
originally initiated the trandation commission for a certain ideology to be

served.
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Chapter Five
Conclusions and Recommendations
5.1 Conclusions:

This thesis followed Lefeveres literary trandation theory (1992)
which mainly focuses on the categorization of literary trandation
constraints into aesthetic and ideological constraints. Accordingly,
trandation of a literary work does not merely rely on transferring the
'poetics' of that work through trandation into the product. It is aso
constrained by the ideologies that the product is intended to serve. Thus,
the poetic as well as the ideological aspects were the two pillars which are
painted with the spatiotemporal factor giving it the color of the new

context.

Originally, the role of the author upon producing the work of
literature lies in selecting the themes that should be relevant to the social
system if his’her work of literature is to be recognized (Lefevere, 1992).
This thesis, however, discusses the role of the trandator in choosing the
themes that are relevant to the social system in which the trandation
product is to be displayed. It additionally studies how both the spatial and

temporal aspects control the selection of such themes.

Additionaly, this thesis took the spatiotemporal dimensions as

coupled with the different trandlation varieties studied in an attempt to
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analyze the trangdlation choices made within a new context, space and time.
This means that the space and time are main factors that constrain the
trandation product giving suggested meanings contextualized to fit the new
spatiotemporal  framework within which the trandation process is

performed.

Since the study mainly focused on the above, the following

conclusions sum up the discussion:

1.  The Standard Arabic subtitles along with the Egyptian and L ebanese
version of Les Miserables introduced through different genres are
generaly constrained by the genres from which and into which the
trandation is processed. If there is a shift in genre, then the

trandation product moves farther from the original.

2.  Genredictates the features that the outcome of the translation process
should be characterized with. Therefore, the subtitles of a musical
film, for instance, follow the features of subtitling such type of films.
Similarly, the trandation of the same musical into atotally different
genre requires the features of the new genre to be kept in mind when

the new tranglation is produced.

3. Genre is not the only factor that contributes to determining
trandation choices, athough it is one of the key factors. The
aesthetic features of the work of literature should also be reflected in

the trandation. As such, symbolism, motifs and dominant characters
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and situations as literary devices are kept in mind when trandation
choices are made to keep the trandation product fitted within the

same literary ambience.

Whereas the author of a literary work is responsible for producing
literature that is of interest to people of hig/her time and suitable to
the place where it is to be published, the trandator is the mirrored
figure of the author in this respect. This means that the responsibility
of appropriating the trandation product to make it suit the new
context parallels the author's responsibility in reflecting the issues
that are of interest at the time and place when and where the literary

work is produced.

Appropriation of a trandated work of art requires re-
contextualization of the same work for the new translation product to
be well-received by the new receptors. The new context within
which the trandation is produced motivates the translator to make

trand ation decisions suit those new contexts.

Although re-contextualization is required for the purpose of making
trandated text more appropriate to the new context, such process is
determined by the ideologies which the institution
producing/broadcasting the trandation product serves. Hence, the

ideological constraints affecting the translation of the original for a
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new audience requires a specific re-contextualization influenced by

the political and cultural agenda.

7.  The trandator's choices in selecting the themes are motivated by
spatiotemporal redities. Therefore, the spatiotemporality governing
the trandation process extends not only to cover the selection of
themes quality but also themes quantity. Trandlation choices surpass
the level of choosing among available options and extends to the
level of zooming in and out to some themes by the deletion, addition,

magnification or the shrinking of themes.

Thinking of Les Miserables and the three trandation products this
thesis has examined, it is worth noting that the trandation choices are
governed by a shift in genre, place, time and ideology. The trandation
choices made are motivated by the space where the new trandation is
produced, the time the trandation product emerges and the ideologies the
trandation outcome is intended to serve. Following are the condensed
results that this study came with based on the conclusions mentioned above

with specific regard to the three trandlations of Les Miserables:

1. The fact that the Les Miserables 2012 film is a musical requires the
features of a musical to still exist in the translation outcome.
However, what matters at the end is not merely the genre of the
original, the genre of the trandation product is also important. The

shift of genre from a musical movie into subtitles entails a shift from
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the spoken form into the written form. Hence, the musicality is lost
in the trandation product simply because it is still heard in
conjunction with reading the subtitles. However, the shift in genre
does not necessarily require a change from one form of speech to
another, it may still be shifted into the same form of speech but
within a different media category. Therefore, the shift from Les
Miserables as a musical into a performance within a live TV show

also entails a shift in length.

The shift that this thesis discussed is not only a shift in genre, thereis
a shift in place and time. For instance, translating Les Miserables
after the Arab Spring shows how temporality of a new era when the
trandation product is broadcasted contributes to producing a
trandation outcome that serves the issues of the time of production,
that is the Arab Spring. Similarly, translating Les Miserables for a
specific audience, such as the Egyptian, makes a spatial redlity that
also contributes to deciding the fina shape of the trandation
outcome. Thus, the Arab Spring in Egypt becomes the new

spatiotempora redlity dictating the translation choices.

Not only new spatiotemporal realities motivate trandation choices,
ideologies supported by the trandation producer/broadcaster also
reach out. This means that the trandation of Les Miserables taking in
mind the Arab Spring in Egypt is not enough, there must be certain

ideologies to be served through this trandation. In our case, the
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political stand supported by the TV channels which broadcasted the
trandation vastly contributed to motivating the trandation choices

made.

Finally, when trandlating a work of literature with a shift in genre,
shift in place and time, and influence of ideologies to be served, the
nature of the new trandation product determines alot. Thisisto say
that translating Les Miserables for Basim Yousif's TV show on the
one hand and trandating the same for Arab Idol's show does not only
appear within different realities of ideologies and space although the
time is amost the same (After the Arab Spring), the nature of those
two shows a so decides the form of the outcome. Al-Bernameg is not
a singing-talent TV show like Arab Idol, and it is not intended to
measure how fine are the voices of the contestants are. Hosting
Fabrica to perform the Egyptian version of Les Miserables had a
purpose different from that for which the Lebanese version was
performed. To put it short, the Egyptian version had clear references
serving a certain political stand. And that is al what the Egyptian TV
show (Al-Bernameg) is about; serving a political stand and mocking
another. Asfor Arab Idol, itisa TV show that is mainly focused on
performing songs for the sake of performing songs having little to do
with supporting one certain political stand although provoking the
audience's feelings for the oppressed Arab people everywhere not in

one place only. And therefore, the Egyptian version is longer
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compared to the Lebanese version. The purpose is served by the
length as feeding the audience's mind with certain ideologies takes
longer than making the audience enjoy a song. Therefore, thematic

trand ation was the choice.
5.2 Recommendations:

This thesis is mainly concerned about the constraints which govern
the translation product following Lefever's theory. The different treatment
of the trandation of symbols, motifs and prototypical characters and
situations between the origina and the three language varieties as literary
devices is considered. Towards the end of the chapter, spatiotemporal
dimensions are aso studied in an attempt to analyze the translation choices
based on the shift in time and place. However, there is still alot to be said

about the spatiotemporal realities and their effect on the tranglation.

It is therefore suggested to conduct further research on the effects of
the shifts in space and time between the place and time where and when the
novel was written, the film was produced, and the dialectal versions were
performed. The 180 years between the time the novel was written and the
time the songs of the film based on the novel are re-written make a hearty
meal for researchersto dig and come up with the different interpretations of

meaning.

Asthisthesis dealt with the trandation choices motivated by both the

aesthetic aspect of the text as well as the ideologies imposed by the
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commissioner, little is sad about the translation process of AVT.
Therefore, it is recommended to conduct further research on the technical
part of the subtitling process which surely affects the tranglation choices
made. The subtitles of the movie as studied in this thesis are taken as
corresponding text to the origina soundtrack lyrics not as corresponding to

the performance of the soundtrack where the technical part isinvolved.
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Annex (1)

Master of the House song

Original Soundtrack Standard Arabic Egyptian Version
Lyrics Subtitles Lyrics
Welcome, Monsieur, sit Jaadi saws | Dlal Al LA b a
yourself down O Aafer | 4l Lia
And meet the best Ombal Jso ouildll S

innkeeper in town
Asfor therest, al of 'em
Ccrooks:

Rooking their guests and
crooking the books
Seldom do you see
Honest men like me

A gent of good intent
Who's content to be

Master of the house,
doling out the charm
Ready with a handshake
and an open palm
Tellsasaucy tale, makes a
little stir

Customers appreciate a
bon-viveur

Glad to do afriend afavor
Doesn't cost meto be nice
But nothing gets you
nothing

Everything has got alittle
price!

Master of the house,
keeper of the zoo

Ready to relieve 'em of a
Sou or two

Watering the wine,
making up the weight
Pickin' up their knick-

Ososms Ll O seady

Ll sl G o da
VLSS

ssle USe Lt

el dndliad Ly ala
4a gide g dal
Gangd dadydlsa Say

g s g3l A
Sl

Gpral dadd gl (S p
Ve Bl Ju Y sl

ol ail) i)
U_ﬂj\):\;“ M.J.J;

SV U8 e pSa )Y ala
Ol

2l S

ﬁ\;;;l\ U?
PRSTENPICH R IREN
2R 09

«JO alia aeall sy
o sl e Jadl

el (A AL

aedl Lo JS ) iy

Ol Caea J g3 cpiilie
Jes dungilly K e Ul

Al e s Rdlady

S legse
el (A A
o) 3

Gl g s jae
Cuaid Al A
JLL.\A.J Q\.S.d\ Q._\AL.\A

oY) addy

Qliy Ll JS aa pa
Lo | Lisa 5o |

O e b L sd alae
Shle s e Ul s




102

knacks when they can't
see straight

Everybody loves a
landlord

Everybody's bosom friend
| do whatever pleases
Jesus! Won't | bleed ‘'em
in the end!

Master of the house, quick
to catch yer eye

Never wants a passerby to
pass him by

Servant to the poor, butler
to the great

Comforter, philosopher,
and lifelong mate!
Everybody's boon
companion

Everybody's chaperone
But lock up your valises
Jesus! Won't | skin you to
the bone!

Food beyond compare.
Food beyond belief

Mix it in amincer and
pretend it's beef

Kidney of ahorse, liver of
acat

Filling up the sausages
with this and that
Residents are more than
welcome

Bridal suiteis occupied
Reasonable charges

Plus some little extras on
the side!

(Oh Santa!)

Charge 'emfor thelice,
extrafor the mice

Two percent for looking
in the mirror twice
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Herealittledlice, therea
little cut

Three percent for slegping
with the window shut
When it comesto fixing
prices

Therearealot of tricks|
knows

How it all increases, all
them bits and pieces
Jesus! It's amazing how it
grows!

(On, sorry love

L et's get something done
about that)

| used to dream that |
would meet a prince

But God Almighty, have
you seen what's happened
since?

Master of the house? Isn't
worth my spit!
Comforter, philosopher’
and lifelong shit!
Cunning little brain,
regular Voltaire

Thinks he's quite alover
but there's not much there
What a cruel trick of
nature landed me with
such alouse

God knows how I've
lasted living with this
bastard in the house!
Master of the house!
Master and a half!
Comforter, philosopher
Don't make me laugh!
Servant to the poor, butler
to the great

Hypocrite and toady and
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Inebriate!

Everybody bless the
landlord!

Everybody bless his
Spouse!

Everybody raise aglass
Raise it up the master's
arse

Everybody raiseaglassto
the Master of the House!
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Annex (2)

| Dreamed A Dram

Original Soundtrack
Lyrics

Standard Arabic
Subtitles

Egyptian Version
Lyrics

There was atime when
men were kind

When their voices were
soft

And their words inviting
There was atime when
love was blind

And the world was a song
And the song was exciting
Therewas atime

Thenit al went wrong

| dreamed adream in time
gone by

When hope was high

And life worth living

| dreamed that love would
never die

| dreamed that God would
be forgiving

Then | was young and
unafraid

And dreams were made
and used and wasted
There was no ransom to
be paid

NO song unsung

No wine untasted

But the tigers come at
night

With their voices soft as
thunder

Asthey tear your hope

apart
Asthey turn your dream
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to shame

He slept a summer by my
side

Hefilled my days with
endless wonder

He took my childhood in
his stride

But he was gone when
autumn came

And | still dream helll
cometo me

That we will live the years
together

But there are dreams that
cannot be

And there are storms we
cannot weather!

| had adream my life
would be

So different from this hell
I'mliving

So different now, from
what it seemed

Now life haskilled the
dream | dreamed
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Annex (3)

Do You Hear the People Sing

Original Soundtrack Lyrics

Egyptian Version Lyrics

L ebanese
Version Lyrics

Do you hear the people
sing?

Singing a song of angry
men?

It isthe music of a people
Who will not be slaves
again!

When the beating of your
heart

Echoes the beating of the
drums

Thereisalife about to start
When tomorrow comes!
Will you join in our
crusade?

Who will be strong and
stand with me?

Beyond the barricade

|s there aworld you long to
see?

Then joinin the fight

That will give you the right
to be free!

Will you give al you can
give

So that our banner may
advance

Some will fall and some
will live

Will you stand up and take
your chance?

The blood of the martyrs
Will water the meadows of
France!

Do you hear the people
sing?
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Singing a song of angry
men?

It isthe music of a people
Who will not be dlaves
again!

When the beating of your
heart

Echoes the beating of the
drums

Thereisalife about to start
When tomorrow comes
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Annex (4)

L ebanese compilation of Les Miserables

Do you hear the people sing?
Singing a song of angry men?

It isthe music of a people

Who will not be slaves again!
When the beating of your heart
Echoes the beating of the drums
Thereisalife about to start
When tomorrow comes!

Uz 85 () sedall O s aals

6Aa 5 it e Gl G 6l8 ldy

iy e Al g () sena
el 3l la 3 Sl i

There'sagrief that can't be spoken.
There's a pain goes on and on.
Empty chairs at empty tables

Now my friends are dead and gone.

Gres 1on any A

Gaohll S e Y
ek otaall | gud

Itistimefor usall

To decide who we are

Do we fight for the right

To anight at the opera now?
Have you asked of yourselves
What's the price you might pay?
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