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This study compares conceptual imagery in the apocalyptic scenes in two Arabic

poses a lot of problems for translators having different backgrounds and dispositions.

KEYWORDS Furthermore, the fact that Paradise Lost draws heavily on conceptual imagery, whether

) ) nonsensory or nonvisual, leads to different interpretations in the process of translation.
conceptual imagery, habitus,

feld Thus, comparing the conceptual imagery in the apocalyptic scenes in two distinct
ield.

translations of Milton's Paradise Lost is the primary goal of this work. It also sets out to
examine the role of habitus and the role of field in generating the translators’ strategies
for translating conceptual imagery. The two translations are selected according to two
criteria: the translator’s religion (Muslim vs. non-Muslim), and the translator’s habitus.
This study is grounded on translation approaches. The investigation of the translation is
supported by Bourdieu’s sociological theory and its relation to translation studies. The
findings show that both translators have varying dispositions, orientations, and
perspectives that lead to a significant discrepancy between their translations and

interpretations of conceptual imagery.

1. Introduction:

This study examines the complexities of rendering conceptual imagery in the apocalyptic scenes in
two Arabic translations of Milton’s Paradise Lost. Paradise Lost is an epic poem in blank verse and was
written by the English poet John Milton in the 17th century. It is regarded by critics to be as a milestone
in the history of English poetry and it enhanced Milton’s standing as one of the greatest poets of his time.
Two translations of Paradise Lost are selected, the first is done by Enani (2009) and ‘Abbud (2011).
Enani is an Egyptian translator, author and scholar who was born in Rashid, Egypt. His grandfather was a

self-made illiterate man who engaged in trade then opened a rice husking plant. He used to go to kuttab
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where he memorized the Quran since he was three years old. The second translator is ‘Abbtud who is a
Syrian writer, translator, critic and mythographer. He spent his childhood in an orthodox orphanage where
he learned literature and evolved his literary style. The social institutions that the translators went to when
they were children controlled their dispositions and function as the primary habitus, which is a set of
dispositions and schemes of perception and appreciation that organize the practices of individuals

according to Bourdieu (1990).
1.1 Statement of the Problem

This study seeks to explore the problems of rendering conceptual imagery in the apocalyptic
scenes in two Arabic translations of Milton’s Paradise Lost. When examining Paradise Lost, a translator
faces the challenge of rendering the conceptual images which frequently constitute the poetic texture in
descriptions of the apocalyptic reality. The translators’ dispositions, orientations, and their different views
of this world and the Hereafter, the so-called habitus leads to different interpretations of conceptual
imagery, and hence the considerable difference in their translations. This matter is complicated by the fact
that Paradise Lost draws heavily on vague imagery. According to Ryken (1970), the vague imagery in
Paradise Lost, whether nonsensory or nonvisual, involves something which is not seen distinctly or arises
from something which is not seen at all. Rendering such vague imagery differs in both translations by
reason of the two translators’ habitus and the dynamics of the field of translation. Neglecting such

imagery results in an imprecise critical analysis of Milton’s conceptual imagery.
1.2 Objectives of the Study

The main objective of this study is to investigate comparatively how far conceptual imagery in the
apocalyptic scenes is retained in two Arabic translations of Milton’s Paradise Lost, which are Enani
(2009), and ‘Abbiid (2011). It also sets out to examine the role of primary and professional habitus in
generating Enani’s and ‘Abbiid’s translation strategies, and highlights the social and academic institutions

that are involved in controlling their dispositions.
1.3 Questions of the Study

1. What is the role of habitus in conveying Milton’s conceptual imagery in the apocalyptic scenes
and how far is it retained?
2. Why does the habitus of one translator generate dispositions that comply with existing norms, and

the habitus of another, generate dispositions that challenge these norms?
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In order for these questions to be answered correctly, they need to be tested on a wider range of
translators from different cultural traditions and different backgrounds. That is why two different

translations done by Enani (2009) and ‘Abbiid (2011) are selected.
1.4 Scope of the Study

The study is confined to the investigation of conceptual imagery in the apocalyptic scenes in Paradise
Lost. It investigates two translations only of the epic. The two translations are done by a Muslim
translator, Muhammad Enani, and a Christian mythographer and critic of poetry, Hanna ‘Abbud. These
two translators are selected for the purpose of highlighting the difference in rendering conceptual imagery
in the apocalyptic sciences, as well as investigating how Milton’s stylistic variation is rendered by them.
All the poetic lines are confined to conceptual imagery only. The tools that help in the analysis of the data

is Bourdieu’s sociological theory as well as a prosodic scansion of the poetic lines.
1.5 Data and Methodology

The analysis of the study is based on Bourdieu’s sociological theory (1990) and its association with
translation studies because this theory reveals important aspects of the social context in which translation
is done. This theory has also shifted attention to various research fields such as training institutions,
working conditions, professional institutions and their social role, questions of ethics in translation, (auto)
biographies of translators and interpreters. This sociological analysis of Paradise Lost is supported by
analytic tools such as a paratextual framing of the translation that includes an interview with one of the

translators, that is Enani.
Theoretical and Paratextual Framing of Paradise Lost

This chapter discusses Bourdieu’s theory on which this study is based and its relation to translation
studies. It also discusses the paratextual framing of the translation which is important to a sociobiological
analysis of a given translation as it describes the relationship between the translation and human agents who
contribute to its production. A brief stylistic analysis of relevant translated poems is also given. Five themes
provide the organizational framework for this chapter on the theoretical and paratextual framing of Paradise

Lost: habitus, capital, filed; peritext, and epitext.
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Theoretical Framework
3.1.1 Bourdieu’s Theory and its Relation to Translation Studies

This study relates Bourdieu’s sociological theory to the translation of conceptual imagery in the
apocalyptic scenes in Paradise Lost. The data are analyzed in light of this theory to investigate its effect on
the performance of the translators. Therefore, this section presents Bourdieu’s sociological theory and its
relation to translation studies, and an overview of the sociological turn of translations studies, which is
preceded by the cultural one. It is also concerned with the basic pillars of Bourdieu’s theory, the main

features of habitus, and the different classifications of habitus.

The sociological turn of translation studies began when translation and interpreting were initially
treated as form and part of the social practice. In light of this turn of translation studies, translators, their
behavior, and their agencies became the core of focus in the discipline. (Hawel & Mzaiel, 2018). The
translator/interpreter here is treated as an agent who is affected by the field of translation and affects the
structure of the field at the same time. Conversely, the cultural approaches to translation, like Even-Zohar’s
which does not touch upon the translator’s motives, neglect the social circumstances that shape the inner

behavior of the translator, and consequently affect the process and the product of translation.

According to a sociological approach to translation, the translation is related to its socio-cultural
context, for example, the translator’s/ agency’s background, the translator’s/ agency’s cultural orientation
or the text relation to the socio-cultural function. Bourdieu’s work has been recently explored in relation to
other sociological theories that have begun to emerge as relevant to translation studies, especially the work
of Latour who developed the actor-network theory. Field, habitus, and capital construct the basic pillars of

Bourdieu's social framework.

Field. It is used in Bourdieu’s sociology to refer to a structured space of possible positions which
are occupied by agents. The structure of the field is dynamic and changeable and is always governed by the
struggle among its members over different types of capital. In this respect, social space is a wider category
which comprises multiple fields (cultural, political or economic), and the social space of an individual

includes the fields within which he or she operates. (Hanna, 2016).

Capital. Bourdieu uses the term “capital” to account for the behavior of culture producers, which
helps to give an emphasis on the agency of translators. Cultural producers compete over cultural capital. A
great effort is exerted to control cultural capital and to eventually convert it into economic capital. Culture

producers seek profit from their intellectual labor. They seek to accumulate capital, which is the goal that
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drives culture producers into action, and capital is also the resource they deploy in their struggle for

dominance in the field. According to Bourdieu, capital is divided into economic, cultural and social.

Cultural Capital. Tt is divided into embodied, objectified and institutionalized. Embodied: it is
concentrated in the knowledge, the skills, and the cultural, artistic and political preferences which
individuals possess. It is acquired either deliberately through education or spontaneously through the
unconscious processes of socialization. Objectified: Cultural capital materializes in cultural objects “such
as writings, paintings, monuments, instruments, etc. It is worth noting that Enani authored and translated
many books on the translation of poetry and translation of style (2000), (2020). ‘Abbtd also wrote numerous
books on philosophical and political thought criticism, literary economics, poetry, and literary theory
(1978), (1982). The materiality of objectified cultural capital makes its conversion to economic capital
easier than is the case with embodied cultural capital. Institutionalized: cultural capital takes the form of an
academic degree, a title or an award which is acknowledged by an educational or cultural institution. In this
respect, Enani received many awards, including the State Award in Translation in 1982 for translating
Milton's Paradise Lost into Arabic. On the other hand, ‘Abbud received numerous honours, including the

Arab Writers Union Appreciation Award for literary criticism.

Enani (2002) stated that his father M. Enani was fond of literature, particularly poetry.
Consequently, he was preoccupied with poetry by which means he would show people that he was different
from others. That is why he used to read it as much as he could and study the different Arabic meters. He
is also eager to write poetry in its classical form. His cultural capital had been accumulated since he was a
child. He was a bookworm and used to read any book or magazine or newspaper. He also used to borrow
old magazines in which perfumy were sold so that he could read them. This is how he used to accumulate
his cultural capital when he was a teenager. The first course he talked about during his academic study was

poetry. He stated that the key to poetry was man and nature.

How capital is accumulated, multiplied, diminished, or converted to other forms of capital is
determined by the dispositions informing the decisions of culture producers and the series of successive
choices they make in their field(s) of activity i.e. their habitus and trajectory, respectively, as Bourdieu
would call them. He proposes that the individual's habitus and capital affect the field that governs practices.
While accumulating capital is the goal that motivates the behavior of culture producers, their habitus

generate the strategies which enable them to attain that goal.

Social Capital. Bourdieu defines social capital as the set of actual or potential social resources that

individuals own and use. This could manifest as belonging to a specific group that grants each of its
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members access to "the backing of the collectively-owned capital”. This collectively owned capital is
activated by signaling the common name of a group to which agents belong; this could be the name of a
family, class, school, political party, literary club, or movement (Bourdieu 1986: 249). In this respect,
‘Abbiid is a member of the Literary Criticism Society of the Arab Writers Union. He is regarded as one of
the critics of poetry in the second half of the twentieth century. Being a member of a translation or language
association raises a translator’s social capital, and the certification of a respected association provides

credentials for translators. It also provides a recognized measure of competence for translation.

According to Bourdieu, the possession of social capital in the form of networks of connections is
the result of a long process of investment strategies aimed at transforming circumstantial relationships into
"social relationships that are directly usable in the short or long term. In this respect, Enani (2002) stated
that he travelled to England to study literature and came back to Egypt in 1975. Travelling to a foreign
country, where one mingles with people with a foreign culture, furthers one’s aim of being a leader in the
field of translation. Unlike Bourdieu who argued that social capital is symbolic and cannot be incorporated
into one individual habitus, the knowledge gained from social relationships can be put to practical use by
means of teaching or rendering this knowledge in a piece of research or book. Hanna (2016) also argued
that mutual recognition of two literary translators is only symbolic within the field of literary translation
and through the means of production available in the field: a conference on literary translation, an

introduction to a translation of a text translated by a fellow translator, etc.

Habitus. Bourdieu literally defines habitus as “systems of durable, transposable dispositions,
structured structures predisposed to function as structuring structures” (Bourdieu,1990, 53). In other words,
the set of dispositions, perception and appreciation schemes that govern individuals' practices is referred to
as habitus. The habitus is literally incorporated by long exposure to a given region of social space. The
body itself is disposed to feeling at ease in certain social contexts and agitated in others. One is often at ease
while engaging with members of groups from close regions in social space. Conversely, one is apt to
experience discomfort when confronting individuals presented as one's superiors (Fogle, 2011). So, habitus

is also a sense of place.

For Bourdieu, habitus and field can only exist in relation to each other. Although a field is
constituted by the various social agents participating in it (and thus their habitus), a habitus, in effect,
represents the transposition of objective structures of the field into the subjective structures of action and
thought of the agent. Hanna (2016) argued that one’s habitus is the product of the collective constraints and

conditions of the fields s/he is involved in, and the personal experiences acquired through the multiple and

——
~
| —



British Journal of Translation, Linguistics and Literature (BJTLL)

unconscious processes of socialization. A presupposition in the acceptance of inseparable dispositions

inherent in habitus implies that individual social action is dependent on an individual’s habitus.

Habitus is divided into primary and professional. Primary habitus comprises the dispositions
acquired by the individual during the early processes of socialization (through the family, social class,
schooling, etc. (Hanna, 2016). Professional habitus consists of the dispositions and schemes of perception
acquired by the individual when getting involved in specific professional activities. For instance, it takes a
translator a long time to engage in medical translation and this requires him/her to take specialized courses
which provide him/her with a set of specialist skills and dispositions. In some translation activities
professional habitus is not constituted through conscious and pre-defined training. It rather takes the form
of indirect apprenticeship. This is typically the case of literary and drama translators who usually do not
receive formal training. They acquire the skills necessary for their profession merely through assimilating,
consciously or unconsciously, the practices "of other translators. The following figure represents the main

three pillars of Bourdieu’s theory: field, capital, and habitus.

Figure 3.1 Main Pillars of Bourdieu’s Theory

( ). Social space
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Levantine translators were not known to have professional training in translation during the second
half of the 19th and early 20th centuries. However, their professional habitus drew on their primary habitus
and was further developed through the actual practice of translation in the Levant during the second half of
the nineteenth century. They juxtaposed the conventional language of neoclassical Arabic, with its
characteristic thymed prose (saj ), parallel structures and archaic lexis, with the plain prose characteristic
of modern Egyptian Arabic (Hanna, 2016). The plays represented in table 2.1 are translated under the
following rhyming titles in an attempt to appeal to the public and in response to market needs, thereby

maximizing the economic capital:
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Table 3 Plays along with their Equivalent Arabic Rhyming Titles

The Source Title The Arabic Rhyming Title

Corneille’s Le Cid Gharam wa Intigam by Naguib Haddad

Shakespear’s Othello Hiyal ar-Rijal Naguib Haddad

Voltair’s Mérope Taslyat al-Qulub fi Riwayat Mérope by Muhammad Iffat

Hafez (1993) stated that the translations done by most Egyptian and Levantine translators of the late
nineteenth century were nearer to adaptation than to accurate literary translation because the reading public
could not tolerate going beyond the limits of traditional culture. Part of the cultural capital which these
translators employed in their endeavor to accumulate economic capital consisted in their fair knowledge of
the folk narratives that were in circulation during that time. Therefore, translators chose works that satisfy
the taste of the avant-garde reader, and consequently translation and adaptation played a major role in
relating the fictional techniques of European literature to the fictional techniques of magamat and babat

(Hafez, 1993).

Erich Prunc€ (as cited in Vorderobermeier, 2014) discussed translators’ habitus by classifying the
concept into that of the priest, the prince and the pariah. According to Prunc, the habitus of the translator-
priest originated in ancient Mesopotamia and, today, this habitus might be found among translators and
interpreters working for international organizations such as the European Union and the United Nations.
The habitus of the prince, on the other hand, hails from Ancient Egypt where multilingual aristocratic
princes did not translate or interpret themselves but were the supervisors of interpreters. He points out that
to the pariah “the customer is the king” and “the author their master” Prun¢ does not show much compassion

for the invisible translator-servant who works for ever lower fees.

The fact that the constitution of habitus, as explained in Bourdieu’s sociology, is the outcome of

processes of social conditioning and cognitive construction calls for an analysis of the translator’s habitus
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through a sociological approach. There are certain social institutions that are involved in conditioning the
translator’s dispositions. These institutions in addition to professional specialization in the field of
translation perform certain roles in governing the translator’s dispositions. Consequently, translation norms

are cognitively conveyed and integrated into translation strategies.

Enani’s Primary Habitus. Enani’s father used to let him memorize classical Arabic poetry when he
was young. He also used to go to kuttab where he memorized the Quran since he was three years old.
Furthermore, he used to attend sessions organized by Muslim Brotherhood, but he left this organization
because he did not like to be a committed member of any party or organization. This indicates his Islamic
tendency and how his religious education regulates his professional practices. His diction, which is
borrowed from the Quran and Islamic creed, mirrors his religious faith. Furthermore, his proficiency in
translating Milton’s epic resulted from his memorization of the Quran and classical Arabic poetry when he

was young.

Enani’s Professional Habitus. Enani studied Arabic and English literature when he enrolled in the
department of English at Cairo University. His academic and professional specialization is poetry. For his
MA thesis is entitled “A Study of the Development in Wordsworth’s Use of Some Central Images in The
Prelude, 1-VI”. He did a doctoral thesis on “the Development of Wordsworth’s Early Styles, 1973-1800 as
Reflected in the Imagery of an Evening Walk, Descriptive Sketches, The Borderers, Peter Bell, and The
Prelude 1-11. In addition, he did translations of many poems, lyrical and verse plays from English to Arabic
and vice versa such as Night Traveller, Leila and the Madman, On the Name of Egypt, Beauty Bathing in
the River, Songs of Guilt and Innocence, The Trial of an Unknown Man, The Fall of Cordova, The Language
of Lovers' Blood, Time to Catch Time, A Thousand Faces Has the Moon, Shrouded by the Branches of
Night, An Ebony Face, Beauty Bathing in the River, A Midsummer Night’s Dream, and Shakespear’s

Sonnets.

Many of Enani’s renderings of poems are done in versified translation due to his conviction that
verse must be translated in verse. He also believes that translating poetry is much easier than composing it.
He was versed in Arabic and English prosody because he studied Arabic and English poetry while he was
an undergraduate student in the department of English, Faculty of Arts, Cairo University. He also taught
poetry to undergraduate students. He was also a poet and used to compose a lot of poems. He also used to
make an in-depth analysis of his translations. A case in point is his book (2000) which was written in English
and devoted wholly to the translation of Arabic. It is entitled “On Translating Arabic A Cultural Approach”.

He devoted a whole chapter to the translation of poetry and explored the translator’s intuition. Next, he
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wrote another book (2003) in which he also devoted a whole chapter to the translation of poetry in verse
and in prose. It is entitled A¢-Tarjamah al-Adabiyah bayna an-Nazariyah wat.Tatbig [Litrary Translation:
Practice and Theory]. The book is written in Arabic for the purpose of analyzing Arabic literary texts in the
language they were originally written. Each translation issue is thoroughly contextualized and illustrated
with examples from contemporary poetry. Enani was so proficient in analyzing Arabic meters that he
composed many of his translations according to them. For instance, he translated the poem “Ana wal
Madinah”, which was written by Ahmad Abdul Mo’ti Hijazi in 1957 in verse and composed it according
to al-Rajaz meter, the feet of which is (lziiue Gladiue lediis and repeated twice. The following is part of his

translation followed by a stylistic and poetic analysis:

(e s34 5 <Ll 138 | This is I, and this my city.
Jlll cilati) xie | At midnight
J5 ool s el Als ) | The vast square and walls are a hill
Jie )5 443 43 s | Appearing to disappear behind a hill!
«laa &3 ey Nl A A& 5 | A leaflet in the wind circled

G50) & Gela s | Then landed in the alleys.

Enani (2003) tried to use an English meter like the Arabic meter ar-Rajaz to produce a similar rhythm. The
English metric foot is iambus, where an unstressed syllable is followed by a stressed syllable. Enani (2003)
stated that the English reader could read the English poem in any way s/he likes. S/he can read it as follows:
This is/ I and/ this my/ city. The meter here is iambus and the second foot is trochee because I is stressed
instead of the second syllable. Otherwise, s/he can divide the first line into three feet, the first and second
of which consist of three syllables, that is the anapaest, a unit of sound in poetry consisting of two unstressed

syllables followed by a stressed syllable: This is I/ and this my/ city.

‘Abbiid’s Habitus. *Abbud is one of the most important poetry critics in Syria in the second half of
the twentieth century. He is a Syrian author, translator, critic, and mythographer. His parents passed away
when he was five years old. Afterwards, he spent his childhood in an Orthodox orphanage in Homs. He
stayed there for eight years, which in turn had a significant impact on the development of his literary
persona. Unlike Enani who graduated from Cairo university with a BA in English literature. “Abbud

received his studies in Homs and graduated from Damascus University with a BA in Arabic language. He
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worked as a teacher after graduating from university until 1989. He regarded it as a patriotic duty until it

took him away from his literary critical project.
Field of Poetry Translation in The Twentieth Century

Enani’s first translation of Paradise Lost was done in several parts. The first two parts were
published in 1982. Therefore, tracing the field of poetry translation in the twentieth century is a matter of
importance. Before elaborating on the field of poetry translation, clarifying methodfs of rendering poetry
that were common during that period is also important. There have been two main methods of translating
poetry: verse-to-verse translation, which is definitely the most difficult type of literary translation, and
verse-to-prose translation. The first method is difficult because poetry has meter, syllable harmony, and
tone that are primarily language unique and cannot be translated. An approximate concordance can be
provided, but not a complete one. This method involves scansion, that is the rhythm of a line of poetry is
identified to show its meter, then an attempt to reproduce rhyme and rhythm which are similar to the original
ones. The second method has some weak points as it leads to the loss of beauty of the original poem. In this
day and age, there are few translators who can render poetry as verse. The first Arabic generation who
rendered verse as verse included ’Abbas al-’Aqad, Ibrahim al-Mazni, who translated a poem by

Artsybashev, Ali Mahmoud Taha, Abdel-Rahman Shokri, and Khalil Mutran.

According to Enani (2020), verse-to-prose translation “harms” the Arabic heritage. Furthermore,
Arabic translators use the easy method verse-to-prose, and some people think it is verse. Kholef (date), was
sad because modern poets limit their poetry to meters of one measuring unit (taf’ila). He also urges that
rendering the author’s style is the biggest challenge that a translator faces and when poetry is rendered as

prose, the author’s style is not maintained. (my translation).

One of the Arab poets who adopted verse- to-verse translation is the Lebanese poet and writer Wadi*
al-Bustani. In 1912, Wad1® al-Bustani translated Rubaiyat Omar Khayyam, which was later translated by
Rami in the thirties in verse too. Then, one of the most distinguished Egyptian poets, critics, philosophers,
and translators in the twentieth century, *Abbas al-’Aqqad adopted also verse-to-verse translation. A case
in point is the following poem composed by Shakespeare and translated by him in 1916. It is probably the
first poem composed by Shakespeare. In this poem Venus, the goddess of Love addresses Adonis, a young
man who is well known for his stunning beauty. The rhyme scheme of this poem is AB AB CC. It is written
in this way to depict Venus’s agony and unrequited love. Al-’Aqqad rendered such a rhyme by using one
and unified rhyme in his translated poem, /Meem/ the repeated letter on which the poem is based /rawai/.

He maintained Arabic meters in his poems. His poetry included rigorous measuring procedures and modern
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clear style. Furthermore, his literary style is similar to the style of English and French literature. While he

expressed new meanings, he maintained Arabic meters in his poems. The meter used in the following

translated poem is the long meter, the most common meter in classical Arabic poetry. He also paid attention

to rthythm. It is worth noting Al-’Aqqad’s poems belong to vertical poetry. The meter to which the poem

belongs is the long meter (at-tawil). This meter consists of the following measuring unit: (i s=d Ohelie ()l 528

Slelia

Logale Dl teal Vel )Lt Lt (Sl 5 45idl il
Laa ¥y Cpen Lg Ui, D L yuadd Gillad CulS 1y Citen
Ll 5 L g Lge panad Al JGaand e cillag

Lallald (ladosy OIS Gad s Lagad uanill agin o<
ol Laal g lalma Jlan L] (kg LIS (pnl s
Logd Guilaall o gall and 38 prmse Jeal gunll an 5l OIS
Leagia I3 Wl ozl Gy e o) il ey il

Ladse el sall A 6 enains oday &l Caall 13g) Y

She looks upon his lips, and they are pale;

She takes him by the hand, and that is cold;

She whispers in his ears a heavy tale,

As if they heard the woeful words she told;

She lifts the coffer-lids that close his eyes,
Where, lo! two lamps, burnt out, in darkness lies;
Two glasses where herself herself beheld

A thousand times, and now no more reflect;
Their virtue lost, wherein they late excell’d,

And every beauty robb’d of his effect:

Wonder of time,” quoth she, ‘this is my spite,
That, you being dead, the day should yet be light.
‘Since thou art dead, lo! here I prophesy,

Sorrow on love hereafter shall attend:

It is worth noting that some consonants are elided in some measuring units “taf’ilas”. In metrics, the first

line is analyzed as follows:

——
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Legdle /014 /oa dll e /1) Lad Ledions o S0/ Js e /U
Olelia /ol 528 /okelia /o)) sad 0//0// 0/0// 0/0/0/0// /0//
0//0// 10/0// 0/0/0// 0/0// Olelie /olsad Jobelia /0 pad

In 1934, Ibrahim Nagi translated Le Lac by Lamartine in verse. It was also rendered in verse by
Nicola Fayad, Shahada al-Yazgi and Ali Mahmoud Taha. However, it was translated as prose by Ahmad
Hassan az-Zayyat and Muhammad Mandur. According to some critics, the translation by az-Zayyat in prose

is better than the versified translations as it rendered the whole meaning of the poem (Hassan, 1970)

In the fifties Enani and some poets such as Shawki Gomaa used to render poems in verse. However,
Enani admitted that his talent needed to be nurtured (Enani, 2002). He learned that he should not neglect
the nuance of meanings. A case in point is his translation of 7he Waste Land by T.S. Eliot, and his translation

of A Little Learning is a Dangerous Thing in 1957.

¢ ) b alall e 238 Y | A little learning is a dangerous thing;
_sba 2a 138 | Drink deep, or taste not the Pierian spring:
de jidl 4w S ¢ i of L | There shallow draughts intoxicate the brain,
el waill & Y | And drinking largely sobers us again.
Uiyl gy 353 el 45l ,la88 | Alexander Pope

(Enani,2002, p.85) Lad ) W aui dlilal) a3le ja

On the other hand, there were two famous Arabic poets who started to compose free verse in the

fifties. Both of them are regarded as the pioneers of the renewal movement for conte

mporary Arabic poetry. They were Salah abdelSabur and Ahamd Abdel Mo’ati Hijazi.
AbdelSabur’s first collection of poems, an-Nas fi Biladi (People in My Land), published in 1956, heralded
the beginnings of the Egyptian free verse movement. His writing was strongly influenced by Western

literature. Enani, in turn, was so influenced by both of them.

In 1945, Khasba translated //iad and adopted verse-to-prose method. Some critics believe that this

method is more faithful to the original than the verse-to-verse one because verse has so strict rules that it
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deviates from the original. In 1958, the Syrian poet and translator Yusuf al-Khal was the first to translate
American poetry into Arabic. He plays a significant role in developing the modern Arabic poem,
particularly gasidat an-nathr (the prosepoem). Similarly, Ar-Rihani followed in Whitman’s footsteps and
published a book of verse entitled “prose verse”. In 1963, the poet as-Saiygh published a book in which he
translated fifty poems excerpted from Modern American poetry. He said in his introduction that is collection
is the first one including American poems translated into Arabic, ignoring al-Khal’s translation. Then, the
poet Yusuf rendered Whitman’s book verse entitled “Leaves of Grass” into Arabic in 1989. However, the
critic and poet ‘Abid Ismail draws many comparisons between Whitman’s original poems and their
translations. He concludes that they include distortion of his style and inability to grasp the intended

meaning (“Kharitat ash-shi‘r al-Amriki’, 2009)

Meanwhile, Enani sticks to verse-to-verse translation for many reasons. According to ’Eiyad, in
the sixties, Arabic readers of Enani’s poetry were still well versed in poetry composition and were able to
know if meters and feet are used correctly or not. Any deviation from the norms could incur enmity
between him and readers. (as cited in Enani, 2002). He also believes that verse-to-prose translation
“harms” the Arabic heritage as indicated earlier. On the other hand, verse-to prose translation became so
prevalent that eight translations of Love’s Philosophy by Shelley out of ten were done in prose. Only two
translators opted for conventional Arabic prosody and its concomitant diction (Hassan, 1970). However,
Enani and a few Egyptian poets like Farid stick to verse-to-verse method in spite of the prevalence of

verse-to-prose translation.

Table 3 Methods of Translating Love’s Philosophy by Shelley

Translator Year Method

Fa’iq Riyad 1919 Verse-to-prose
Abdel Hamid Hamdi 1929 Verse-to-prose
Muhammad Ahmad Ragab 1930 Verse-to-prose
Qustandi Dawiid 1933 Verse-to-verse
Ahmad Zaki abu Shadi 1934 Verse-to-verse
Ibrahim al-Masr1 1938 Verse-to-prose
M.Wahbah 1940 Verse-to-prose
Murtada Shararah 1945 Verse-to-prose
Ibrahim Sakik 1950 Verse-to-prose
Al-Masiri wa Zid 1964 Verse-to-prose
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Structure and Properties of the Field of Poetry Translation in the Twenty First Century

Translation of poetry has recently been one of the most difficult types and most controversial
issues in the field of literary translation. The most controversial issue is whether to regard a translated
poem as verse or prose. When rendering English poetry into Arabic many elements are taken into
consideration: Arabic meters, rhythm, and rhyme. Therefore, not all rhymed prose is verse. Poetry that is
rendered as rhymed lines with no actual use of meters is regarded as one of the types of literary

translation.

In the twenty-first century, renderings of poems also vary. Some are done in verse, others in prose.
Vertical versified translation almost disappeared. Mazid (2017) authored a book in which he made a
comprehensive analysis of poetry and translation thereof. Many renderings are done in free verse whether
in Arabic or English. Furthermore, one rendering is done in verse and prose together. A case in point is
the following poem by Robert Brooke. The poem is a metatextual interpretation of the classic story of

Helen and Menelaus. Mazid’s translation is a metatext of the poem.

433 5 e 524 | Menelaus and Helen
&l £ 53l Al x| HOT through Troy’s ruin Menelaus broke
- call pllas - o3V G348 | To Priam’s palace, sword in hand, to sate
- ol Al ) sl JAn | On that adulterous whore a ten years’ hate
- cualall Al 5 | And a king’s honour. Through red death, and smoke,
s Jasy | And cries, and then by quieter ways he strode,
Gyl 3 Cawd) Je | Till the still innermost chamber fronted him.
hagll aie <Suy 5 | He swung his sword, and crashed into the dim
og s23all ellall 5 30 lae | Luxurious bower, flaming like a god.
O e Al gy iy 8

Jime 8 (mn () e

Many critics argued that translating poetry involves betrayal as a poem cannot be reproduced in

another language. While Enani believes that his translation is faithful, many readers believe that his
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translation is not. Enani believes that his translation is faithful according to his interpretation. They argue

that faithful prose translation is better than unfaithful verse translation.

According to Hanna (2014), members of the field can make a variety of decisions and choices, or
what Bourdieu refers to as position-takings, due to the available positions. Since publishers are co-
producers of any translation product and are in turn significant members of the translation field, the
process of translation can be affected by their decisions to a certain degree. These publishers can be either
governmental or private, each of which has its own rules and guidelines. Translators could be prevented
from adding footnotes, headnotes or any other glosses that should be added for the purposes of clarifying
cultural specific items or locating them in a richer cultural and linguistic context. This occurs depending
on whether the translator is consecrated or not, that is the bigger his/her status in the field the bigger

his/her authority and canonicity of his translation.

The publishers of Enani’s translation are Kalima and The Egyptian-Lebanese House. The Kalima
translation project was an affiliate of the Abu Dhabi Authority for Culture & Heritage, a statutory body in
the United Arab Emirates that administered cultural heritage in the Emirate of Abu Dhabi. Accordingly, it
is a governmental publishing house which has strict rules and regulations. Enani’s translation was done
based on his own beliefs and convictions and was written without any limits or restrictions. That is why
these two publishers disclaim legal responsibility for the contents of Enani’s translation on the copyright
page. In contrast, the publisher of ‘Abbiid’s translation is the Public Syrian Book Organization. ‘Abud’s
translation is almost word-for word. Therefore, the authority of the private publisher available for Enani’s
translation of Paradise Lost in 2009 is far less powerful than the authority possessed by Syria's leading

government publisher in 2011.
3.1.4 Structure and Properties of the Field of Poetry Translation in the Levant

Lebanon has the largest percentage of Christianity in the Levant and the Arab world. Egypt and
Syria come next. Christian readerships sought to interpret Paradise Lost in accordance with their own
values, resulting in different retranslation strategies that incorporate competing interpretations. ‘Abbid
does another translation of Paradise Lost in prose and, consequently, affects the structure of the field of
poetry translation. This field consists of competing agents, Abbud and Enani, who struggle to impose an
acceptable interpretation according to their own beliefs. Hanna (2014) also argued that professional
attitudes and trajectories may be viewed as resources that are at stake in the ongoing struggles within a
given occupational field. A trajectory is defined by Gouanvic as the acquisition of bilingualism and

biculturalism (as cited in Vorderobermeier, 2014).
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The same controversy on the translation of poetry exists in different parts of the Arab World.
Saleh ‘Ilmant is a Palestinian translator who was born in Syria and translated a collection of poems by
Alberti in 1981. He translated these collections in verse and prose. The publisher is Dar al-Farabi which is
located in Beirut. In addition, Tawfiq Saigh is a Palestinian poet and translator who translated some
poems by T.S.Eliot. Al-Halool is a Syrian professor of English literature who argued that some features of
poetry are untranslatable. He (2022) argued that cultural references in poetry, especially words derived
from Holy books, cannot be rendered. If rendered, the cultural reference will be lost. The following is part

of ‘Ilmanit and al-Basha’s translation of a poem by Alberti, which is composed in verse and prose.
O8O 518 sy
(Caend | el
Gl
Agilidalea
eyl sl of e
gl Sl sl ge
Al bl 4l J gl

(Alberti, 1981)
Paratextual Framework of Paradise Lost

According to Genette (1997), peritext is everything closer to the text, everything between and on
the covers: the publisher’s peritext, forwards, prefaces, blurbs, epigraphs, etc. It sometimes includes
elements inserted into the interstices of the text such as chapter titles or certain notes. On the other hand,
epitext is everything remote from the actual text like reviews, interviews or conversations held after the
translation, or elements hidden behind private communications (letters, diaries, and others) (Genette,

1997, 2001).

Concerning the peritext, the front covers of the published translations are marked with many
symbols. Milton’s name along with the translators’ are placed on the front covers of Enani and ‘Abbiid’s
translations. Enani’s translation is target-oriented and ‘Abbud’s is source-oriented, but Milton’s name is

placed on both the front covers and precedes their names. Placing the name of a canonized poet before the
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translators’ on the cover of a published translation indicates that the products are not originally written by
the translators and also directs the readers’ attention to a quality product regardless of the translator’s
orientation. Furthermore, there is a portrait of Milton on the front cover of ‘Abbud’s translation, which
supports the translator and the publisher’s orientation, that is faithfulness to the source text. On the other
hand, Enani’s institutionalized cultural capital is reflected by his academic title that appears on the front
cover, while it does not appear when he signed at the end of the foreword. In addition to his academic
title, his introduction demonstrates his proficiency in Arabic and English and provides better access to the
original work. ‘Abbiid’s introduction also reflects his cultural capital but the product itself does not
conceal its nature of translation. He does not have any academic titles. In addition, this introduction which
is somehow long is consistent with the introductions to other translations he did throughout his trajectory
as a translator such as Yawm kana ar-Rabb Untha. He challenges academic stereotypes and works as an

independent researcher and critic.

The title page of ‘Abbiid’s translation indicates that it is published in Damascus in 2011 by the
Syrian General Organization of Books, an affiliate of the Ministry of Culture. It was published a few
months after street demonstrations as evidenced by his signature at the end of his introduction. The title
page also shows that it is added to Al-Assad National Library. This library was constructed for the
purpose of gathering all books related to the Syrian ancestral cultural heritage and daily newspapers and,
consequently, to categorize these materials to serve and benefit researchers and scholars. Since the
publishing house and the library to which the translation was added are state-run institutions, ‘Abbiid’s
translation is supposed to reflect the intentions of the Syrian regime, which suppressed protests through
violence and spared no effort to avert possible revolution. This can be discerned through ‘Abbiid’s
thoughts which mirrors Bashar al-Assad’s power and implies the possible outcomes of revolutions against
him as shown in his introduction. For instance, he states that Charles II would not have been restored to

monarchy by the British people had not it been for their conviction that the king’s murder is a crime

(‘Abbid’s, 2011, p.27)

Figure 3.2 Front cover of Abbiid’s translation of Milton’s Paradise Lost
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The introductions of Paradise Lost that Enani and ‘Abbiid wrote deserve consideration. In fact,
Enani’s introduction is longer and includes a comprehensive data about Milton’s social and intellectual
life, as well as the period during which Milton wrote his epic. Enani has also traced the history of poetry
since the renaissance. In his introduction Enani (2009) stated that his translation was praised by critics and
the audience, and the first volumes of his translation were sold out, which contributes to Enani’s agency.
He stated that for the translator or interpreter a higher consideration than money or continued
employability is professional pride, professional integrity, professional self-esteem. We all want to feel
that the job we are doing is important, that we do it well, and that the people we do it for appreciate our
work. In fact, the case of Enani is an epitome of the trajectories of modern translators who contributed to

the field of poetry translation in Egypt.

Both Enani and ‘Abbiud talks about the History of England during the seventeenth century and the

political upheaval it underwent. ‘Abbud devotes forty pages to the introduction of his translation which is
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entitled “Introduction to Paradise”. He details the seventeenth century history in this introduction. They
also talk about intellectual life during Milton, intellectual decline in the seventeenth century and how
literature declined in this era. That is why Enani begins his introduction with a query about how Milton
succeeded in writing this epic in spite of this decline. He replies to his query by stating that Milton was a
rebel who rejected the British monarchy and called for establishing a republic. Enani also says that during
his academic study, Milton was not liked by his professors and colleagues because of his political attitude
(Enani, 2008). A civil war broke out and ended with the establishment of the British Republic for the first
time. Puritanism called for the separation of church and state. This Puritan goal would be fulfilled by

means of work and positive contribution to society not isolation (Enani, 2008, p.28, my translation).

Enani (2008) stated that there was a good paragraph that Milton wrote during the civil war and
reflects his revolutionary spirit. He wrote it in his famous speech “Areopagitica” to defend the liberty of
unlicensed printing. This paragraph reads “I cannot praise a fugitive and clooister’d
vertue, unexercis'd & unbreath'd, that never sallies out and sees her adversary, but slinks out of the race,
where that immortall garland is to be run for, not without dust and heat.” Therefore, Paradise Lost

conveyed Milton’s attitude as evidenced by ‘Abbud’s introduction later.

In his introduction to his translation, Enani provides the readers with long dictionary, technical
definitions and historical dimension of “epic”. This reflects his knowledge which he wants to share with
his readers and mirrors his mastery of language. Such knowledge is part of his linguistic cultural capital,
which is enhanced by his educational and technical qualifications. Moreover, it reflects his awareness of
the importance of providing the readers with the dictionary and technical definitions, by which means
they are familiarized with the reason why Milton wrote such a lengthy poem about extraordinary deeds of

extraordinary characters.

The term is derived from /iltiham/, which means that the two fighters physically meet in
combat. However, the meaning of an epic lies beyond the scope of war. Writers often use
this term to mean any work that is out of touch with reality. The most famous poet and
critic, Ezra Pound identified the one of the most important characteristics of epic. He stated
that epic was a poem that had history. In his booklet about epic, Merchant says that epic is
characterized by its length and its many dimensions. Length does not necessarily mean
plenty of lines. However, an epic must be a multi-layered narrative. It is not devoted to a
single human, whatever the states of his life. As for the second part of the definition, epic

is a poetic narrative aimed at enchantment. (my translation).
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Epics are usually divided into two types: folk and literary. While a folk epic is primarily in oral
form, a literary epic is in written form. The author of a literary epic is an eminent writer, while the author
of a folk epic maybe a layman. The classification of which is not preferred by Enani is primitive and
fable, which is defined as a narrative, the main goal of which is to inculcate good morals and teach
lessons to people, mostly children. Hence, they are frequently made up and make use of animals and
inanimate objects in their narrative. Alternatively, Enani classified epic into primary and secondary.

Paradise Lost is a secondary epic or known as literary. Enani stated:

Old critics used to classify epic into two types: primitive and fable. However, this
classification is not valid because we cannot describe any old poetry as primitive. I prefer
to classify epic into primary and secondary. This classification is related to the time when

the epic was written not its evaluation. (Enani, 2008, pp.56-58, My translation).

These introductions offer a good example of the high status that literary translators gained. This
means of production which has become available in the field of literary translation is socially desirable
and helps in the consecration of the social status quo. Many literary translators have been often
marginalized to such an extent that many translators’ names were not written on the cover or even
mentioned. They were not even allowed to write a single footnote or even correct a mistake or typo made
by the author to protect themselves from negative criticism. On the contrary, the two translations in

question reveal the shift in the translators’ status.

While Enani (2008) wrote a comprehensive glossary of every book, ‘Abbud (2011) wrote
footnotes that explain many verses to the readers. Enani wrote a gloss to almost every line. These glosses
explain why Milton uses certain diction which does not coincide with the Islamic beliefs and culture.
Enani wanted to protect himself from criticism by means of explaining Milton’s reasons for using certain
terms rather than others. Writing such glosses reflect the translator’s knowledge, his embodied cultural
capital, and is consequently converted to the State Award in Translation, which is part of his
institutionalized cultural capital. According to Hanna (2014) such an award is one of the marks that signal
the consecration of a translator and distinguishes him/her from the marginalized apart from the privilege
of translating canonical works. He also stated that he translator's accomplishments and overall profile play
a significant role in determining whether or not he or she is a "consecrated" translator. Furthermore, Enani
has achieved superior status in the field of literary translation through his impressive record of

achievements.
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As for the epitext, the interview that I held with Enani is so important that it reveals the reason
why he adopts the Arabization strategy when he translates Paradise Lost. He states that he translates this
epic using correct classical Arabic according to the classification that Said Badawi (1973) suggested. He
wants the reader to know that his translation is a real one, a translation that does not read like a translation
at all. Enani says that when he read Paradise Lost he perceived that Milton was a monotheist and the epic
does not conflict with Muslims’ beliefs. He translates it so people know the essence of Islam and love
Arabic. Consequently, he serves his language, his country and his religion. On the other hand, ‘Abbud
wants to serve his Christianity. Although Enani does not deviate from the monotheistic beliefs included in
the Paradise Lost, Enani is regarded as a “producer” of an epic that conforms to the target culture. In this
respect, Hanna (2014) argued that reproduction is not a process of replication but rather of appropriation
that allows individuals' habitus to not only reactivate structures but also to revive "the sense deposited in

them” but also imposes revisions and transformation.

In Enani’s translation there is a disclaimer before the index. The publishers say that they are not
connected with or responsible for the translator’s opinions and beliefs mentioned in the book. The
opinions mentioned therein do not reflect the publisher’s ones. (Enani, 2009, my translation). According
to the publisher, Enani’s apocalyptic interpretation of Milton’s epic is so deviant from the original that

they want to protect themselves by writing this disclaimer. It reads:

Abu Dhabi Authority for Culture & Heritage (Kalima) and the Egyptian-Lebanese House
are not responsible for the author’s thoughts and inclinations. The thoughts mentioned in
this book are the author’s and do not necessarily reflect the thoughts of the authority and

the Egyptian-Lebanese House (Enani, 2002, my translation).

Figure 3 Snapshot of the disclaimer in Enani’s Translation of Milton’s Paradise Lost
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Hanna (2014) argued that the sociology of translation is only possible when questions about
translatorial agency are answered. He also stated that what translators say about their job is helpful in
reconstructing their agency, translation practices and decisions which are socially as well as historically
conditioned. This agency can only be reconstructed when the translator’s habitus — this embodiment of
personal and collective histories — is placed within the socio-cultural space where and when it functioned
and produced translation. Hanna (2014) stated that translators’ stories of becoming reveal considerable
differences with respect to the interplay between their background and field habitus. s (e.g., occupations,
clubs, intellectual or artistic circles, etc.) That is why Enani’s conversation with me is important as it
reflects Enani’s intentions and the reasons why the professional habitus generates his practices which

relate to social structures incorporated in his mind.

Enani also states that the audience likes his translation so much that many Christians love Islam.
That is why an Arabic translation that reflects the Bible was a must. ‘Abbiid’s interpretation of Paradise
Lost coincides with his Christian beliefs and completely differs from Enani’s. Venuti (2004) argued that
the interpretation endorsed and promoted by a retranslation is not separate from the social or institutional
context in which it operates. Retranslations "are designed deliberately to have particular institutional
effects" through the new competing interpretations they encode. He differentiated between retranslations
done without awareness of a preexisting translation and one done with full awareness. He elaborates on

the differences between the two:

These differences may first be introduced with the choice of a foreign text for retranslation,
but they subsequently proliferate with the development of discursive strategies to
retranslate it. Moreover, both the choice and the strategies are shaped by the retranslator's
appeal to the domestic constituencies who will put the retranslation to various uses. A
typical case is the choice of a foreign text that has achieved canonical status in the
translating culture. The sheer cultural authority of this text--the Bible, for instance, the
Homeric epics, Dante's Divine Comedy, Shakespeare's plays, or Cervantes's Don Quixote--
is likely to solicit retranslation because diverse domestic readerships will seek to interpret
it according to their own values and hence develop different retranslation strategies that

inscribe competing interpretations (pp.25-26).

Venuti cited the examples drawn from Homeric epics, Dante's Divine Comedy, which are very similar to
Milton’s great epic Paradise Lost. There is no doubt that the cultural authority of Milton’s great epic calls

on retranslations due to the different readerships that require certain interpretations and have certain
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expectations. It is apparent that ‘Abbiid wanted to provide the Christian readership with a retranslation so
that it is interpreted according to the same values of this readership. Consequently, ‘Abbiid developed
totally different strategies that fulfil his readers’ expectations. His retranslation is an attempt to

demonstrate the Christians’ authority over Muslims in the field of translating Christian texts.

On the other hand, ‘Abbid is a reproducer of Milton’s text as he reproduces Milton’s ideas
verbatim at the risk of awkwardness and incomprehensibility at many instances. His introduction revolves
around Milton’s reasons behind writing this epic. ‘Abbtd (2011) stated that Milton wrote this epic to
indicate his literary stance and elaborated on Milton’s tools for clarifying this stance. These tools are the
Bible, his religious belief, the literary heritage, his philosophical thought, the political attitude which is
reflected indirectly by means of Milton’s diction. Two words suffice to convey all Milton’s political
attitude liberal and republic. ‘Abbiid proceeds to reflect his political stance indirectly, which is the same
as the publisher’s, by means of elaborating the political circumstances before and after writing the epic.
He stated that a civil war erupted because of the disunity among the people, implying that a possible civil

war might erupt in Syria if street demonstrations proceed.

If Milton embarked on this epic before this date, it would not be as great as the present one. Milton
was so interested in politics that he used to return home at night. The return of monarchy is like
the return of new awareness, i.e. being aware that certainties disappeared. The story of the new
world was written in this epic. However, what is done is done and matters were not resolved.
Thereupon, Britain neither deposed a king nor supported a republican. However, it retained its
protestant religion, its monarchs and held them in high regard. When King Louis XVI was
executed in France, the French people panicked, and they all stood against killing kings. (‘Abbud,
2011, my translation)

Conclusion

According to Enani, many Christians like Islam because his translation is well received by the
audience. For this reason, a Bible-based translation into Arabic was essential. Abbiid's reading of
Paradise Lost is entirely different from Enani's and aligns with his Christian beliefs. In this respect, the
theoretical and paratextual framing of the two translations of Paradise Lost, epitext and peritext, indicate
that they are totally different from each other. As previously stated, the publisher and the Syrian political
government have an impact on ‘Abbud’s translation. Each translator’s habitus affects his translation as

evidenced by the two introductions written by them.
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Conceptual Imagery in the Apocalyptic Scenes from a Sociological Perspective

The beauty of the imagery used by Milton in Paradise Lost lies in its representing apocalyptic
reality in terms of phenomena having no substantial, tangible existence. It also illuminates Milton’s ideas.
More importantly, certain concepts are conceptualized via intangible phenomena throughout the twelve
books, giving us a glimpse of an enormous system of conceptual imagery used by Milton. The examples
analyzed in this chapter are excerpted from Milton’s apocalyptic scenes which include conceptual
imagery. The discussion centers on the two translators’ habitus which generate the two different strategies

adopted by them.

The strategies adopted to translate Milton’s conceptual imagery in the apocalyptic scenes have by
no means relation to each one’s habitus and cultural capital. ‘Abbtid wants to produce a Christian
translation and examined the circumstances at which Milton wrote the epic. He stated in the introduction
that the circumstances at which the epic was written are not in harmony with the true tenets of
Christianity. ‘Abbiid’s translation is characterized by some word choices that reflect his political stance
such as as-sulta which is repeatedly used in his translation. This stance is influenced by the publisher and
the Syrian political regime as mentioned earlier. His translation reflects his Christian background as

evidenced by the last paragraph in his introduction:

We do not want to separate religion from literature. This is impossible. We can notice how
religion is part and parcel of politics, literature and sociology then and now. We mean to say that
literary conventions cannot be separated from religious beliefs. Literary writers have become
acquainted with this principle and, consequently, prefer word choices over others so as not to

provoke the mob (‘Abbud, p.44, 2011).
Philosophical Representation: Endoxa and Paradoxa, Heterdoxy

Bourdieu (1977) argued that doxa is the outcome of a harmonized relation between one’s habitus
and the field where one operates. Doxa may be “a philosophy reduced to its commonplaces, or a doctrine
reduced to its stereotypes, as well as the heterogeneous result of two initially distinct philosophical or
doctrinal distinctions” (Sarfati 2002, p 494). Endoxa is a term used by Aristotle to refer to "what appears
manifest and true to all, or to most of the people, or to the wise," as suggested by Amossy (2002: 371).
Contrary to paradoxa, which indicates "shameful or problematic opinions," endoxa refers to "ideas
acceptable enough" (Moos 1993, cited in Amossy 2002: 371). To use Bourdieu's terminology, using

Classical Arabic in translating poems has always been a doxic practice of poetry translators in the Arab




BJTLL 5(2 Spring 2025):02-54

world. In contrast, the heterodox discourse is typically utilized by newcomers or established members
occupying dominating positions in the field; these tend to use subversion methods to challenge the
existing doxa and destabilize its dominant position in the field. Accordingly, ‘Abbiid’s use of different
levels of Arabic is a heterodoxic practice in which he uses other levels of Arabic rather than the Classical.

The first example of conceptual imagery which illustrates this argument is as follows:
ST1: Instruct me, for thou know’st; thou from the first

Wast present, and with mighty wings outspread

TTI(1): Wil i€ sl — 1 Caale Laa e

Crobiall dlalia Uauly <352 ol 430 2is (Enani, 2009)

TT1(2): Ahall S ld e pos Y ¢ Jdle

O sl @lalia 3 8 ¢ juala S (‘Abbid, 2011)

‘Abbiid’s deviates from using classical Arabic which has been the norm in translating classical

Aty

western poems. He translates “mighty” as “0xn &, and “outspread” as “2,4”, which does not belong to
Classical Arabic and cannot be found in great Arabic lexicons such as Lisan al-Arab. This word can be
found in modern, contemporary Arabic Lexicons. His word choices make the image banal and wastes its
force. Moreover, they more or less belong to colloquial Arabic. He uses other levels of Arabic, ranging

from modern standard, the colloquial of the educated, to the colloquial of the enlightened.

Enani’s translation is Islamic in many instances because of his word choices which are derived
from the Quran. He is much influenced by the Holy Quran because of his diction such as "ad ) Cule! |
“alia sy, which is derived from “4:! 3 5uly” (the Quran 18:18). He changed the adjective
“outspread” into the active participle “Uswly”. According to the majority of Islamic scholars, deriving
words and sentences from the Noble Quran is permissible in Islam. A translator, writer, or a speaker
derives his/her diction from Quranic suras for the purpose of beautifying his translation, writing or
speech. That is why Enani derives most of his diction from the Noble Quran which he learned by heart
during his early education. This education helps construct the system of dispositions which constitutes his
primary habitus and generate his translation strategies. In this respect, Hanna (2016) argued that one’s

habitus orients the individual’s practice within the social space.

His translation reflects how his translation is related to its social context and how his habitus

affects his translation which includes Quranic vocabulary, i.e. some dominant factors affect his translation
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decisions. The early schooling, socialization, and experiences that shaped the habitus of the Egyptian
translator Enani provide insight about his translation choices. Enani (2002) related that he used to go to
Kuttab where he memorized the Quran when he was over six. (p.9-10). The Muslim elementary school
/kuttab/ was primarily intended to cater for the memorization of the Qur’an, languages skills such as
writing, reading, and for the study of Arabic grammar. According to ibn Manzur (1981), the literal
meaning of kuttab is a place where writers are taught. (ibn Manzur, 1981, p. 3817). A more
comprehensive definition of kuttab: Muslim elementary school. Until the 20th century, boys were
instructed in Qur’an recitation, reading, writing, and grammar, which were the only means of mass
education. During the 20th century, government-sponsered primary schools have tended to replace the

kuttab in Muslim countries.

The habitus of the translators generate different strategies for rendering Milton’s epic in general,
and his conceptual imagery in particular. One translator's habitus generates dispositions that conform to
established norms or translating classical western poems into Arabic, while another's habitus generates
dispositions that defy these norms. It is argued that a dialect affects the poet’s use of a certain level of
language. A dialect has been more widely used than Classical Arabic, which is only used in certain

occasions such as, symposia, conferences and classical poetry.

Each habitus generates a different strategy for translation. Enani’s habitues generates free
translation in most of the epic, while ‘Abbiid’s habitus generates literal translation, using a certain level of
Arabic rather than Classical Arabic. In the following example, Milton compares the Holy spirit to a dove,
which is derived from the Bible. In Mark 1.10, the phrase "like a dove" is syntactically related to either
"Spirit" or "descending." Although a dove was frequently interpreted as a sign of the Holy Spirit in later

Christian tradition, such imagery is not found in first-century Jewish and Christian literature.
ST2: Dove-like sat’st brooding on the vast abyss
And mad’st it pregnant
L sh ) o a5 56d) 3 ATT2 (1):
Neilial A sbad) s s dalaal) Jia
G sl) lialia 2,8 juals CSTT2 (2):

lin Leleaid ALl 5 sgll (pumn dalen Jia
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The description of the Holy Spirit as a dove is one of the apocalyptic images mentioned in the
book of John who baptized the Christ. Milton derives this comparison from this apocalyptic image.
However, it is the Spirit's descent, which is likened to a dove, rather than his appearance. "Dove-like"
alludes to the Spirit's motion or movement. Milton sticks to the depiction mentioned in the Scriptures and
likens the Spirit to a dove. The Holy Spirit cannot change into a dove, but John, who baptized Jesus, was
given the sign of a dove to denote the veracity of the act because the dove is a symbol or indicator of
veracity and innocence. The Bible verses that include the description of the holy Spirit as a dove are as

follows:

“After being baptized, Jesus came up immediately from the water, and behold, the heavens were opened,

and he saw the Spirit of God descending as a dove and lighting on Him,” - Matthew 3:16

“Immediately coming up out of the water, He saw the heavens opening, and the Spirit like a dove

descending upon Him” -Mark 1:10

“And the Holy Spirit descended upon Him in bodily form like a dove, and a voice came out of heaven,

“You are My beloved Son, in You I am well-pleased.” - Luke 3:22

“John testified saying, “I have seen the Spirit descending as a dove out of heaven, and He remained upon

Him.” - John 1:32

Doves appear in the Bible in both literal and metaphorical contexts, from Noah and the Ark
through Jesus Christ's baptism. A dove, which was used to symbolize the Holy Spirit in the Gospel
accounts of Jesus' baptism, has been a common expression of the Holy Spirit throughout Christian history.
However, likening the Holy Spirit to a dove is not permissible in Islam, just like the belief in the Trinity.
Nevertheless, Enani sticks to the original wording and renders Milton’s diction as is. This is one of the
meanings that Enani precisely translates in Milton’s text. His translation is not completely free as
evidenced by the aforementioned example. This also supports his narrations in his biography about the

fidelity that he maintained when he translated Salisbury Plain by Enid Welsford (Enani, 2002, p. 24)

The two words “brooding” and “pregnant” are oddly mixed together by Milton. To brood is to sit
on eggs in order to hatch them not to make them “pregnant”. Here, Milton foregrounds the power of
metaphor, hence the precariousness of metaphor translation. It is a mixed metaphor. In his translation,
Enani uses another conceptual metaphor, which is ABYSS IS WOMAN, while ‘Abbiud sticks to the

foreignized translation of the metaphor. “Abyss” refers to a very deep wide space or hole that seems to
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have no bottom and can be translated as ““ 8 2* /huwwah/. It has the following connotations which are the

same in Arabic: chaos, a very difficult or dangerous situation, no moral principles, or rules.

A dove, which is a stocky seed or fruit-eating bird with a small head, pointed tail and
cooing voice is translated as <l /hamamah/ by both translators. It is also known as a messenger.
The term “dove” has the following connotations which are the same in Arabic: innocence, love,
tenderness, gentleness, peace, harmony, and tranquility. Enani uses a metonymy to render Milton’s
use of the word “pregnant”. It is worth noting that some of Enani’s images are more beautiful than
Milton’s themselves as is the case with the translation of the aforementioned conceptual image. He
refrains from the literal translation of “pregnant” and uses a metonymy instead. Enani alludes to the
dove’s pregnancy by using the Arabic figure of speech leilial & sball Cus s Such a metonymy
reflects how skilled Enani is. Milton’s metaphor becomes more powerful because of the distinct
meaning attached to the metonymy. However, ‘Abbiid’s literal translation, which is >, makes the

metaphor banal. There is a loss of beauty that results from translating each word literally.

Milton uses this metaphor so that the readers imagine that this powerful and gentle dove
made chaos pregnant. There is an analogy between abyss and Milton’s feeling of lowliness. It
seems that Milton asks God to improve what is base in him and to make him worthy of this
enormous self-appointed task, to create an epic in the English language like Homer for the Greeks
and Virgil for the Romans. The conceptualization of “abyss” in English literature is derived from
the Bible too. In the Bible it is used to refer to the underworld as (1) a prison for Satan and certain
demons; (2) the realm of the dead and the place from which the Antichrist arises. “Abyss” provides
an additional image to hell, that is the place of terror filled with demons (Elwell, 1984). As regards
the Qur’an, “abyss” is sometimes translated as “Jawy) & al”: Ul (e Jaul & ol d sl o) (Quran
4:145) (lit: Verily the hypocrites shall be in the lowest abyss of the Fire) translated by J.M.
Rodwell, Ahmad Raza Khan

4.2 Asserting the Autonomy of Poetry Translation: Paradise Lost in Classical Arabic

In an interview with him (2023), Enani states that he translated Paradise Lost so that
readers would understand the essence of Islam and appreciate Arabic. He changed Milton’s style
and diction on purpose for certain reasons. He wanted to serve his language, country, and religion.

As a result, he replaced Milton’s style and diction with his own. He also wanted the Arabic reader
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to feel that his/her language is closely associated with Arabic heritage, that is why he used

Classical Arabic. He adopted free translation and uses an elegant style so that his translation does
not read like translation. Illustration comes between the text and Milton’s conceptual imagery. In
addition, the following examples indicate that Enani uses a high register of classical Arabic while

‘Abbud does not.

Enani states that the story of Paradise Lost coincides with what Muslims believe in, hence
the importance of adopting free translation. Consequently, Enani wants to dispel misconceptions
about Islam. He translates Paradise Lost so that readers love Arabic and understand the true spirit
of Islam. While Enani wants to serve Islam, ‘Abbiid wants to serve Christianity. He also renders
Paradise Lost in Arabic, but he maintains closeness to the source text which is derived from the
Bible. Since he is engrossed in the poetics of Quranic Arabic, Enani, in his translation of Paradise
Lost, is eager to eliminate any vestiges of foreignness in some poetic lines. Cases in point are the

following poetic lines that include conceptual images.
ST14: victorious king,
Son, heir, and Lord, to him dominion given,
Worthiest to reign (VI, 886-888)
JUEETRTpEE:
Balaad) Al a5 (53 a5 15 oY)
(Enani, 2009, p.336)sSall jaal s
aiial) ellall anay s
Aald) Canie 4l canaadl 5 Gy ol g oY)
(‘Abbiid, 2011, p.428)aSally ,aaY!

Titles and forms of address, whether they name qualities or roles, usually constitute
conceptual images. A case in point is the aforementioned excerpt in which the angels describe
Christ as victorious king, Lord who inherits all his Father’s Kingdom. According to Ryken (1970),
the angels designate phenomena that have no concrete referent in the physical world but
nonetheless pertain to genuine beings such as triumph, monarchy, sonship, dominion, and worth.

One of the most frequently employed techniques in Paradise Lost is the technique of describing the
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Deity and angels through epithets. These angels are also presented by means of conceptual images

and the conceptual references to them are often attached to epithets as mentioned later.

Biblical texts speak of Jesus inheriting from his Father. He inherits everything from Him
except fatherhood. In Romans 1:4, Paul says that Jesus Christ was "declared the Son of God with
power by the resurrection from the dead." According to Hebrews 1:4, Jesus also inherited a name
from his Father: “as much superior to angels as the name he has inherited is more excellent than
theirs.” In Islam, Jesus is one of the five great prophets and messengers of strong will. The
Messengers of strong will are the five who are mentioned by Allah in the Qur’an: Muhammad,
Abraham, Moses, Noah, and Jesus. Jesus neither inherits anything from God nor is he begotten by
Him. Enani renders the whole image literally although the trinity is prohibited in Islam. This
indicates that Enani does not follow free translation completely and he does not change Paradise

Lost into an Islamic epic completely.

Enani and ‘Abbud translated “heir” as warith and warith, respectively. The latter is found in
old Arabic lexicons because the agent is derived from the three-letter verb waratha, (lit: to inherit),
by adding an alif between the first and second letters. In Islam, it is one of Allah’s attributes. It
means that He inherits the earth and whatsoever is thereon because they will have died, and He will
remain after them, will own them and do anything He wants to them. Allah does not use the term
"inheritance" in the way we do, for example, receiving anything that is not ours from a deceased
person. God is merely using the word to let us understand that after everything perishes and He is
the only one who will live, everything will remain for Him and return to Him. For no one else is

living to take it.

Warith is found in contemporary Arabic lexicons as it has been commonly used in Arabic.
It is called in Arabic grammar sifa mushbaha, a derived noun referring to the permanent quality of
an entity, e.g. gamil, (lit: beautiful). The agent (ism al-fa‘il) on the other hand describes a temporary
quality, e.g. warith. A person is only referred to as warith if the quality waratha emanates from
him, while the attribute warith applies to a person all the time. Accordingly, the difference between
warith and warith is that warith indicates a being inheriting something at the moment, whereas
warith indicates a being permanently has the quality of inheriting. It seems that Enani and “Abbuid
make their word choices because of this differentiation. Apparently, “Abbud believes that Jesus is
the only and permanent inheritor of God. His choice of warith is, which is associated with his

habitus, is consistent with his aim to produce a Christian translation of Paradise Lost.
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Enani changes the verb “reign” into the noun “hakimin”, which is mentioned in the Quran.
Such a change in word classes indicates his proficiency in translation procedures. He changes the
part of speech flexibly to produce a vivid translation effect. This change can be viewed as an effect
of the functioning of his habitus. This word choice, in addition to the previously mentioned
choices, displays the impact of his habitus-forming education and experience on his translation

practice.
ST15: Hear all ye angels, progeny of light,
Thrones, dominations, princedoms, virtues, powers (V, 600-601)
|yl 15l Ll L AW WSITTIS (1)
Jiladll 5 il ley) (553 b b Lol 15 oall (553 Ly
(Enani, 2009, p.280). <l )i 5
Glaal 5 ¢ il elol AL Ll 4a3TT15 (2)
(‘Abbud, 2011, p.351). ddalull g dluadll g 3 HLa¥) g 8abuad) g i g ol

According to Ryken (1970), angels, like God, are commonly depicted through conceptual images,
and conceptual references to them are regularly connected to terms and modes of reference. This
excerpt begins with “hear” which is translated accurately by Enani. On the other hand, it is
translated by ‘Abbiid as tahiyya, the Arabic equivalent to “welcome”. In the aforementioned poetic
lines, Milton uses multiple epithets and mental images to depict a scene full of celestial beings in a
few different passages. Enani describes the epithets progeny of light, thrones, dominations,
princedoms, virtues, powers by means of zawi, which is more eloquent than ashab, the word used
by ‘Abbiid. When using epithets Milton uses plural nouns because the epithets name vast numbers
of angels. While Milton uses a lot of plural nouns, ‘Abbuid uses singular ones: siyyada, imara,
fadila, sulta. 71, the singular of zaw1, modifies a noun which is independent while s@hib, the
singular of ashab, modifies a noun which is dependent. Al-Suhaili (as cited in as-Suytiti, 2005)

stated:

Describing nouns with ziz is more eloquent and honorable than sahib. zii precedes the one
who is subservient, while sahib precedes the noun who is independent. We say Abu Huraira
sahib an-Nabai, but we do not say an-Nabai sahib abu Huaraira. Based on this

differentiation, Allah the Exalted said, “cs 1357 (lit: Man of the Whale) (Quran 21:87). In
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contrast, Allah the Exalted said, “< sl cabaS (S5 Y 5" (lit: Don’t be like the Fellow of the
Whale) (Quran 68:48). There is a nuance of meaning in the two verses. There is a great
difference between the two phrases or the two epithets. When Allah wanted to praise him,
He used zii because this appositive is more honorable. However, Allah used sahib in His

warning about following the Fellow of the Whale. (as-Suyiitt, 2005, pp.1104-1105).

In the twenty-first century, ‘Abbiid and many poets tend to deviate from classical Arabic, its
beauties and overlook the nuances of meaning of Arabic words. Bourdieu (1970) argued that the
very conditions of development of the habitus, a virtue born of need, imply that the anticipations it
generates tend to overlook the constraint to which the validity of probability calculation is
subordinated. Translating poetry in the Arab world differs according to each translator’s habitus,
his/her own conventions not according to certain conventions and norms, even if these conventions

are as strict as conventions of the Arabic language.
Regions they pass’d, the mighty Regencies
Of Seraphim and Potentates and Thrones
In their triple degrees V, 748-750)
bl 5 plaall il gl e — druls glialy |5 50 TT(1)
Ghaall (553 3308 5 a5 jlall 453 (e
Enani, 2009, p.286) <306 i i (
A lllaa s @il 15 TT(2)
sl calanal 5 Jal sall 5 2l jaudl e
(‘Abbud, 2011, p.360). A5 agils ya A
About his chariot numberless were poured
Cherub and seraph, potentates and thrones,
And virtues, winged spirits (VII, 197-199)
A (e (rand Y Slaef i 4S5 i (1)

Sis ol 5535 s g8l (590 ay i g slall g am g LA (e
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(Enani, 2009, p.350)4aiaall <l jall 5 caiaall #1553 (a5 cJibadll (553 (1a5
sl e 2y Y Le (3835 4%y je J 9n 5(2)

Gl ol 33l ol el a5

(‘Abbiid, 2011, p. 444). daise e daine 71 luadll Claal

Since the images are titular words, the apocalyptic vision is kept in the domain of thoughts, which
transcends the world of visual objects. Milton describes how Satan and his armies passed through
territories, the great regencies Of Seraphim and Potentates and Thrones in their triple order,
territories which are greater than all Adam’s dominion. ‘Abbiid translated “regions” as agalim,
while Enani translates this term as asga’, one of the word choices which indicates his use of a high
register of Arabic. These word choices include sanadid, the Arabic equivalent to “full of courage

and determination.”

Names of angels and their nature do exist in Islam and belong to the realm of the unseen.
Milton mentions Seraphim and Cherubim, neither of which are enshrined in Quran and Sunna. The
former is comparable to Hamalat al- ‘Arsh, those who carry the 'Arsh (Throne of God), and the
latter is comparable to Mugarrabiin who surround the throne of God, and constantly praise God.
Ryken (1970) stated that despite Milton's relatively loose adherence to such Scholastic distinctions,
the conventional categorization of the angels into several ranks lent itself easily to speaking of the
angels in terms of their intangible but real locations in the celestial hierarchy. In Islam, angels are
also divided into ranks or degrees according to the responsibilities they bear. That is why Enani
states that the epic does not conflict with Islamic beliefs. Enani translates these names literally, but
he changes just only one letter because of the way Arab readers pronouns the /s/ sound. Concerning
the epithets, he also translates them literally just like ‘Abbiid who leaves out the translation of “the
mighty Regencies”. While ‘Abbiuid renders “degrees” as daragat, Enani renders it as tabaqat. This
term is rendered adequately by ‘Abbud.

ST3: Two of far nobler shape erect and tall,
Godlike erect, with native Honour clad
In naked Majestic seemed Lords of all,

And worthie seemed, for in thir looks Divine
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The image of thir glorious Maker shon,

Truth, wisdom, Sanctitude severe and pure,

Whence, true autoritie in men (Milton, 2005, p.113)

Jshall 5 Aelall a5 $lal) o S ledle ) Sl GSITT3:

Caiall oy Lad puaSy i ) AdVIS Gy WS

LSl S ol LagDDla (8 0l 52

L) Lagialla & Canlans 3 Ll Loglimd |y g

Gelial g aaal) Legdlld 3y guom

) A jleall dadl) 5 dasall 5 5ally

(Enani, 2009, p.219) 4dslall s sill 4 a jUal 3 (<15 ds jla i<
el sha 5 patio Juif Legl< SITT3:

Ll je Ca il pe Lagalaaail 3 4l (leadiy

) s Lagil ek oal s JDla b

L) Lagialla & ()Y ¢laning LS

(A i) vad) lagaila s ) sa

i) 522l Al 5 AeSall  3al) b

(‘Abbiid, 2011, pp.259-260). < sl &y 2S5 8 (<15 Bariiia

To express the idea that Adam and Eve are held by God in honor, which is an addition to Milton’s

main image, a beautiful image is employed. Milton uses a metaphor where he likened honor to an item of

clothing. Compared to plain language, a figure of speech is more eloquent and has a greater influence on

the reader. Enani rendered this conceptual metaphor “with native Honour clad as “yaksuhoma Sharaf al-

manbat” which helps retain the beauty of Milton’s image. It is an implicit metaphor in which honor is

compared to an item of clothing. In Arabic, metaphors are mainly divided into explicit and implicit. The

tenor is omitted in the explicit metaphor, while the vehicle is omitted in the implicit. Enani uses this

implicit metaphor to render Milton image. In contrast, ‘Abbiid rendered this image as ma‘he r Sharaf

arrafah which is vague and incomprehensible. Therefore, the beauty of Milton’s image is lost.
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In the aforementioned verses which are excerpted from book four, Milton points out Satan’s
description of Adam and Eve when he arrives in the garden. The description of two human beings heavily
relies on conceptual imagery. Keren (1970) illustrated that about fourteen conceptual terms comprise the
poetic texture of the description: nobleness, Godlikeness, honor, majesty, lordship, worthiness, glory,
truth, wisdom, sanctitude, severity, purity, freedom, and authority. Adam and Eve are conceptualized in
terms of abstract qualities. Denotatively, “god” may refer to either God or a Roman god according to the
author’s intention. Godlike written with capital ‘g” refers to God. Connotatively: Godlikeness has
connotations in Islam which are different from these in Christianity. Among these connotations is
diminution of God. Muslims believe that God cannot be likened to anything according to the Qur’anic
verse “There is nothing like him (Quran 42:11). That is why Enani opts for the strategy of arabization in
most of the epic. As regards Christianity, the conceptualization of human beings in terms of God raises a
controversial issue. Reisner (2011) argued that readers who only note the inevitable diminution of God
without noting the many strategies adopted by Milton in the epic to reverse this diminution are at best

uncharitable.

In both Islam and Christianity, Adam was created in God’s image, but this does not mean that
Adam’s appearance is like God’s. It seems that Milton likens Adam and Eve to God because Adam is
created in God’s image according to Christianity and Islam as well, (43, s e a3l il 313) There is also
another interpretation of this hadith: the pronoun in 45, = refers to Adam not God. In his translation,
Enani adds the adjective “4is” to "4ell" because the concept of two human beings resembling God is not
permissible in Islam. Based on his orientations and dispositions, Enani made major modification which
results in “a thematic transformation”. (Khayyal, 2018). In this respect, Mazid (2017) argued that having
some parts of the form or content or spirit lost in the translation is better than never to have the translation
at all. On the other hand, ‘Abbiid rendered this conceptual image as "4 (lexds (31" and sticks to the

foreign elements of the text. Such resemblance or comparison to God is also made by ‘Abbiid in the

following verse translation:
ST4: so lively shines
In them divine resemblance, and such grace
The hand that formed them on their shape hath poured. (Milton, 2005, p.115)
it Lo g 2l L YTT4:

G Guall alaef L g dpunil] el L
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(Enani, 2009, p.222)15 W & b sea e asiae|
4 gy adand ETTY:

3pS Aand g ol pa 4L L

(“Abbiid, 2011, pp.266)LelSs Leinia il ) LS

The descriptions of Adam and Eve as human beings who resemble God provide the same kind of
cumulative conceptual image. This image is rendered in two different ways by the two translators. The
translators’ different discursive strategies result from their contradictory habitus that orient their practices
in the social space. The difference in Milton and Enani’s thoughts results from the difference in their
religions not cultures. Again, Enani refuses to translate the actual meaning of “divine resemblance”
because resemblance between God and Adam and Eve is not permissible in Islam. He deviates from the
meaning of the original text and chooses to use “4ad =<3”. On the other hand, ‘ Abbiud sticks to the
source expression and translates “divine resemblance” as 4 g« 41L&, Enani wants also to render the
content of the text except for Milton’s visions that contradict with his beliefs. Enani uses one of the
Arabic conditionals that denotes future, that is g 25 W gdaus L 3, This is one of the Arabic grammatical rules

that is rarely used by Arab writers.

STS5: A happy rural seat of various view

TT5:3axke ) e GI3 4ia 4dy ) 425 (Enani, 2009, p.217).
TT5: de siia 3lia (o lamas Ly, USa (‘Abbiid, 2011, pp.255)

Here, Milton likens Eden to a country with many aspects. Eden is conceptualized as a rural seat. A
rural seat can be translated as % (S« Connotatively, it connotes simplicity, calmness, greenery. This
expression evokes the conceptual description of Paradise. It is a not sensory description, being
characterized by happiness and joy. (Ryken, 1975). The description of Eden as a “happy rural seat”
prepares the reader to discover Milton’s conceptual description of Edenic idyll. While Abud translates “
happy” as saidan, Enani opts for 4ani’a which is more appropriate for the description of a place. The
translation raises no problem and, consequently, the two translators translate it as 4 ) 428 and Lé ) UlSa
,;respectively. However, Enani’s translation is more fluent and does not read like a translation because of

his grammatical form and word choices.
ST6: Daughter of God and man, immortal Eve,

For such thou art, from sin and blame entire: (Milton, 2005, p.255)
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sallall o ga L oLl 5 U 43 UTT6 (1):
(Enani, 2009, p.421). il 5 o sl ¢e 4y el 1388
BallAl) o) sa (i) 5l <y UTT6 (2):
(‘Abbiid, 2011, p.536) el s dadadll (e & 55 ¢ 3Sa &by
ST7: With goddess-like demeanour forth she went; (Milton, 2005, p.224)
(Enani, 2009, p.376).4853 &l sha shat Cua 138 TT7(1):
(‘Abbiid, 2011, p.479)<xa’d il 4wl s STT7(2):

Here, Eve is conceptualized in terms of a goddess. Milton bestows on Eve the characteristics of divinity
and immortality by describing her as immortal. Denotatively, it can be translated as 4¢ll. Goddess
connotes attributes of the divine, mystery, and power. It also connotes a mythological time past rather
than actual present time, while it connotes the previously mentioned attributes as well as polytheism in the

Arabic culture. In addition, Goddess refers to pre-Islamic deities such as Ancient Egyptian goddesses.

In addition to receiving his education in a Syrian missionary institution, ‘Abbtid was able to easily
reject the conventional standards and aesthetics of the Arabic-Islamic literary heritage due to his Christian
background. ‘Abbiid goes for a literal translation and the primary focus of his translation is on the
denotative level such as (42) in the Western culture. On the other hand, Enani goes for free translation by
means of conceptualizing Eve as an angel. He translates Goddess-like into 4553, deemphasizing the
denotative level, anchoring the text into the Arabic cultural semiosphere. The way she went is adjusted by
likening Eve’s footsteps to these of angels. ‘Abbiid sticks to the English sentence structure and refrains

from Arabic rules that tend to begin with nominal and verbal sentences not adjuncts.
STS: ...on she came,
Led by her heavenly maker, though unseen,
...Grace was in all her steps, heaven in her eye,
In every gesture dignity and love. (VIIL,484-489)
523 LTS (1)
L G ol 5«5 stand) Lgailia Leagy

Lo (A claull 5 cla shatisghd S 848G )l oy
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(Enani, 2009, p.395) «a 4 5 elayl 938 a JS A
lél ) TT8(2)

(i Yl aa o slandl Lgailia Lo 58

letise A elosall il shad JS S dlian

(‘Abbiid, 2011, pp.503-504)Jes s dal <3 L) IS

In this scene, Milton describes how Eve came to Adam who describes her beauty. She arrived, knowing
the value of marriage and its traditions, and being led by her heavenly creator, even if he was invisible.
She was also guided by his voice. She exuded elegance and affection in every motion, and her glance was
as pure as heaven. The poetic texture of the description consists of four conceptual components: grace,
heaven, dignity and love. Ryken (1970) stated that Adam's description of Eve is as conceptual as Satan's
first impression of Adam and Eve. Enani translates “grace” as "48.4," which is associated with the shape
of the human body. The abstract concept is changed to a tangible one. On the other hand, ‘Abbtd’s
translation sounds odd due to his inaccurate word choices in addition to the misspellings. He translated
the same concept as karama, one of the Arabic equivalents to dignity, which does not collocate with
“gesture”. The use of this Arabic word is not appropriate to its context, hence a loss of metaphoric
conceptualization of Eve’s motion. In general, Enani’s translation tends to make the abstract appear

concrete. Furthermore, Milton’s description of Eve is distorted in ‘Abbud’s translation.
ST9: innocence, that as a veil
Had shadowed them from knowing ill, was gone,
Just confidence, and native righteousness
And honour from about them, naked left (IX, 1054-1057)
A IS S il se )yl IBTTO(1)
«Cuad By il 48 jae e Legaany
Jaa¥) Sl s ciiaall 8 SIS
(Enani, 2009, p.456)4e a3 & )ald clagl sa (e il LS iyl
Ulaa S 1 661 LITTI(2)

(g 35 Al Lagh e e ing
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A aY) AalEaY) 5 cdirliall A6 Lgaa
(‘Abbad, 2011, p.582) crte Sy clagl s (o ol

Enani’s diction is derived from his habitus, which ensures the active presence of past experiences. The
use of nigab mirrors his Islamic tendency and indicates how his religious education influences his
professional practices. On the other hand, ‘Abbud’s translation lacks fluency because he sticks to the
syntactic structure of the original poetic lines and keeps making word choices which are not collocated
with each other such as ya tim and sharr. 1t is argued that literal translation is faithful. However, true
translation is the one that does not result in distortion. True translation of poetry is the one that does not
lack aesthetic beauty and lexical honesty. In other words, true translation strikes a balance between the

beauty of form and the honesty of meaning.
........................... , they destitute and bare
Of all their virtue...(IX, 1062-1063)
1320 38 5 (predne LaaDIS (g STT(1)
(Enani, 2009, p.456).... kgl 43Ua JS (4
s s L a TT(2)
(‘Abbiid, 2011, p.582)...4luxa8 JS (e

The lexical item “virtue” is polysemous and is translated as different words according to the context.
Enani translates virtue as taga, the Arabic equivalent to strength and one of the polysemous meanings of
“virtue”. In Islam, Adam and Eve ate of the apple, then they were punished by Allah by uncovering their
private parts. Both of these parts are called saw 'a ‘shame’ because its exposure ‘shames’ yasi u that
person. “So they both ate from the tree and then their nakedness was exposed to them, prompting them to
cover themselves with leaves from Paradise. Therefore, Adam disobeyed his Lord, and lost his way.”
(Quran 20:121). One’s Islamic belief is complete when s/he does not talk about anything not mentioned
by God and His Messenger. Consequently, it seems that Enani avoids translating this word as fadila
because this conceptual image is not enshrined in Sharia. On the other hand, ‘Abbiid translated this noun
as fadila. The Bible never mentions virtue as a moral improvement or adornment for unregenerate man,
but rather as a byproduct of regeneration and for God's glory and service (2001, Elwell). Accordingly,
Milton’s conceptual image is rendered in two different ways by Enani and by ‘Abbiid. For each of their

habitus generate the different strategies adopted by them.
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Bad fruit of knowledge, if this be to know ...
Which leaves us naked thus, of Honor void
Of Innocence, of Faith, of Puritie (IX, 1074, 1075)
4 jrall o8 038 culS () 48 jaall i T sul WETT(1)
i)y syt 138 L yad il
)7 (Enani, 2009, p.45 < skl (586l pll (e g gaSAY) (e
Gl e Gl 388 G le US 5 2 STT(2)
(‘Abbud, 2011, p.583)¢slall s colar¥l as Bel ol (e

Adam states this type of knowledge is useless. It strips them naked and dishonors them. Their innocence
has been ruined. This Christian tenet conflicts with the Islamic ones. In Islam, the tree from which Adam
and Eve ate is not the tree of knowledge. This lost apocalyptic state is made up of intangible concepts and
ideas rather than tangible objects. Milton keeps drawing a conceptual picture of the apocalyptic state,
which was lost by the Fall, the lost knowledge, honor, innocence, faith and purity. All these images are
rendered as they are by the two translators. These conceptual qualities are mentioned briefly in the
aforementioned excerpt. The term “virtue” is comprehensive and includes all the following conceptual

qualities. That is why ‘Abbiid opts for fadila.
ST10: Among so many signs of power and rule
Conferred upon us, and dominion given
Over all other creatures...(IV, 429,431)
S Sl g Ul Sl (34 0 0 TT10(1)
Lz Lia S il 83l 5 cligle Ly o
(Enani, 2009, p.225) <@ daall e e
4aSa g 838 S G0 (TT10(2)
Aalod) Ui g Lile

(‘Abbiid, 2011, p.270)es 2 il slaall S e
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Adam states that God provides them with control over all the creatures on land, sea, and air, as well as the
freedom to enjoy the numerous joys that surround us. They are not going to whine about one small
guideline that is so simple to follow. Enani accurately renders this image, while ‘Abbud leaves out
“signs”. Enani is again influenced by the Quran vocabulary and chooses to translate this word as “ayat”

and “confer” as “an‘am”. His diction is more eloquent and exhibits a high register of standard Arabic.
ST11: in the happy garden placed,
Reaping immortal fruits of joy and love,
Uninterrupted joy, unrivalled love
In blissful solitude (III, 66-69)
saladl s 3 i TT11(11)
— ol sligh Led— sallal) Ll iy g
A Jfie Y ony ey Y slin
(Enani, 2009, p.173)..cill Al 3o 4
LSy sabendl 2 ATTI11(2)
caally ¢ il Al L ey
Al iV aa g ¢ palne 7 58
(‘Abbud, 2011, pp.186-187)3S e il 3= &

There is a consistent motif of conceptual imagery running through the descriptions of profuse vegetation,
fragrance, and harmony. God observes Adam and Eve who are enjoying the Garden of Eden. Humans are
placed in the pleasant garden, savoring the eternal fruits of joy and love, unending joy, unrivaled love.

God sees two humans inhabiting a conceptual universe rather than a physical one. This description is not

sensory at all, being characterized rather by happiness, immortality, joy, love and bliss.

The way the garden is later described in the poem is conceptually imagined in the first depiction of
Paradise. For example, the theme of happiness appears frequently. Before we have finished reading about
Paradise. Again, Enani’s diction is influenced by his habitus as evidenced by the use of “yart’an and
“yaqtifan, while Abbiid chooses the simple words “yaskonan” and “yatmat‘an and his diction is

influenced by the Bible. Enani’s diction is more accurate as he rendered “immortal” as “khalidah”. Abbud
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rendered this word as “nadijah”, which is not accurate, but rendered “blissful” as “mobaraka” which is
more accurate than Enani’s choice. Both descriptions of the conceptually imagined garden are not

different from Milton’s.
ST12: Your change approaches, when all these delights
Will vanish and deliver ye to woe,
More woe, the more your taste is now of joy (IV, 367-369)
UGisea Gl pusall o3 o) 1LeSl gt 2o 50 TT12(1)
10152V () Lehe Y 5 i gy (SIS i g
(Enani, 2009, p.222)!z 55Y) (e LeSanai ) 5 oz 43 e 0¥ 4Dlgs L o) 5 LalS
S sl 238 S Letie LS 523 00 STT12(2)
A ) Sy
(‘Abbiid, 2011, p.266). oY) z 4 (e LeSoal La oy AL) 212 35 o gau

In the aforementioned excerpt Satan is talking to Adam and Eve. He wants to take revenge on them and
asks if they know the change that is soon coming, when all these joys will disappear and be replaced with
grief, more grief than they have joy at present. The image of happiness appears as frequently as the
associated concepts of joy and delight. For example, when Satan first arrives in Eden, he encounters
"Vernal delight and joy" and then "the Feind / Saw undelighted all delight." Satan once more compares
life in Paradise to happiness and joy when he muses over the Fall of Adam and Eve. On the one hand, the
images and grief are translated by Enani as afrah and atrah which are rhyming with each other. On the

other hand, ‘Abbud translates the image of happiness as masarat which is derived from the Bible:
7 1% jusall el 5 a3l a8 e 5 eIl aall

Again, his translation of Milton’s conceptual images reveals the impact of his habitus-forming
education and experience on his strategy. There is a huge difference between his translation and Enani’s,
which indicates that there is a constant change in the field of translation. ‘Abbiid’s retranslation of
Paradise Lost is reconceptualized as part of the struggle over time among translators. Hanna (2016)
argued that winning in this long-term struggle depends on retranslators' ability to bestow distinguishing

characteristics on their translations and, consequently, gain an advantage over earlier translators.
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‘Abbud’s trajectory in the fields of Syrian cultural production in the late 19th and early 20th
centuries also provides insight into his habitus and the circumstances surrounding Syrian cultural
production at that time. Rendering western cultures has been prevalent for many decades in Syria and,
consequently, he was keen on rendering European literature. ‘Abbiid accumulated his cultural capital
through authoring and translating many books on Christianity and Judaism such as When God Was a
Woman published by Dar al-Ahali, The Holy Family, published by Dar Demeshq, “The Bible
Magicians”, and The Divine Comedy, published by Dar Ward.

Lang (2021) stated that the Syrian state controlled numerous field institutions: many artists and
intellectuals relied, and continue to rely, on the state for employment. (Manshrt Wizrat al-thagfa) and the
publishing house of the state-controlled (Ittid al-kuttb al-arab) are two of the most notable Syrian
publishers in the previous 40 years. That is why most of ‘Abbiid’s authored and translated books are

published by these two publishing houses.
ST13: Thee Father first they sung omnipotent,
Immutable, immortal, infinite,
Eternal king; thee author of all being,
Fountain of light, thyself invisible
DALl ) Ll s 508, Y 1 ) 53T T13(1)
3523 AllAl) & sadl) @llall L
Opalladl ol 1g eyl L
(Enani, 2009, p.186) Juas¥) LS, ¥ <bild | )il asi
olig s Vol 153 Y Ll <ITT13(2)
el allall ol ellal) L
25350 JS BIA g2V
(‘Abbiid, 2011, pp.206-207 )iz e e i3, il aui ly

Enani translates “thyself invisible” as zatak la tudrikha alabsar, which is derived from the Quran: Enani
keeps deriving his diction from the Quran: &l Calalll 5 5 a1 &)Y 5h 5 HaaTa& N (No vision can

encompass Him, but He encompasses all vision. For He is the Most Subtle, All-Aware). (Quran 6:103).
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Moreover, he translates immutable as gayyiim and “author of all being” as yarabb al- ‘Alamin, both of
which are derived from the Quran too. Enani says in one of the interviews with a journalist that he keeps
looking in two books and cannot close them even if he gets the piece of information he was looking for:
the Quran and Mutanabi’s book of verse. Similarly, ‘Abbud translated “thee father” as anta ayuha al-abb,
which is derived from the Bible.

(5:17 5)." el ()38 0 e ) 08 ol adally ad dle L1 & ahsa (305

The religious institutions Enani and ‘Abbiid used to frequent have an impact on their minds and,
consequently, affect their translation strategies. The knowledge they gained through these institutions
takes the form of embodied cultural capital. As mentioned earlier, Bourdieu (1986) argued that the
buildup of embodied cultural capital happens through inculcation, which can be deliberate through
education and mass media or unintentional through socialization processes. The accumulation of
‘Abbiid’s embodied cultural capital occurs spontaneously because he spent eight years of his childhood in
an Orthodox orphanage. This religious institution influences his translation strategy as evidenced by his
Biblical diction. Most of his word choices are derived from the Bible. Bourdieu (1990) argued that
practical belief is not a state of mind, still less a kind of arbitrary adherence to a set of instituted dogmas
and doctrines ('beliefs'), but rather a state of the body...Enacted belief, instilled by the childhood learning
that treats the body as a living memory pad, an automaton that 'leads the mind unconsciously along with
it." Bourdieu (1990) argued that the homogeneity of habitus observed within the bounds of a class of
social conditionings is what makes practices and works immediately understandable and redictable, and

thus taken for granted.
Conclusion

Enani’s education and professional experience contribute to the development of the system of
dispositions that comprise his fundamental habitus and generates his method of translating Milton’s
conceptual imagery. According to Hanna (2016), it guides an individual's practice within the social space.
Moreover, Enani changes Milton’s conceptual imagery to a great extent because some images conflict
with the Islamic beliefs and culture such as the resemblance between Adam, Eve and Allah. Enani
adopted free translation mostly, and purposefully altered Milton's diction and style for specific reasons.
First, he wants to serve his language and religion. Second, he believes that the epic on the whole does not
conflict with Muslim beliefs and wants to dispel misconceptions about Islam by means of this free
translation. His primary and professional habitus impel him to change some of Milton’s conceptual

images that conflict with Islamic beliefs intentionally and unintentionally.
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In contrast, ‘Abbiid wants to produce a Christian retranslation of the epic and accordingly adopts
literal translation and sticks to the source text completely. His translation reflects his religion and
upbringing in an orthodox orphanage. He keeps Milton’s conceptual imagery verbatim at the expense of
comprehensibility at many instances. It seems that ‘Abbiid is confused with the complexities of Milton’s
Latinized English syntax. Furthermore, his retranslation is done purposefully to achieve certain
institutional effects through the new interpretations it encodes. It is published by a governmental Syrian
publishing house, and is added to al-Assad Library. Consequently, it is supposed to reflect the intentions
of al-Assad’s political regime after the Arab spring through indirect statements in the introduction and

word choices in the translation.

The high register of Classical Arabic is characteristic of Enani’s translation as evidenced by his
grammatical forms, word choices, collocations, and sentence structure. His primary habitus generates
dispositions that comply with existing norms of the translation of poetry using a high standard of Standard
Arabic because he was raised on Arabic literature and classical poetry. On the other hand, ‘Abbud was
able to readily reject the accepted norms and aesthetics of the Arabic-Islamic literary heritage because of

his habitus-forming education.
Findings and Conclusion

Having examined the two translations of Paradise Lost, 1 conclude that conceptual imagery
which frequently constitutes the poetic texture in descriptions of apocalyptic reality is a considerable
challenge facing the two translators. The considerable difference in the two translations and interpretations
of conceptual imagery results from the translators’ dispositions, orientations, and their different views of
this world and the Hereafter, or the so-called habitus. This difference in perspective is also justified by the

audience each translation targets.

‘Abbiid keeps Milton’s conceptual imagery literally at the expense of grasping the intended
meaning at many instances. He rendered some conceptual images into vague and incomprehensible ones.
As a result, this rendering causes confusion and also lacks the beauty of Milton’s conceptual images.
David (2006) argued that language choice is triggered by factors such as educational attainment, ethnicity,
occupation, rural and urban origin. This also refers indirectly to one’s habitus and how it affects word
choices inevitably. Coulmas (1997) explained that people make their linguistic choices for different
purposes. Individuals and groups choose words and styles to satisfy their needs regarding the

communication of ideas and the establishment or defense of dominance. This means that translation is not
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a means of transferring meaning that involves moving from one language to another. However, it a

transfer that suggest a translator leaves something of himself/herself.

Each translator is concerned with conveying his ideological stance. Therefore, the impact of social
context on both translators’ behavior and experience is significant. Moreover, the socio-cultural norms
and the accessibility of target text inevitably control the translator’s translating practice and the
translators’ main concern. Each translator is eager to make his translation accessible to the target
audience. Enani primarily translated Paradise Lost to make it accessible to Muslim readers. He also wants
to dispel misconceptions about Islam via his translation. Concerning ‘Abbud, his translating practice is
influenced by two main factors: the reproduction of a Christian translation of Paradise Lost, and

compliance with the regulations of the Syrian regime.

This study provides crucial insights on translators' experiences and the social variables that form
the translator's experience, which in turn affects the translation process and product. The early education,
socialization, and life events that molded Egyptian translator Enani's life shed light on his translation
decisions. While Enani used to memorize Quran when he was a child, Abbud spent his childhood in an
orthodox orphanage where he studied literature and developed his writing style. His use of biblical
language in translation reflects the influence of this religious institution. Unlike Enani who bases many of

his word choices on the Quran, he derives most of his word choices from the Bible.

Concerning the sociological analysis, the two translators use their own interpretations and criteria
based on the function of the original text and translation. The translators' dispositions, orientations, and
different perspectives on this world and the Hereafter, known as habitus, lead to various interpretations of
conceptual imagery. Consequently, significant differences in their translations arise from these different
interpretations. This matter is complicated by the fact that Paradise Lost relies extensively on ambiguous
images. In this respect, Enani believes that his translation is fidel, while many readers believe it is not.

Enani believes his translation is faithful based on his understanding.
6.1.1 In Answer to the First Question of The Study

The sociolinguistic analysis provides the following answer to the first question of the study:
Enani's education and academic career affect his approach to conveying Milton's conceptual imagery and
generates the system of dispositions that make up his core habitus. Hanna (2016) asserts that it directs a
person's behavior in the social sphere. Furthermore, Enani significantly alters Milton's mental images

because some of the images—such as the similarity between Adam, Eve, and Allah—conflict with
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Islamic culture and beliefs. Enani primarily used free translation. He changed Milton's diction and style
for particular purposes. First, he wants to serve his faith and language. Second, he thinks that the epic as a
whole does not contradict Islamic doctrine. It is worth noting that Enani does not follow free translation
completely and he does not change Paradise Lost into an Islamic epic completely. Some of Milton’s

conceptual images are retained by him.

‘Abbud, on the other hand, adopts a literal translation approach and stays faithful to the original
text in order to reproduce a Christian retelling of the epic. His upbringing in an orthodox orphanage and
his faith are reflected in his translation. Milton's mental vision is often retained by him at the expense of
clarity. ‘Abbiid appears to be bewildered by the intricacies of Milton's Latinized English syntax.
Furthermore, by intentionally encoding new readings, his retranslation aims to accomplish certain
institutional objectives. It is added to al-Assad Library after having been published by a government-run
publishing business in Syria. Accordingly, it is intended to convey, via oblique references in the

introduction and translational word choices, the political regime of al-Assad's post-Arab spring goals.

The strategies that the translators adopt to render Milton’s conceptual imagery in the apocalyptic
scenes are strongly related to each one’s habitus and cultural capital. ‘Abbuid reproduces a Christian
retranslation of Milton’s Paradise Lost and, consequently, examined the circumstances at which epic was
written. He said that the circumstances at which the epic was written are not in harmony with the true
tenets of Christianity. Repeated word choices that mirror his political stance such as as-sulta are
characteristic of his translation. The publisher and the Syrian political regime influence this ideological

stance.
6.1.2 In Answer to the Second Question of The Study

Regarding the second question of the study, the following answer is provided: Enani's translation
exhibits the high register of Classical Arabic, as evidenced by his use of collocations, grammatical forms,
and sentence structure. Being raised on Arabic literature and classical poetry, his primary habitus creates
dispositions that adhere to the current standards of translating poetry utilizing a high level of Standard
Arabic. However, due to his education that formed his habitus, ‘Abbud was able to easily reject the
conventional standards and aesthetics of the Arabic-Islamic literary legacy. Since he comes from a
Christian background and receives his education in a Syrian missionary institution, ‘Abbud easily refuses
to adhere to the conventional standards and aesthetics of the Arabic-Islamic literary heritage. He adopts a
literal translation, and mainly directs his attention to the lexical level. This literal translation results in

lossy of beauty and makes some metaphors banal. While ‘Abbud’s habitus generates literal translation
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that deviates from Classical Arabic, Enani’s habitues generates free translation in most of the epic, using a

high register of Classical Arabic.

In Bourdieu's terms, the usage of Classical Arabic in translating poems has always been a doxic
practice of poetry translators in the Arab world. In this respect, Enani complies with rules of the poetry
field, which Bourdieu calls doxic beliefs and practices that form the basis of field and make its
boundaries. On the contrary, the heterodox discourse is typically used by newcomers or experienced
members who dominating positions in the field; these tend to use subversion methods to challenge the
existing doxa and destabilize its dominant position in the field. Accordingly, ‘Abbiid’s use of different
levels of Arabic is a heterodoxic practice in which he uses other levels of Arabic rather than the Classical

one.

Verse-to-prose translation is a heterodoxic practice that does not submit to the doxa of the time
when both translations are done. In this day and age, the dividing line between the doxic and the
heterodoxic within the specific field of poetry translation is not rigid, but rather changes because of some
factors related to both the internal structure of the field and the influence of similar fields. Some reasons
account for the translation of verse as prose. First of all, classical epics were apparently written in an
ancient language which no longer exists in most cases. Certain words cannot be translated literally into
Arabic or any other language. If they can be translated literally, they often differ in sound and meter. In
many cases, whole phrases need to be added for the purpose of translating one word. As a result, it is

impossible to employ meters. Therefore, it must be is rendered as prose if it is to be translated precisely.

On the other hand, the translation of Paradise Lost in Arabic and Islamic culture is rather
controversial due to his manipulation of the Fall narrative. The epic is based on conceptual images that
frequently constitute the poetic texture of the apocalyptic realty and, consequently, includes some
culturally controversial images. For instance, the conceptualization of human beings in terms of God is a
major controversial point in Islamic culture. Concerning the first doxic belief, Enani’s habitus generates
free translation in almost the while epic. He changes the conceptualization of Eve in terms of God into an

angel (Enani, 2009, p.376)

The study also sheds light on Enani’s capability of rendering one lexical item into an explanatory
collocation and his use of metonymies, which mirrors his proficiency in translation. Enani manages to use
new collocations, which play a significant role in determining the structures and semantics of many

words, for the purpose of conveying new connotations into Arabic without resorting to literal translation.
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He uses some unusual collocations which are derived from his habitus. The relationship between the text

type and the translator’s creativity leads to the usage of such collocations.
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