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ABSTRACT

This thesis is a comparative study between Hilary Kilpatrick’s English translation and
Tawfiq Saleh’s film adaptation °Al-Mahdu ‘un (The Duped) of Ghassan Kanafani’s Men in the
Sun. Drawing on Narrative and Appraisal theories, this thesis investigates the ideological
disparity between Kilpatrick and Saleh’s approaches to Kanafani’s text by examining their
respective attitudinal stance and patterns of narrative (re)framing in relation to three
dimensions: politics, religion, and culture. The thesis, thus, accentuates the ways in which the
translator’s identity, with its nexus of associated values, can reshape and reconfigure both
narratives and reality by producing hegemonic or resistant translations. In doing so, the study,
from a post-colonial perspective, aims to redirect the attention toward the ‘vertical’ power
dynamics in and of translation, in addition to exposing the varying, often subtle, levels of
negotiation, manipulation and intervention such politically loaded narratives, especially
contested narratives, experience in translation. In fact, combining literary translation
(interlingual translation) with adaptation (intersemiotic translation) reveals how narratives of
the same objet d’art are creatively interpreted and re-negotiated differently when the translation

medium involves visuals.

Keywords: Narrative theory, Appraisal theory, Narrative (re)framing, Film adaptation,
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To the homely star that posthumously burns
In heart, in words, in many a Lethean dream
Your lasting name and, oh, the sweet returns

Of your beaming image in the sacred stream



CHAPTER 1: INTRODUCTION

“Unlike a work of literature, translation finds itself not in the center of the
language forest but on the outside facing the wooded ridge; it calls into it
without entering, aiming at that single spot where the echo is able to give, in its
own language, the reverberation of the work in the alien one.”

Walter Benjamin, The Task of the Translator

Literature as an artistic deployment of language has been regularly scrutinized and
appraised from the perspective of aestheticism and its credo I’art pour I’art that aims to
disassociate linguistic expressions from any ideological configurations or didactic values. Such
a priori examination disregards the fact that literary narratives are intrinsically political and
socio-culturally defined. Language as a semiotic system is invariably in a reciprocal and
dialectical relation with ideology, which promotes the suggestion that “[a] position on ideology
[...] also declares a position on the nature of language, on its relations to “reality”, and on the
relations between language and thinking” (Lukin, 2019, p.11). In other words, literature is the
codification of reality mediated by language and narrative style —it is a formidable arena for
self-representation and cultural identity.

However, a certain liminality arises when translation is involved. Although the
dialogical nature of translation ideally helps in intercultural transfer and mitigating language
barriers, translation, more often than not, becomes the contesting medium of ideology, politics,
and power, particularly in light of globalization. For instance, Baker (2006) and Cronin (2003)
argue that globalization allowed translation to emerge as a process of power legitimization and
political recognition, whereas Al-Sudeary stipulates that globalization “has inadvertently
fostered a false sense of universality and a misconceived sense of common cultural heritage”
(2013, p.1). These views are relevant because they reflect the bilateral relation between
translation and the Goethean notion of Weltliteratur —the prominent definition being the
assimilation of different kinds of literature under the overarching insignia of oneness—and how
world literature uses translation as a “pyramidal model” and a domesticating tool for effacing
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cultural and political particularities; most notable in cases of language hierarchy (Shields,
2013). In a similar vein, Apter in her book Against World Literature, rejects the agglomeration
of such a paradigm and its “ready promotion of identifying over differing and its curiously
impassive treatment of ‘world” and anemic planetary politics” that deracinates heterogeneity
(2013, p.335).

These literary-cum-political overtures analogize the act of translation to a litmus test
indicative of the translator’s ideological orientation and interpretive inscription of a given text,
ergo labeling the present study under the allegorical image of death and (re)birth: to signify
translation’s antithetical polarity of decontextualizing versus recontextualizing political
narratives. The Palestinian writer Ghassan Kanafani is well-known for his politically nuanced
oeuvre and his commitment to the Palestinian cause until the Mossad assassinated him in 1972
at the age of thirty-six in a car bombing. His novels designate what Hayden White describes as
“the effort of the Palestinian people to mount a politically effective response to policies [...and]
the production of a similarly effective ideology, complete with an interpretation of their history
capable of endowing it with meaning that it has hitherto lacked” (1982, p.136). One such
politically loaded novel, which forms the basis of this study, is Men in the Sun. Originally
published in 1963, the novel examines the sociopolitical and geopolitical ramifications of the
Palestinian Nakba through the lens of three refugee characters representing three different
generations who seek to travel from the refugee camps in Iraq to Kuwait to earn a living. It has
a thematic breadth that touches upon issues such as Zionist colonialism, the Palestinian refugee
crisis, political passivity as well as Arab corruption.

Men in the Sun carries a diasporic impulse that articulates each characters’ search for
existence in exile. The main personae of the novel, Abu-Qais (the land romanticizer), Assa’d
(the political activist), Marwan (the Dickensian adolescent), and the controversial Abul-

Khaizuran (the Freudian materialist), are not the only allegorical participants in Kanafani’s
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symbolic, albeit cruel reality. The sun also becomes a cosmological “existential fixity”
(Neimneh, 2017, p.70) that portends the refugees’ final demise, and the desert too is turned into
an organic being spatially mirroring the lost homeland and out-of-placeness. This
fragmentation echoes what Saloul terms “exilic narrativity” which denotes the parallelism
between the characters’ laborious wandering and the “migratory aesthetics” reflected in the
storytelling (2007, p.113). The novel is a tragic allegory enclosed within a humanistic project.
As Kanafani noted in an interview,

When | write about a Palestinian family, 1 am in reality writing about a human

experience. There isn’t an event in the world which is not represented in the Palestinian

tragedy. And when | depict the wretchedness of Palestinians, | am in truth representing

the Palestinian as a symbol of world misery. (as cited in Abu-Manneh, 2014)
Kanafani’s engagement with history and Palestinian reality signals his dual role as a novelist
and as an intellectual in terms of his conspicuous critique of the disintegrating pan-Arabism,
which can be summarized in the final open-ended question “why didn’t they knock on the sides
of the tank?”. He is an intellectual in his capacity as “an individual endowed with a faculty for
representing, embodying, articulating a message, a view, an attitude, philosophy or opinion to,
as well as for, a public” to actively display “people and issues that are routinely forgotten or
swept under the rug” (Said, 1996, p.11)™.

Knowing that the theme of politics holds a focal point in Kanafani’s storytelling, this
research provides a contrastive critical study between Hilary Kilpatrick’s English translation
of the novel and its adaptation for the screen by Tawfig Saleh in a film titled °Al-Maadu ‘un
(The Duped), which in light of the title constitute death and rebirth respectively (the metaphor

is further explored in 2.3.2). The rationale behind this hybrid selection is twofold: firstly, to

! For further reading on Kanafani’s intellectual dimensions and political symbolism in his creative writing, see
Abdel-Qader, M. (2015). Ghassan Kanafani: judhir al’abgariyya wa tajaliyatiha al’ibda’iyya [Ghassan
Kanafani: The roots of genius and its creative manifestations]. Beirut: Arab Scientific Publishers, Inc.
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examine the assumed political impartiality of Kilpatrick’s literary translation and her
decontextualization of the political and spatio-temporal dimensions vis-a-vis Saleh’s filmic
representation, which visually recontextualizes the political and cultural trajectories of
Kanafani’s narrative through cinematography and the insertion of intertextual allusions and
montage sequences. Secondly, to explore the transfer of political narratives in interlingual and
intersemiotic translations in parallel to the original novel and how the translational medium can
exert influence on aspects of representation while taking into consideration the sociocultural
variance between Kilpatrick (an Arabist) and Saleh (an Arab). In addition, my selection of Men
in the Sun in particular pertains to the circumstances of its composition in 1962 that
immediately echo the author’s life —Kanafani was required to remain hidden in Beirut because
he had no official papers.

To do so, I will contextualize the research within the theoretical frameworks of
Narrative and Appraisal theories to evaluate patterns of representation apropos of identity and
framing and re-framing of reality, and to identify linguistic and visual choices for manipulation
or subversion in a more granular fashion. This research effort is of particular relevance and
importance in the Arabic context considering the opposing approaches of Kilpatrick and Saleh,
and the lack of thorough research on these two renditions. In making an argument about
selecting a literary text, | resort to Tymoczko’s (2014) essay Why Literary Translation is a
Good Model for Translation Theory and Practice where she rationalizes the suitability of
literary translation as a model. She posits that literature’s creative capacity makes it the most
unequivocal body “representative of cross-cultural textual practice”, which in turn “account[s]
for cultural asymmetries and anisomorphisms” (pp.14-16). Tymoczko also elucidates, if only
briefly, the kinship between literary translation and other diversified types such as film

adaptations which emanate from literary evidence (i.e. translation as re-writing).
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Within the larger sphere of postcolonial literature, Palestinian narratives occupy a
prioritized position, one that is about anticolonial politics, which registers resistive trajectories
and “marks the struggle between emancipatory emergence and authoritarian restoration” (Abu-
Manneh, 2014, p.514). That is why any translation asymmetry in the internal semiotic items
belonging to culture, religion, and beliefs would divulge subjective inclinations.

We cannot adequately discuss the nature of both renditions without expatiating on key
theoretical aspects important in developing a comprehensive understanding of translation and
politics. To this end, Chapter 2, which is the literature review, pursues an examination of
politics in translation and politics of translation apropos of literary translation and adaptation
by incorporating relevant notions from a variety of scholars that include, inter alia, Sherry
Simon, Maria Tymoczko, Gayatri Spivak from postcolonial studies, Gunther Kress and Theo
Van Leeuwen from semiotics, and Roman Jakobson and Lawrence Venuti from linguistics.
Also, instead of dedicating a separate chapter to discuss the novel and film, | have elected to
infuse both in the main discussion in order to formulate a more reified connection between the
two, a connection | shall duly extend in the primary analysis.

Chapter 3 begins with an exploration of truth with reference to reality and narrativity
succeeded by a discussion of the theoretical apparatuses applied in this study —Narrative and
Appraisal theories. The examples | provide for clarification are mostly taken from the
translation and film, but I also include relevant examples that touch on the Palestinian-Israeli
conflict. Later on, | state the methodology, my analysis approach, and the categorization of
data in relation to the overarching themes.

Chapter 4 includes a contrastive analysis of Kilpatrick’s literary translation vis-a-vis
Saleh’s filmic adaptation by providing substantial examples from both renditions. The two
theories are accordingly applied to identify and classify narrative shifts in relation to the three

interconnected dimensions of politics, religion, and finally, culture.
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Chapter 5 concludes the research by reiterating the main arguments and respective
findings; it also notes the limitations of the present study which give way to suggestions for

further comparative research.
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CHAPTER 2: THE POETIC AND THE POLITIC

“If at the outset we acknowledge the massively knotted and complex histories
of special but nevertheless overlapping and interconnected experiences [...]
there is no particular intellectual reason for granting each and all of them an
ideal and essentially separate status. Yet we would wish to preserve what is
unique about each so long as we also preserve some sense of the human
community and the actual contests that contribute to its formation, and of which
they are all a part.”

Edward Said, Culture and Imperialism

2.1 Translation, a Sisyphean Task?

The intrinsic relationship between language and culture has perpetuated ad nauseam
the argument that translating literary texts —especially translating texts with colonial contexts—
is a political activity conditioned and compartmentalized within specific ideologized, often
manipulated practices (Bandia, 2008/2014; Bassnett and Trivedi, 1999/2002; Hermans,
1985/2014; Niranjana, 1992). In translation studies, this naturally prompts issues of cultural
identification and self-representation because, as Van Leeuwen stipulates, “literary translations
and cultural exchange are tightly linked to power relations and to hierarchic divisions between
hegemonic and dominated societies” (2004, p.14). Such notions draw attention to the co-
existing dynamics of politics and translation, more precisely, politics in translation and politics
of translation. The former is self-explanatory; it denotes the enunciations that thematically
shape the sociopolitical and historical extralinguistic spectrums of a text, whereas the latter
deals with the selection, production, dissemination, circulation, and reception of texts.

Politics of translation, being imbricated with power, also deals with the broader
configuration of hierarchies of dominance and marginality, as well as linguistic directionality.
In this respect, Venuti argues that translation becomes an instrumental tool “in shaping
domestic attitudes toward foreign countries, attaching esteem or stigma to specific ethnicities,
races, and nationalities, able to foster respect for cultural difference or hatred based on

ethnocentrism, racism, or patriotism” (1995, p.10). Apropos of Arabic literature, the western
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translation tradition tends to subvert Arabic texts and seamlessly assimilate them into the
European mainstream via domestication and naturalization (Al-Sudeary, 2013), or via what
Venuti terms elsewhere as “violence” (2008). Spivak, likewise, addresses the obliteration and
its corollary standardization of identity in her seminal essay, The Politics of Translation (1993),
in which she claims that translating into the English lingua franca results in the spiritless
neocolonial ‘translatese’: “In the act of wholesale translation into English there can be a
betrayal of the democratic ideal into the law of the strongest” (p.182). Spivak’s critique is
indicative of embracing acculturation and the subjugation of less dominant languages under
the tutelage of English. However, for the likes of Casagrande (1954), cultural exchange in
translation is a testimony to the shared vicissitudes and universality of experience, albeit as
Said’s epigraph indicates, this far-fetched overgeneralization negates particularity, then, a
fortiori, it “prevent[s] the emergence of an authentic discourse on Arab identity, since the
problem of identity was wholly seen through the prism of European conceptions” (Van
Leeuwen, 2004, p.16).

Teleologically speaking, Arabic to English translation is often viewed as a political and
committed tool that aims to reconstruct, and as | will argue later, depoliticize Arab realities
through prescriptive interpretations that infringe on political, resistant, anti-colonial, or anti-
imperialist stratagems. This authoritative exploitation of Arab narratives accentuates the
orientalist trope, namely that the West arbitrates how the East is represented. Connecting it
back to translation, Tymoczko (2003) primarily contributes to the discussion when it comes to
ideological engagement vis-a-vis the translator’s position. She states that the spatial metaphor
of the ‘in-between’ signifies uncertainty considering the ideological impingement on
interpretation. Focusing, like Tymoczko, on the postcolonial setting and cultural negotiations
in the third space, Wolf asserts, “The translator is no longer a mediator between two different

poles, but her/ his activities are inscribed in cultural overlappings which imply difference. This
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difference is no longer taxonomical, but interactive and refractive” (2000, p.142). This overlap
correlates with what Spivak (2000) calls “catachresis’, a term that portrays how translation is a
shuttling process between outside and inside forces that negotiate not only languages (words)
but also cultures (worlds). Seen from this perspective, fidelity is emaciated at the expense of
ideology due to the volatile nature of translation. Nevertheless, despite the seemingly political
architecture of translation, Foucault optimistically reassures us that “where there is power,
there is resistance” (1978, p.95).

2.2 The Emic and the Etic

At this point, it seems appropriate to dwell briefly on the emic-etic dichotomy, which,
in analogous fashion, reflects the Arab-Arabist distinction | discuss here. Although the
terminology is originally based in linguistics, my application corresponds with the
anthropological, cross-cultural delineations, namely that an emic account refers to an insider’s
knowledge (indigenous) to a particular culture relevant to his/her behavior system, while an
etic account refers to an outsider’s knowledge (outside observer) of that culture (Beecroft,
2015; Eoyang, 1993). From a translational perspective, the emic and etic in this present
comparative study are prima facie synonymous with Arab and Arabist translators, in the sense
that the former being a native of the Arabic language and culture produces an ‘emic translation’
unlike the Arabist who produces an ‘etic translation’. In fact, an etic conceptualization raises
ideological issues as it “partly superimposes [...] observations on the inside view, interpreting
the inside in reference to [an] outside starting point” (Harris, 1990, p.48).

In his essay, The Issue of Identity in Arabic Narratives as Retold by Arabist Translators,
El-Hussari (2010) investigates the participation of Arabist translators in the appropriation or
negligence of Arab identity and national memory that constitute the specificity of dramatized
experience in Arab narratives in general and Palestinian narratives in particular. His definition

of the Arabist translator reflects its underlying dual design as a scholarly endeavor that harbors
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colonial, orientalist negative weight —that is an Arabist is a “scholarly voice and agent of the
Empire” (p.15). Consequently, the dialogic engagement of the Arabist translator with the orient
—as an interpreter of the Arabic text’s foreignness— forms what Said describes “a simulacrum
of the Orient reproduced materially in the west, for the west” (1978/2003, p.166). Therefore,
from a Saidean perspective, the orient’s personal tinctures are secularized and reconstructed
scientifically into impersonal ones as a hegemonic means to categorize the orient in an oriental
fashion. At any rate, if the exegesis of texts in translation conveys traditionalist hierarchy and
asymmetrical power relations, it is more than likely that the internal discursive strategies of
translation are contaminated with similar prejudice. Both EI-Hussari and Said’s remarks signify
power’s involvement in the dislocation and isolation of Arab identity from its original setting
by the transcultural act of translation. In this context, Palestinian narratives gain double
importance, mainly because they are political testimonies and shaping forces of Palestinian
identity at home and/or in exile bound in specified spatio-temporal dimensions that carry the
weight of a nation long viewed and treated as ‘the wretched of the earth’ by Israelis and Zionists
alike since the inception of Israel as a ‘state’ in 1948.

Thus far, the discussion has focused on political and cultural aspects of translation as a
“mischievous displacing” imitation to borrow Bhabha’s expression (1990, p.210). The
following section serves two purposes. First, it sheds more light on the two mediums of
translation relevant to this study —literary translation and adaptation. Second, it elaborates on
the title’s metaphoric significance in relation to the material, more accurately, how Kanafani’s
narrative was decoded and recoded in the translation and adaptation, and what are the

ideological and or political outcomes thereof.
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2.3 Translation Medium: One Story, Two Kanafanis
2.3.1 Page versus Screen

Roman Jakobson’s (1959) ontogenetic approach to translation identifies three
categories, two of which are of particular relevance to this analysis: interlingual translation, or
translation proper, which is the interpretation of a verbal system of signs using another
corresponding system (e.g. literary translation), and intersemiotic translation, or transmutation,
which is the transposition from one sign system into another (e.g. adaptation). In the case of
the former, Toury distinguishes between two senses of literary translations: translating texts
“regarded as literary in the source culture”, and the translation of texts “in such a way that the
product is acceptable as a literary text in the recipient culture” (2012, p.199; original emphasis).
The two senses, thus, purport that literature is not a fixed repertoire recognizable in all
literatures, rather it is a relative construction, a cultural institution in which the degree of
literariness is determined by cultural systems. A fortiori, the translator in this literary vortex is
“a social-historical agent” whose linguistic choices represent a negotiated narrative (Rosa,
2010) shaped by translational norms, norms being a set of shared values and instructional
grounds for what is right and wrong, adequate or inadequate (Toury, 2012). Therefore, it is not
surprising that the supremacy of stylistic fingerprints in translation (Malmkjer, 2003) and the
translator’s inter-subjectivity (Toury, 2012) contemporaneously intersect with the translation’s
acceptability and adequacy.

Considering that translators “are necessarily involved in a politics of transmission, in
perpetuating or contesting the values which sustain...literary culture[s]” (Simon, 2005, p.ix),
and given the versatile range of translational options, translators’ engagement with literature
and its creative elements tends to transcend conventional forms, allowing the translator’s

personality to become more visible in the product. Schiavi (1996), for instance, explains how
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the inherent duality in the textual reproduction obfuscates the boundaries of authority; she
states:

A reader of translation will receive a sort of split message coming from two different

addressers, both original although in two different senses: one originating from the

author which is elaborated and mediated by the translator, and one (the language of the

translation itself) originating directly from the translator. (p.14)

Here Schiavi argues that this authorial paradox creates a Janus-faced personality divided
between an “implied translator” and an “implied author” (1996, p.15). Furthermore, using
narratological descriptive analyses will draw a map of microstructural and macrostructural
shifts that typifies the translator’s attitude toward a text. Ideally however, understanding the
broader picture requires looking beyond the written page by using a methodology capable of
highlighting underlying ideologies in relation to literary systems.

Descriptive Translation Studies (DTS) (Lambert and Gorp, 1985/2014; Rosa, 2010;
Toury, 2012) offers such an inclusive paradigm to translation and translating phenomena. DTS
is a process, product, and function-oriented approach. It examines the primary participants (the
author, the translator, and the reader) in conjunction with the text and the larger source and
target literary systems to build a relation between all the elements involved in translation,
including translation strategies, word choices, metatextuality, positionality, ideological
orientation, narrative structure, modality, intertextuality, inter-systemic relations, and
translational norms. Although I am not directly using this descriptive paradigm, analytical
traces can be observed in the way | investigate political and ideological differences, be they
additions, omissions, or re-writings.

Seen as an “appropriation of meaning from a prior text” (Andrew, 2016, p.331), and
located in an intersemiotic space, film adaptation suggests a negotiation between the verbal

and the visual; between the narrative and the performance. For Venuti (2007), film adaptation
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unavoidably entails the recontextualization of literary material to a new multimodal setting in
a process that also imparts exorbitant gains: the combination of verbal and visual signs
(dialogue, soundtracks, mise-en-scéne, montage, and performance). Further, he argues, it is the
re-location of form that constructs a difference in the context and the signifying process.
Nonetheless, the process is dictated by paratextual parameters — “by distinct styles of acting,
directing and studio production, by the trajectory of a particular actor’s, director’s or
screenwriter’s career, by economic and political factors, and by the hierarchy of values, beliefs
and representations in the cultural situation” (Venuti, 2007, p.30). A similar observation is
made by Pavesi, who notes the need for multimodal integration “to achieve an ecologic account
of how AV dialogue develops both diegetically and extradiegetically” (2018, p.102).

In addition, Jitaru (2015), Marciniak (2007), and Perdikaki (2018) postulate that
adaptations create a niche for projecting a coterminous combination of creative activity and
political correctness, as exemplified in The Duped. Stam (2000) goes even a step further when
he states that adaptations are “caught up in the ongoing whirl of intertextual transformation, of
texts generating other texts in an endless process of recycling, transformation, and
transmutation, with no clear point of origin” (pp.209-219). Following this line of reasoning, it
can be inferred that adaptations are, first and foremost, interpretations pre-modified by the
director and producer’s interpersonal sidings to represent one reading of reality, and at the same
time monitored by polysystems? and norms. Hence, these affinities are permissive rather than
restrictive in the sense they converge toward a holistic understanding of adaptation qua creative
recontextualization of events. By way of illustration, the political pressures of the Egyptian

government and the steadfast commercialism of Egyptian studios forced Saleh to make his

2 The term is used here within Evan-Zohar’s understanding of polysystem as a multiple system that dynamically
interacts and overlaps with other systems. My use of the term lays emphasis on the complexity and flexibility of
culture as a system influenced by other systems such as history, politics, and language that ultimately determine
the function and hierarchy of artistic productions.
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intellectual melodrama in Syria under the patronage of the Syrian Ministry of Culture
(Ginsberg & Lippard, 2010; Harlow, 1985).

The transformation of texts into images undeniably gives precedence to visual signs
since the conceptual literary world in the page is made visible on the screen. In this respect,
Kress and Van Leeuwen, in their groundbreaking book Reading Images: The Grammar of
Visual Design, scrutinize the “structured social, political and communicative dimensions” of
images and the way they form chains of signifiers pertaining to ideational, interpersonal, and
textual metafunctions in the systemic function sense (2006, p.20). Visuals, like written or
verbal discourse, have a semogenic power, and, in the words of Kress and VVan Leeuwen, they
“do not simply reproduce the structures of ‘reality’ [...] they produce images of reality which
are bound up with the interests of the social institutions within which the images are produced,
circulated and read” (2006, p.47).

2.3.2 Death versus Rebirth

Having defined interlingual and intersemiotic translations, I shall now delineate the
metaphor’s significance. Discourse on translation has consistently operated as an apodictic
platform for exhibiting differences between originals and reproductions that went in tandem
with the process. Taxonomies are routinely developed to measure fidelity and efficacy, and
losses and gains of meaning-transfer by means of sterile binaries, such as ‘literal’ versus “free’
translation, and formal versus dynamic equivalence. It follows that metaphors are used as
hermeneutic cues to underlie translation deficiency and vulnerability, among these are
traduttore, traditore, les belles infidels, de Campos’s cannibalism and “parricidal dis-memory”
(cited in Vieira, 2002, p.97), Dryden’s slave labor (1697), Newmark’s violence (1988), and
Middleton’s “species of mime” (1989), albeit these are counterbalanced by positive metaphors
that highlight translation’s artistic merits as alchemy and as a bridge between cultures and

languages. This plethora of metaphorical expressions constitutes what Niranjana (1992) claims
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is an over-arching metaphor that verifies reality and power asymmetry between the colonizer
and the colonized. It is within this compendium of duality and inequality that | use the
metaphorical parameters of death and rebirth —to signify the antithetical polarity identified
between Kilpatrick’s stylometric signature and Saleh’s filmic representation. Moreover, it is
precisely the capacity of the metaphor to embrace the confluence of translation implications as
a process (transfer) and as a product (reception) that allows its applicability.

Shraideh addresses Kilpatrick’s political impartiality which she ideologically and
linguistically maintains by “being invisible and faithful to the source text in its textual level but
not in its political contextual level” (2018, p.119). Accordingly, Kilpatrick does not embed nor
thicken the narrative in any contextual or paratextual paradigms using annotations, footnotes,
or glosses. Her translation contains only four footnotes for the sake of clarifying lexical
meanings on the surface level rather than disambiguating cultural and historical connotations.

The English translation is disassociated from the novel’s spatio-temporal and
ideological contexts because, as Kilpatrick claims in the introduction, “Kanafani lived and died
according to his ideals. Yet, unlike many committed writers, he refused to impose an
ideological scheme on his fiction in any but the most general terms” (Kanafani, 1962/1997,
p.7). In fact, it is rather surprising for a translator who studied Arabic literature at Oxford and
specializes in Arabic literature and Middle-Eastern Studies to engage with literature in a
depoliticized, decontextualized manner, let alone interpret Kanafani’s works with a seemingly
imposing didactic authority. For example, Kilpatrick writes that Kanafani “avoided the
temptation to transfer experience directly from reality to the printed page” and *“avoided
theorizing about the wider historical issues” (1976a, pp.16-17). However, what precedes these
views deserves to be reproduced here at length because it connotes the universal relevancy

Kilpatrick tries to achieve.
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There can be no doubt, then, about Kanafani’s personal commitment to the Palestinian
cause, but however admirable it may be on the human and political level, it does not
inspire confidence in the literary qualities of his work. [...] His struggle for the
recognition and restitution of Palestinian rights might lead us to expect that his novels
and short stories would be merely a vehicle for the preaching of these ideals, albeit in
an indirect form. In that case, they would appeal only to those who have an interest in
the Palestinians or the Arab world, and for others, they would be at best an example of
exotic local colour, at worst an expression of unacceptable political views. (1976a,

p.15; emphasis added)

Elsewhere, Kilpatrick eschews politics for style and literary tradition despite the
primacy of politics in her discussion. This is, in no small part, because she evaluates Kanafani
as a writer, not as a politician “to reveal the elements which are not related to politics: themes
which are not political, an experimental approach to form, a concern with certain values which
transcend the present Palestinian situation” (1976b, p.53). There is thus an exigency to question
Kilpatrick’s creative destruction and her decision to emaciate politics, culture, and history in
Kanafani’s text. What is the meaning behind such apolitical ‘experimental approach’? How
does her ideologically motivated choices affect the target reader’s understanding and the status
of the text? Why use literalism and domestication to construct a universal scheme that
encourages the marginalization of Palestinian literature? As previous sections have already
suggested, it is impossible for literature to be interpreted and translated in isolation from a
political, sociocultural, or religious environment. The lack of ecological symbiosis in the
English translation is what signifies death on the page. This should not be taken to mean that
the language is dead and no other life can be created on the page, rather ‘death’ represents the

translator’s lack of engagement with the Palestinian experience that Kanafani writes about.
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On the other side of the continuum lies rebirth and creative revival. Although the film
faithfully replicates the narrative’s structure and analepsis, it was subject to controversy upon
its release due to its alternate ending, which critics and devoted readers interpreted as a
violation of literary integrity and Kanafani’s vision (Harlow, 1985). Such criticism, valid as it
may be, is developed under the insignia of romanticism —the romantic concept of an inimitable
authority, an irreproducible original. This is corollary to the extensive translation research on
films that, for the most part, is linguistically oriented (Gambier, 2008), and the lack of academic
approaches that examine films from a cultural and/or ideological lens (Diaz Cintas, 2012).

According to Venuti, the idealistic search for cloneability demarcates creativity and
filmic autonomy, and propagates banal comparisons with the original; depriving, more often
than not, films of being viewed as “cultural objects in their own right, distinct both from the
materials they adapt and from films that do not make the adaptation of prior materials central
to their signifying process” (2007, p.25). Likewise, Hutcheon (2013) defines adaptation as a
“creative reinterpretation and palimpsestic intertextuality” that reconfigures the literary text by
embedding difference in similarity. In this way, filmic adaptions relocate the source novel into
a new context to cater new values pertinent to the sociopolitical and sociocultural reality.

To that extent, my approach to Saleh’s adaptation does not pivot around clichéd
comparisons, rather it identifies divergence points (i.e. shifts) as political acts, or what
Lhermitte calls “archeological artifacts” (2005, p. 105) to reveal the multilayered transactions
inscribed by the Egyptian filmmaker to complement and reinforce Kanafani’s novel. My use
of the rebirth metaphor, then, subsumes the film’s political tenor and aesthetic quality that
allegorically criticizes the failure of pan-Arabism on the one hand, and advocates the

Palestinian cause on the other.

26



CHAPTER 3: THEORETICAL FRAMEWORK
“You have no right to know the truth now because the truth might mean the end
of your right to wait. And when the critics started to argue about the absurdist
identity of Godot, you did not understand what the fuss was all about. You were

smarter than all the critics and even Beckett himself, for he who has waited
twenty years knows Godot.”

Mahmoud Darwish, Journal of an Ordinary Grief

3.1 Waiting for Truth, or Alternatively, Waiting for Godot

This section aims to provide an introductory exploration of truth and reality considering
their thematic connection with the theoretical frameworks of Narrative and Appraisal theories
that I apply in the analysis and discuss further below. It also aims to refamiliarize the reader
with their inextricable role in construing meaning and values. The rationale for selecting these
particular frameworks has to do with their flexibility and emphasis on the agent’s (i.e.,
translator) position in the translation process in terms of narrative and stance.

Truth can be likened to an oscillating pendulum whose back-and-forth movement is
governed by forces such as narrativity, power regimes, and politics. This acknowledges the fact
that truth is a produced commaodity continuously conceptualized by sets of values; however,
although this axiological import does not preclude the assumption that absolute truth can and
does exist, it unmistakably recognizes the incommensurability of truth in narratives. The
dynamism of narrative and its versioning of reality invite Baker’s definition of narrative as “the
principal and inescapable mode by which we experience the world. Narratives are the stories
we tell ourselves and other people about the world(s) in which we live”, and because they are
epistemologically heterogeneous and subjective, “[t]hese stories are constructed —not
discovered- by us in the course of making sense of reality, and they guide our behaviour and
our interaction with others” (2006, p.169). This is a useful definition because it insinuates that

narrative, as a form of storytelling, is not a factual representation of reality.

27



In the political context, the facade of objective representation informs the logic that
narrative structures shape morality, perception, and political identity given the “radical
relativism [it] holds for basic values and ideological axioms” (Shenhav, 2006, p.246). To
reframe this argument, political narratives are hinged on ideology not methodology, which
means narratives inevitably reflect conflict due to the embeddedness of participants in
narratives. For example, Shenhav affirms the inevitable partiality in narratives by
hypothesizing that exposure to texts that embrace all views in the political spectrum would
involve receiving “an almost infinite motion of consciousness from one viewpoint to the next
[which subsequently] would undermine and perhaps even annul the temporal motion integral
to the narrative experience” by keeping the reader “caught in a kind of endless spatial
movement from one perspective to another” (2006, p.248). The Palestinian-Israeli conflict is a
fertile ground for exfoliating narratives vis-a-vis truth because there are decisively two
prevailing, yet irreconcilable, viewpoints on the matter. For instance, Israeli narratives aim to
present literature, history, and religion, and to utilize news channels and media outlets, which
are at their disposal, to morally legitimize imperialist agendas, whereas Palestinian narratives
aim to counter and resist those narratives.

Comparing Israeli and Palestinian narratives against each other offer decent productive
insights: first, it indicates that politics and reality can be propagandized using narrativity,
which, as Baker states, has a normalizing effect so that the projected accounts are “perceived
as self-evident, benign, uncontestable and non-controversial” (2006, p.11). Second, it shows
how this liability of misrepresentation can be perpetuated and institutionalized in literature,
education, culture, and society. Third, and this is where | draw the similarity, they reveal that
the notion of emplotment in narrativity is not dissimilar from translation, since as per Gentzler

and Tymoczko’s definition,
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Translation is not simply an act of faithful reproduction but, rather, a deliberate and

conscious act of selection, assemblage, structuration, and fabrication — and even, in

some cases, of falsification, refusal of information, counterfeiting, and the creation of

secret codes. In these ways, translators, as much as creative writers and politicians,

participate in the powerful acts that create knowledge and shape culture. (2002, xxi)
In this sense, translation can promote subverted truths as much as subverting the truth,
especially since the translator’s being is inexpungable from the words that inherit his/her
evaluative stance; therefore, it is not feasible to translate objectively. This relates to the notion
of evaluation and how translators inject their own “sociocultural and educational background,
ideological, phraseological and idiosyncratic stylistic preferences” in the narrative (Munday,
2012, p.2). This is more commonly known as the ‘interpersonal function’ of language in
Appraisal Theory, which describes the translator’s attitude and patterns of engagement with
narratives.
3.2 Narrative Theory

The best known and most explicit source on the application of Narrative Theory in
translation studies is Baker’s Translation and Conflict: A Narrative Account (2006). Baker
assesses the participation and intervention of translators and interpreters in situations of
political conflict from the prism of social and communicative theory. She lays emphasis on
narrative as a “meta-code that cuts across and underpins all modes of communication” (2006,
p.9). In other words, narrativity is the itinerary mode by which we mediate our experience of
the world, shape our knowledge of the world, and position ourselves in the world. Translators,
being participants in the “institution of war” (Baker, 2006, p.2), are similarly embedded in the
narratives they either disseminate or contest. This is a view shared by Tymoczko (2000) who

argues that translators’ partiality “makes the act of translation partisan” and enables translators
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“to participate in the dialectic of power, the ongoing process of political discourse, and
strategies for social change” (p.24, original emphasis).

As might be expected, a broad term such as narrative cannot escape classification and
being typologized in terms of its features, political gestures, and social functions. Drawing on
Somers and Gibson’s (1994) typology that distinguishes between ontological, public,
conceptual, and meta-narratives, Baker presents a detailed typology of narratives that puts
translation and translators at the forefront to critically question their (re)configuration of reality
and (re)distribution of power in a globalized world.

3.2.1 Typology of Narratives
3.2.1.1 Ontological (Personal) Narratives

Baker defines ontological narratives as the “personal stories that we tell ourselves about
our place in the world and our own personal history” (2006, p.28). This definition locates the
individual and the psyche at the center of narrativity, which in turn foregrounds interpersonal
connotations. The personal narratives of refugees and asylum seekers is a good example to
elaborate on because it displays the negotiation between personal narratives and public or
institutional narratives. For instance, Jacquement (2005/2010) examined how Albanian citizens
during the Kosovo War had to repudiate and reconstruct their own identity to pass as Kosovar
refugees in the UNHCR office in Tirana as a means to escape Albania’s communist regime.
The bureaucratic setting of the UNHCR, Jacquement argues, made the interviews to be
“experienced as confrontations rather than as exchanges based on trust” (2005/2010, p.137)
given that the UNHCR humanitarian mission had shifted to investigating the authenticity of
the asylum-seekers’ claims. As a result, “[r]Jefugees must manipulate their experience -
inevitably messy, complicated and confusing - to provide a straight, simple narrative reality
perceived to fit the requirements of the asylum process” (2005/2010, p.137). Ontological

narratives, according to Baker, gain their momentum from shared narratives, which are the
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prototype “for the social roles and spaces that an individual can inhabit” (2006, p.29), but at
the same time, shared narratives are the accumulated result of personal narratives.
3.2.1.2 Public Narratives

Public narratives are ‘“stories elaborated by and circulating among social and
institutional formations larger than the individual” (Baker, 2006, p.33), which means the
assimilation of public narratives are contingent on the sociopolitical and the larger cultural
space. Baker integrates the literary system to the list of institutions Somers and Gibson (1994)
originally provide, and she rationalizes her integration by quoting Jones (2004) who asserts
that “the manipulation of literature often plays a crucial role in the process of ethno-national
identity formation by generating “pseudo histories” that create or reinforce national
mythologies” (p.715)3.
3.2.1.3 Conceptual (Disciplinary) Narratives

Baker defines this third type of narrative as “the stories and explanations that scholars
in any field elaborate for themselves and others about their object of inquiry” (2006, p.39). She
stipulates that disciplines are constructed representations elaborated by researchers and
scholars. This encapsulates the argument that researchers, like translators, are engaged in their
profession and can reshape the discipline by either accepting or rejecting the tenets that
conceptual narratives aim to propagate.
3.2.1.4 Meta (Master) Narratives

Instead of redefining meta-narratives, Baker applies Somers and Gibson’s definition
that regards meta-narratives as those “in which we are embedded as contemporary actors in
history” (1994, p.61). Furthermore, Baker lists political and economic dominance as the main

circulatory facets of meta-narratives. For example, Israelis use the holocaust and anti-Semitism

3 Consult Ghassan Kanafani’s literary-cum-political study fi al-adab al-sa/iyiny [On Zionist Literature] for more
examples and for a thorough analysis on the Zionist literary system, its features, evolution, and its function in light
of the Zionist political movement.
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as primordial meta-narratives to uphold Israel’s ethos on the one hand, and Palestinian/Arab
hostility on the other (Knopf-Newman, 2011). As Stav (2012) argues, “thinking through the
conceptual framework of the Holocaust [...] relegates the Palestinian catastrophe, once again,
to secondary importance, driving it out as a physical reality and then as a narrative” (p.85;
emphasis added).

In sum, the boundaries between the four narrative types are porous and the categories
themselves are highly interdependent, meaning the spectrum of narrative typology can
accommaodate other types. Boeéri (2008), whose case study examined Babels’ activist project of
translation and conference interpreting, integrates professional narratives, which she describes
as the “stories and explanations that professionals elaborate for themselves and others about
the nature and ethos of their activity” (p.26). Harding (2012), in another case study, proposes
a revised typology of narratives that she begins by distinguishing between personal and shared
narratives, the latter encompassing local, societal, theoretical, and meta-narratives. In the next
section | provide an overview of the four features of narrativity —originally outlined by Somers
and Gibson- and their role in reframing narratives.

3.2.2 Features of Narrativity
3.2.2.1 Temporality

The dimension of temporality, according to Baker (2006), is a subjective reality in
which the sequence of narrated events contributes to interpreting experience, and as she
discusses elsewhere (Baker, 2018), temporality is an indexical moral force that “impacts the
meanings assigned to verbal, visual and behavioural signs deployed in articulating a narrative,
in ways that cannot be anticipated or controlled by narrators, including translators” (p.186).
Moreover, as Baker’s comment elucidates, the temporal framework implicitly touches on
spatiality from the way characters speak to their appearances. Temporality as a feature is clearly

detected in *Al-Majdu ‘un in terms of film editing and the assemblage of pre-Nakba shots with
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post-Nakba shots. The dialogue between the past and present foregrounds the Palestinian
experience by displaying the colonial expansion of Israel in Palestine in opposition to the
displacement of Palestinians. For the viewer, this temporal sequencing and recreation of reality
serves as an expository bridge to the characters’ lives and to understand how and why they are
where they are.
3.2.2.2 Relationality

Relationality entails that individual elements acquire their value and specificity from
the larger narrative configuration. This explains why replacing culturally or religiously loaded
terms such as jihad or haya’ can lead to untranslatability at best, and, at worst, evoke the wrong
connotations due to cultural re-location; the latter of course explains why translators eschew
using specific terms to avoid its associations. Baker (2010) re-adopts the narrative approach to
investigate the workings of MEMRI, an organization whose pro-Israeli agenda is masked by
its accurate translations and heavy investment “in elaborating an image of [itself] as non-
partisan, trustworthy and highly qualified to comment on and explain issues relating to
terrorism and security” (p.349). Baker’s work examines, inter alia, how MEMRI’s choice of
source and target languages, and its semantic proximity to the source material maintains
patterns of relationality, in addition to its being an attempt to reframe political reality by
connecting the elements of Islam, terrorism, and anti-Semitism together. The overall working
of MEMRI, from the process of selection and decontextualization of excerpts to patterns of
representation and engagement, reverberates my statement made earlier about the Israeli use
of history, religion, and media to morally legitimize imperialist agendas.
3.2.2.3 Causal Emplotment

Similar to the temporality and rationality, Baker delineates a moral and ethical
significance in causal emplotment; particularly since it “allows us to weight and explain events

rather than simply list them, to turn a set of propositions into an intelligible sequence about
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which we can form an opinion” (2006, p.67). As Baker elaborates, causal emplotment means
that “two people may agree on a set of “facts’ or events but disagree strongly on how to interpret
them in relation to each other” (2006, p.67). Again, the Palestinian-Israeli conflict is an
exemplary situation because the proponents of each narrative will interpret the unfolding of
events differently for the same reasons mentioned earlier. But to provide an example from
Kilpatrick’s introduction in which the circumstances of Kanafani’s death is raised, she writes,
“[d]espite suggestions in some quarters that rival Palestinian groups were responsible, the
evidence points to Israeli agents having been behind the attack” (Kanafani, 1962/1997, p.1).
Such claim reflects how Kanafani’s death is being evaluated and weighted differently against
the unstable political backdrop of Palestine.

3.2.2.4 Selective Appropriation

This fourth feature is the thematic thread that underpins all previous three and controls
the narrative construction given that it determines what elements of experience are excluded
and prioritizes those included in narratives. Baker (2006), rightly points out that selective
appropriation raises questions about our own spatio-temporal positioning, and our exposure to
public, conceptual, and meta-narratives that guide our criteria of values and significance. It
hardly needs to be demonstrated again how the canonical texts of orientalists, be they travel
books, history books, or literature, repeatedly depict Arabs and Muslims as under-humanized,
barbaric, backward, and antidemocratic (Said, 2003).

The features of narrativity | discussed here are part of a larger convoluted narrative
system that accrues its meaning and significance from a nexus of framing and re-framing
processes. In the words of Baker, framing refers to “structures of anticipation, strategic moves
that are consciously initiated in order to present a movement or a particular position within a
certain perspective” (2006, p.106). Framing and re-framing are encoded in the participants’

ideology, especially as each participant engages with narratives in different capacities. In
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translation, the frame space within which the translators operate allocates their discursive
agency and the way they (re)position themselves in a certain light using relationality. Thus, the
act of translation inevitably entails an aspect of narrative reframing, which is, in turn,
suggestive of evaluative or ideological positioning. To better understand the notion of
evaluation and its connection to the systemic functional interpersonal dimension of meaning, |
now turn to Appraisal Theory as theorized and developed by Martin and White (2005).
3.3 Appraisal Theory

Appraisal Theory is a triadic model that describes the interpersonal function of
language, which, by its very nature, nuances value orientation and meaning potential as realized
via linguistic choices, or shifts in the case of translation (Munday, 2012). In the introduction to
their seminal work The Language of Evaluation: Appraisal in English, Martin and White
(2005) explain that the interpersonal dimension and Appraisal Theory, by and large,

is concerned with how writers/speakers approve and disapprove, enthuse and abhor,

applaud and criticise, and with how they position their readers/listeners to do likewise.

It is concerned with the construction by texts of communities of shared feelings and

values, and with the linguistic mechanisms for the sharing of emotions, tastes and

normative assessments. (p.1)
Therefore, Appraisal Theory emphasizes the attitudinal positioning of writers/speakers as they
dialogically construe their positive or negative evaluative judgements and emotions, in which
the directness or intensity is strengthened or weakened depending on their levels of engagement
and stance (White, 2015). In the case of translation, the translator’s decision-making process is
determined by his/her reading position and degree of intervention. Martin and White propose
three reading positions, or what they also refer to as ‘reaction’: (1) compliant readings, which
*accommaodate the reading position naturalised by a text”; (2) resistant readings, which “work

against the grain of this naturalisation process”; and (3) tactical readings, which “take some
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aspect of the evaluation a text affords, and respond to it in an interested way that neither accepts
nor rejects communion with the text as a whole” (2005, p.206). Hence, the axiological
orientation of the translator and his/her interpretation of the source text condition the reading
position of the target text reader. The system of Appraisal comprises of three interrelated
domains, attitude, graduation, and engagement, which in one way or another, convey how “the
educational, legal, cultural and other institutions in which we are formed” (Munday, 2012, p.
24; Martin and White, 2005) actively participate in our evaluative attitudes. The next three
sections elaborate on the three domains of Appraisal.
3.3.1 Attitude

Within the Appraisal framework (Martin & White, 2005), the term ‘attitude’ addresses
feelings, including negative or positive, inscribed or invoked judgments of behavior and
evaluation of experiential phenomena. Attitudinal assessments in themselves are sub-divided
into “affect’ (the resources that explain the emotional reaction); ‘judgement’ (the moral aspect
of human behavior and other systematized norms); and ‘appreciation’ (the assessment of
resources that assign value to objects, texts, or situations). Let us consider Abu-Qais’s
monologue in the adaptation, which is one of the many instances that lend the film an attitudinal
quality that responds to Arab disintegration. For instance, Arab collaborators are referred to as
‘Gaxliag 4537 (traitors and plotters) who politically ‘153819 1’ (sold and bought) Abu-Qais
and want him—-and Palestinians in general- to remain ‘< Jsléa’ (an inert beggar). Moreover,
Abu-Qais believes that ‘adley) Ji < gaz 2543 paba » e L A7 (he who didn’t die from the Jews’
bullets will die from the humiliation of [UNRWA’s] handouts). All these attitudinal
inscriptions pass as negative judgements on those Arabs and Jews who made Abu-Qais what

he is —a refugee.
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3.3.2 Graduation

The second domain, graduation, attends to the scalability of phenomena according to
two axes —the axis of intensity (force), whereby feelings are intensified or quantified, and the
axis of prototypicality (focus), whereby feelings are sharpened or softened. In her introduction,
Kilpatrick uses graduation to up-scale or down-scale the values attached to affect, judgement,
and appreciation using words such as “merely recounts”, “clearly revealed”, and “skilfully
blends”. Other intensifying locutions convey attitudinal overtones such as when uses “airless”
and “marginal” to describe the claustrophobic world of refugee camps. In the same vein, the
film adaptation intensifies meanings using metaphors (Martin & White, 2005), such as * Jis »18
Ol g 43 jhal) o AW (between hammer and anvil) to highlight the victimhood of Palestinians
throughout the conflict and Arab negotiations with Israel. Again, the futility of such negotiation
is nested in and intensified using the metaphor ‘i 4sk s’ (load of hot air). | now turn to
engagement, the third and final domain of Appraisal.
3.3.3 Engagement

Engagement deals with dialogistic positioning and the “different possibilities by which
the authorial voice positions itself vis-a-vis the diversity of other voices and alternative
viewpoints that always apply in any communicative event” (White, 2015, p.5). Pronouns,
adverbial modals, heteroglossic/monoglossic attributions, and counter-expectancy are the most
common indicators of engagement. The repetition of counter-expectancy markers such as
“while”, “although”, “in fact”, and the most notable being “but” in the Kilpatrick’s introduction
are typical examples of aligning the reader with a particular viewpoint shared by the translator.
Although it is not a direct example of engagement, it is interesting to note how the dimension
of attribution is alluded to in Abu-Qais’s monologue in ‘= s <wsw’ (Yyou made the radio a

prophet). Abu-Qais’s analogy embodies the promotion and circulation of presumably fake

news to Palestinians that promised peace and an end to Israeli occupation.
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Thus far, | have examined the two theoretical frameworks that underpin the present
thesis and their relation to meaning-making, the construction of reality, and evaluation. In this
last section, | provide a succinct account on methodology before turning to the main analysis.
3.4 Methodology

To reiterate what | have previously mentioned, by writing Men in the Sun as a political
parable about power and corruption, home and exile, with characters whose personal
desperation betokens their transition from existence to extinction, Kanafani combines the state
of Palestinian refugees post-1948 and the overarching political milieu in a manner that
symbolizes the absurdity of their situation. My aim in this thesis is to offer a contrastive
analytical study between Hilary Kilpatrick’s English translation and Tawfig Saleh’s film
adaptation by examining translational variations most closely tied to politics, religion, and
culture. This comparison is not intended to create a dichotomy, rather | view Kilpatrick and
Saleh’s translations, although the medium is dissimilar, as two narratives of the same objet
d’art that reveal two varying levels of negotiation and intervention.

Accordingly, this study uses three primary sources: for the original Rigal fi aSams, |
selected the 2013 edition published by Rimal Books in Cyprus, and for the English translation,
Men in the Sun, | selected the 1997 edition published by Lynne Rienner Publishers in lieu of
the more commonly circulated 1999 edition, as an urtext for paratextual references the latter
lacks, to critique paratextual elements in relation to the translator’s position. Discussions of
paratextual framing are included to observe the translator’s political and ideological re-
positioning and re-alignment. As for the film adaptation, it is a 1972 Syrian production directed
by Egyptian filmmaker Tawfiq Saleh; however, despite its national acclaim, the film was
banned in different Arab countries, such as Egypt and Syria for “exploiting the Palestinian
situation in the interests of pan-Arabism” (Ginsberg & Lippard, 2010, p.119) —an accusation

that falls flat considering the film’s political and realist import. As far as realism is concerned,
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I believe Saleh’s preference to cast less-known, unprofessional actors mirrored the characters’
infinitesimal being and their innocence in Kanafani’s cosmic world. The film is taken from the

YouTube platform https://www.youtube.com/watch?v=jXigNwLdWIQ.

Data exploration can be summarized in two successive stages. The first stage consisted
of reading the novel and its translation, followed by watching the film. The second stage
included identifying the themes, highlighting the excerpts used for analysis, and tabulating the
examples into meaningful categories. Apropos of data organization, | identified three
overlapping dimensions that encapsulate the novel’s main facets—the political dimension, the
religious dimension, and the cultural dimension. To ensure a methodological and rigorous
approach in analyzing each dimension, I mainly examine Kilpatrick’s translation vis-a-vis the
original Arabic first, followed by an analysis of Saleh’s adaptation (screenshots and time codes
are provided). | then explore evaluative differences between translation and adaptation in a
more granular fashion using the Narrative and Appraisal theories.

Additionally, the short length of the novel, just above 100 pages, makes it suitable for
providing exhaustive rather than representative examples. One major limitation in exploring
and triangulating the data has to do with the apparent lack of information on the translator’s
approach to and engagement with the source text. I only managed to find two articles written
by Kilpatrick on Ghassan Kanafani, which 1 accordingly relied upon (in addition the
introduction) to elicit an approximation of her interpretation of the text. Nonetheless, the
examples | provide, | hope, will demonstrate general patterns of translation behavior that I aim,
as much as possible, to identify and explain in light of the theoretical frameworks.

As stated in the introduction, | selected Rigal fi aSams to examine the synergies between
translation and adaption, more specifically, to showcase how the translator (an Arabist) and
director’s (an Arab) diametric ideologies and their degree of engagement with the novel’s

political, religious, and cultural themes produced a diametric interpretation of Kanafani’s

39


https://www.youtube.com/watch?v=jXiqNwLdWlQ

narrative. Another reason has to do with the translation’s reception that seldom questions

Kilpatrick’s potential concealment of Palestinian history and politics by over-generalization.
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CHAPTER 4: COMPARATIVE ANALYSIS AND FINDINGS

“A translation from language A into language B will make tangible the
implication of a third, active presence. It will show the lineaments of that ‘pure
speech’ which precedes and underlies both languages. A genuine translation
evokes the shadowy yet unmistakable contours of the coherent design from
which, after Babel, the jagged fragments of human speech broke off.”

George Steiner, After Babel

Although Steiner (1975) implies that translation is the unifying remedy for the diversity
of tongues, the analogy falls into its own ouroboric trap by Steiner’s identification of the
translator’s “third active presence”. Thereby, translation does not rebuild the mythical tower of
Babel anew, rather it recreates a tower whereby two voices —an already existing one and another
that “parachutes itself into the text, breaking the univocal frame and jolting the reader into an
awareness of the text’s plurivocal nature” (Hermans, 1996, p.33)- are contouring the
lineaments of the text. In the case of Men in the Sun, Kilpatrick’s voice often overrides
Kanafani’s in the sense that she interjects her own readings and interpretations that run contrary
to the original design, as it transpires from the examples under analysis. In this light, I argue
that the English translation failed to capture the extralinguistic ambience and reality entwined
within the novel’s interconnected political, religious, and cultural tapestries due to the
translator’s ideological position and her reliance on domestication. In contrast, Saleh’s
adaptation managed to convey the essence of the narrative via audiovisual spectacle.

4.1 The Political Dimension

In order to demonstrate how Kilpatrick and Saleh reframe and present the narrative in
two different lights using their own voice, it makes sense to start with paratextual elements as
an entry point to herald the diverging political schemes that the reader and viewer encounter at

the outset of each rendition.
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4.1.1 Paratexts: Translations’ Tell-Tale Heart

Many scholars provided a definition of paratextuality, the most notable ones are those
of Genette (1997), Gray (2010), and Hermans (1996). However, the working definition adopted
for this study is the one proposed by Batchelor (2018), as it captures the ideological slants that
underpin the creation of texts: “A paratext is a consciously crafted threshold for a text which
has the potential to influence the way(s) in which the text is received” (p.142). Batchelor’s
definition points out the deliberate reliance on paratexts in reframing narratives and directing
the reader’s (and viewer’s) perception of a given text for ulterior motives. That is why “the
study of paratexts in translation may also reveal clues to ideological and political agendas
surrounding a published translation, as well as the role of the translator(s), editor(s) and/or
publisher(s) in collaborating on these agendas” (Amirdabbaghian & Shangeetha, 2020, p. 85).
This goes to show that that the reciprocity of agents cannot be distinctly demarcated with any
certainty within this collaborative process. That said, the following sections discuss paratextual
elements that can exert influence on the reception of the translation and film.
4.1.1.1 ’Al-Mahdu ‘un and the Darwish Epigraph

Along with the desert, the symbol of the sun in the title Rigal fi aSams is a traumatic
insignia of existential alienation and punishment. The English translation closely follows the
original; however, the film’s title, "Al-Mahdu ‘un, which connotes betrayal and signals the
novel’s vulture-like opportunists, makes brutally clear the political scene into which Abu-Qais,
Assa’d, and Marwan are innocently flung. In doing so, Saleh makes an overt statement
condemning the Arab governments and allies as well as Palestinian leadership that Abul-
Khaizuran’s emasculated person symbolizes. Furthermore, °Al-MaAdu ‘un can be read as a
provocative synecdoche that punctures the Palestinians’ illusion of existing outside the
homeland. This notable shift is a characteristic of framing by labelling that directs the viewer’s

attention to the narrative’s political implicatures. Moreover, a second layer of significance is
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constituted to the title as the film opens with a quote from one of Mahmoud Darwish’s poems
that reads ‘ dwll ¢ gy cquod s A 2 alle (hy A L g3l 13« J& i 97, which translates to: “And
my father once said/ A man without [a] homeland/ Will have no grave in the earth/ And he
forbade me to leave” according to the film’s open subtitles. This intertextual link takes the form
of a visual epigraph that sketches out Saleh’s directorial vision and interpretation of Kanafani’s
novel, still, the background mise-en-scene (Image 1) plays an interior role in translating the
political undertones on the screen. The shot —the camera focuses on two opposite elements, the
exhausted Abu-Qais walking under the blistering heat of the desert toward a human skeletal
remains— is a symbolic foreshadowing of the characters’ undignified death and the overall

thematic emphasis on exile (expulsion from the homeland) and existential futility (forsaking

the homeland).

(0:01:31) (1:45:30)
Image 1. The first frame establishes a dialogic Image 2. The final frame renews the epigraph’s
relationship with Darwish’s epigraph significance in relation to the characters’ death

In fact, Darwish’s quote reappears a second time, as subtitles, at the end of the film just as the
camera zooms in on Abu-Qais’s lifeless clenched hand (Image 2), and therefore, this
constructed parallelism invites, what Leitch (2008) stresses, the repositioning of viewers in the
sociopolitical space by nudging them to test their assumptions against the film’s project and

the new reading strategies it fosters.
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4.1.1.2 The Translator’s Introduction

In section 2.3.2, | touched on Kilpatrick’s impartial stance in the introduction that

recasts the narrative into a universal theme of colonial injustice. This section draws attention

to specific lexical items as well as stretches of text that were removed in the 1999 edition that

are suggestive of Kilpatrick’s ideology.

1997 Edition

1999 Edition

1. He was born in Acre in 1936, and his family
fled in 1948, settling finally in Damascus. (p.1)

He was born in 1936 in Acre, northern
Palestine, from which his family fled in 1948,
settling finally in Damascus. (p.9)

2. Kanafani himself, writing to his son, summed
up what it means to be a Palestinian: (p.2)

In a letter to his son, Kanafani wrote: (p.10)

3. Kanafani was killed in the explosion of his
booby-trapped car in July 1972. His niece, who
was with him, also died. Despite suggestions in

Kanafani and his niece were killed in the
explosion of his booby-trapped car in July 1972.
He left a widow and two children. (p.9)

some quarters that rival Palestinian groups
were responsible, the evidence points to Israeli
agents having been behind the attack. He left a
widow and two children. (p.1)

4. Jadaan’s death, willingly chosen and awaited,
could not be further from the wretched end of the
three Palestinians of Men in the Sun, suffocating
in silence as a bored and frustrated official spin
out conversation which is no more than a series
of cheap jokes. (p.6)

Not found

The omission of ‘Palestine’ in Example 1 illustrates Kilpatrick’s disregard for a
historical and geographical reality which was later restored by the addition *“northern
Palestine”. Moreover, the lexical items she uses also reframes Kanafani’s life by excluding
relevant political overtones. For instance, using ‘fled” without referring to Israel’s use of force
suggests that the 1948 Palestinian exodus was a voluntary en masse departure. Likewise,
‘settling finally in Damascus’ entertains the idea that all neighboring Arab countries can replace
the stature of Palestine. Because of this, EI-Hussari (2010) argues that such omissions are
“unquestionably associated with publication and readership, [and] has done harm to the issue
of Palestinian identity and national memory” (p.60). Similarly, the removal of ‘summed up
what it means to be a Palestinian’ in Example 2 deprives the western reader of tasting the depth

of Kanafani’s political commitment and active involvement in the Palestinian cause.
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Kilpatrick’s causal emplotment becomes more discernable with Example 3 in which she points
an accusative finger at Palestinians before stating that Israel, namely the Mossad, is responsible
for Kanafani’s death. She uses the conjunctive phrase “despite suggestions”, which is an
example of heteroglossia via counter-expectancy. As a translator who is fluent in Arabic and
Arab affairs, Kilpatrick arguably makes three ‘errors’: First, the choice for using the softened,
agentless passive ‘killed” blames the act of killing on the explosion, and as a negative token, it
averts the attention away from Israel’s silencing of Palestinian activists by assassination. The
second ‘error’ pertains to the mere act of planting the seed of doubt by blaming the victims and
reframing Kanafani’s death in light of the Palestinian divide. The third “error’ has to do with
Kilpatrick’s judgement which she mediates through indirect attribution to distance herself from
what is being factually stated by making the Palestinians’ involvement something still open to
question.

Such intersubjective positioning and engagement choices (via counter-expectancy and
vague attribution using normalization) opens a dialogic space for voices that hides her stance
and aligns the reader into her point of view. As Martin and White (2005) assert, “[t]he effect is
to invite or at least entertain dialogic alternatives and thereby to lower the interpersonal cost
for any who would advance such an alternative” (p.103). Furthermore, Example 4 shows how
Kilpatrick compares the novel with another of Kanafani’s short stories ! (The Falcon) to
construct the generic conception that the characters’ demise is always “willingly chosen and
awaited” (Kanafani, 1962/1997, p.6).
4.1.1.3 The Map: Palestine Lost

The accompanying map, not found in the 1999 edition, is a stark testament to the
topographical and geopolitical re-mapping of Palestine’s landscape. As Image 3 below reveals,
Palestine becomes Israel, and places such as Akka (=), Jaffa (4%), and Safad (:i<) become

Hebrewized as Akko, Yafo, and Zefat. This negatively charged Judaization seems to suggest
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the translator’s subscription to Zionist agenda that marginalizes Palestinian-Arab presence by
inculcating Jewish identity. Because names of places as symbols “are part of the process of
attaching meaning to one’s surroundings [...] and serve as repositories of values” (Cohen &
Kliot, 1992, p.655), the Western reader is digesting the translator’s and the publisher’s
disorientation of political reality as something geographically correct. The map in question also
transpires religious convictions. For example, Jerusalem, which is linguistically closer to the
Hebrew pronunciation Yerushalayim, is used in place of Al-Quds to avoid its positive
connotations that echo Islamic-Arab identity. What all this entails is that the publisher is
benefitting from the disproportionate translation of Arab and Palestinian literature, is

circulating pro-Israeli hegemonic public narratives for unfamiliar western readers.

SAUDI ARABIA

The route travelled by the
men in the sun
¥ | Ckm WO 200

300 |

),
mKuwait

ELWwWa

A i | - i, E
Image 3. Distorting the narrative via visual re-mapping. Adapted from Kanafani,

G. (1997). Men in the Sun & Other Palestinian Stories (H. Kilpatrick, Trans.).
Boulder: Lynne Rienner Publishers.

Moreover, Zalman (2003) briskly remarks —but ignores the Judaization of Palestine—
on the map’s incongruous relation with the novel, which in her opinion “pose[s] the question
of how the narrative inside the fictional tale and the national narrative beyond it relate” (p.51).
Hence, the outlined route and the misleading caption ‘the route travelled by the men in the sun’,

implying the characters’ successful arrival to Kuwait, self-contradicts Kanafani’s narrative
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which, according to Siddiq (1984), “dramatizes the futility of the effort by the uprooted
Palestinian refugees to look for a new home, a new future, and ultimately, a new identity by
moving away from Palestine” (p.10). It can be argued, therefore, that if the three characters did
not suffocate inside the empty water-tanker, the whole narrative acquires a meaningless value
ab initio.
4.1.2 Politics Continued

Kanafani’s creative language, marked by modernist complexity, replete with subtle
political symbolism and direct allusions that interweave the history of occupation and
resistance into the characterization and setting. However, the novel’s impetus becomes caput
mortuum due to Kilpatrick’s disengagement and her dismissal of the Palestinian colonial
experience that minoritize what is already a minority. She equates the Palestinian refugees with
“the economic refugees from the Caribbean, the Mediterranean, and the Indian subcontinent
who throng London, Paris, and Munich” (Kanafani, 1962/1997, p.3). The ethical dilemma and
dichotomy of foreignization and domestication were given their most thorough examination by
Venuti who remarks that “[t]he notion of foreignization can alter the ways translations are read
as well as produced because it assumes a concept of human subjectivity that is very different
from the humanist assumptions underlying domestication” (1993, p.217). In other words, the
translation approach wields power in (re)constructing texts and national identities for foreign
cultures, and in the case of domestication, it often “serves an imperialist appropriation of
foreign cultures for domestic agendas, cultural, economic, political” (Venuti, 1993, p.209). The
following excerpts illustrate how Kilpatrick’s domestication and lexical choices resulted in the

eradication of political values:

English Translation Source Text
5. He did not know why, but he was suddenly (8.00) Auyddl (o ppun yordy Blad Slial 13U (gyus !
filled with a bitter feeling of being a stranger
(p-9)
6. squatting like an old dog in a miserable hut (16 .0) pd> cy 33 oSS ade
(p.13)
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7. Don’t make a mountain out of a molehill
(p-33)

(58.40) Bluks Aonall po Jazs ¥

8. The last words the fat man had spoken were
decisive and final; it seemed to him that they
were forged from lead (p.22)

il Rasol e Jom 1 Ldaad 1 5881 o LalSIT S
(35.00) obio (re Higas S Ll 4] Jis s

9. Abul Khaizuran was an excellent driver. He
had served in the British army for more than five
years before 1948. When he left the army and
joined the Freedom Fighters, he had the
reputation of being the best lorry driver one could
find. That was why the commandos in Al-Tira
invited him to drive an old armored car that the
village had captured after a Jewish attack (p.32)

G Gllasnd! Sl § pus aad Loyl Ll ol el 0l o8
il 5 g i e (10 4511948 ple JiB o ld
Sl i als Bgyan O ppualall Bgiw J) piaily
gtalza sleuil ey cdele fay Of oSy B Silyleedd
Lol Isdginl a8 Al Jlor) oS Adsie Amiian 39 Spkall

(55.00) $a34e po=a 5|

The translation of these excerpts into English clearly betokens Kilpatrick’s stance that
decontextualizes the political imprints the text is recognized for. In Example 5 the noun (gurba/
4,£), a symbol of alienation of exile, has been converted to ‘stranger’ (garyb/ «u£). Using
‘stranger’ is not accidental; the term does not fully capture the connotes to the historic
expulsion of Palestinians in 1948 that turned them into uprooted, exiled refugees living in
refugee camps or the diaspora. Kilpatrick’s disengagement with the narrative of Al-Nakba
extends to Example 6, in which ‘s <’ (bayt haqyr/ contemptible dwelling) is translated to
‘miserable hut’. From an appraisal lens, ‘miserable’ is a negative affect that falls under the
un/happiness variable that “covers emotions concerned with affairs of the heart” (Martin &
White, 2005, p.49), notwithstanding, this word choice lacks the political and eco-social
undertones ‘&’ communicates. Namely, the humiliation of being exiled and unemployed,
residing in refugee tents and living off the UNRWA'’s handouts.

The following two examples further demonstrate Kanafani’s political commitment by
using homonyms. In Example 7, Abul-Khaizuran is reassuring Assa’d about the safety and
effectiveness of his proposition —getting inside the water tanker— by saying ‘ 4xail) ¢ Jaai ¥
slule’ (la tag‘al min algaddya ma’sa/ don’t make a tragedy out of the issue/cause). As the
translation shows, the term ‘4xail” encapsulates two possible meanings, but | would argue that,
considering Abul-Khaizuran epitomizes Palestinian and Arab frailty, the term explicitly and

exclusively alludes to the Palestinian cause. That is to say, by encouraging the characters to
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give consent, Abul-Khaizuran is also encouraging them to abandon the Palestinian cause and
resistance “for employment and a livelihood in the traditionally conservative but oil-rich Arab
states of the Gulf” (Harlow, 1985, pp.102-103). However, castrating the sentence into ‘Don’t
make a mountain out of a molehill’ neutralizes these associations for the sake of minimizing
unfamiliarity or any forced encounter with the foreign text.

Similarly, the word ‘uela)’ (rasas), in Example 8, translates in Arabic into either *lead’
(the meaning Kilpatrick conveys) or ‘bullets’. To provide contextual information, in a
flashback scene, Marwan —who could not afford the smuggling cost- is remembering how an
unnamed smuggler forcefully drove him out of his shop after slapping Marwan on the face.
The smuggler’s act is a symbolic microcosm of how Israeli soldiers in 1948 occupied
Palestinian lands using brute force and fire power, countering any form of resistance with a
bullet. Thus, the word ‘lead’ (although one cannot rule out the possibility of unmotivated
mistranslation) has little to no value in the context other than to show the heaviness of the
smuggler’s apathetic attitude.

Kilpatrick’s stance is also discerned in Example 9. Contrary to her veiled impartial
engagement with the text, Kilpatrick intervenes here to safeguard her universal scheme by
omitting the name ‘c:kt®’ (Palestine) from the translation. This omission, which is also an
illustration of selective appropriation, resonates with the Zionist narrative and political
propaganda that claims Palestine did not exist before 1948 and the establishment of a Jewish
state. In fact, Palestine is directly mentioned twice in the text. That is why this omission, which
is to a degree associated with the phrase ‘before 1948’, appears to be a motivated choice.
Furthermore, Kilpatrick translates ‘csslae’ (mugahidyn) in two different ways to avoid its
positive ethical judgements and Islamic connotations. The first time, she opts for the moniker
‘freedom fighters’, which according to Oxford Wordpower Dictionary, denotes “a person who

belongs to a group of people that uses violence to try to remove a government from power”
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(2006, p.315). The term in this context ambiguously reframes Israel as a legitimate
governmental authority. The second time, she uses the misleading term ‘commandos’ to imply
that Palestinians, back then, had specialized military training and, a fortiori, the power
dynamics between the occupier and occupied is balanced. The polysemous term ‘jihad’ means
“exertion, struggle, striving in the path of God” (Afsaruddin, 2020, p.512), but the translator’s
shift presupposes her endorsement of the traditional Western treatment of ‘jihad’ as a violent
holy war to conflate jihad with fighting non-Muslims, a meaning never used in the Qur’an
except in the case of self-defense. Moreover, the grammatical shift from the agentive subject
‘408 Ju )’ (rigal "alqarya/ men of the village) to the noun ‘“4a (the village) undermines the
Palestinians’ agency.

The Palestinian national memory, Kilpatrick opted to soften in her translation, is
strengthened in Saleh’s adaptation; making the film “part of the Palestinian movement’s armed
struggle against the necessity of historical endings, a struggle which depends upon stories and
films as much as on Kalashnikovs” (Harlow, 1985, pp.110-111). Images 4 and 5 below display

selected frames from the montage sequence, one of the film’s defining political scenes.
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(0:15:04) (0:15:07)

(0:15:09) (0:15:10)
Image 4. Images depicting Palestinian displacement and settlement in refugee camps

Ihat you*veé lost Jour - gouth
ANJApSUY cOuntry?

(0:15:13) (0:15:20)

(0:15:23) (0:15:26)

Image 5. Archival footage of Arab leaders and the Arab League meetings




In Convergence Culture, Jenkins (2006) theorizes about transmedia storytelling as “the
art of world making” (p.21); as something that “unfolds across multiple media platforms, with
each new text making a distinctive and valuable contribution to the whole” (pp.95-96). That
said, this film and this minute-and-a-half montage sequence, in particular, imputes the narrative
with political richness in a twofold manner. On the one hand, the visuals represent the
ramifications of Al-Nakba in 1948 in which hundreds of thousands of Palestinians were
expelled and shoved in crammed refugee camps (Image 4), then the focus transitions to
condemning the hypocrisy of Arab regimes and the false hopes the Arab League promised
(Image 5). Saleh’s attitudinal stance is discernable via Qur’anic intertextuality (Image 5, top
right frame): Surah 3, Verse 103 ‘163 ¥ luaa & i3y 1 5aate)3” (And hold fast, all together, by
the Rope which God (stretches out for you), and be not divided among yourselves); and Surah
3, Verse 110 “ Sl c8 (i3 ciasaly o954l (i & Al 44 38 2" (Ye are the best of peoples,
evolved for mankind, enjoying what is right, forbidding what is wrong [Translated by A. Yusuf
Ali]). This recreation of Palestinian history and the embeddedness of Qur’anic verses in the
film is framed in response to the 1967 Six-day War and the 1970 Black September that
punctuated the interval between the novel’s publication in 1963 and the film’s release in 1972.
Therefore, the visual semiotics reflect temporality and causal emplotment patterns to
emphasize the moral defeatism of Arabs.

On the other hand, Abu-Qais’s internal monologue during the scene dialogically
participates in granularizing Saleh’s stance. For instance, Jewish soldiers are referred to as
‘Zionists’ in the subtitles; “a loaded epithet [...] which, in the Arab psyche, frequently connotes
aggression, expansionism, and usurpation” (Fattah, 2020, p.131). In contrast. the negative
inscriptions ‘traitors’ (hawana/ 4is3) and “plotters’ (muta’amiryn/ ¢ut) are used in reference
to Arabs who share information with the occupation and seek to undermine the Palestinian

resistance. These inscribed locutions of judgement cast Arabs in a negative light to reposition
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the viewer to critically engage with the sociopolitical space. According to Baumgarten (2008),
the verbal information “evok[es] the viewer’s *“aural” attention to accompany the visual
attention triggered by visual stimuli”, ergo, the interaction between visual and verbal
information “serve[s] to express representational, interactional, and information-organizational
meanings in texts” (p.9).

The theme of resistance, already prominent in paratextual elements, is strengthened in
different added scenes. One of those scenes is when the Assa’d is dissuaded from travelling by
a colleague, the latter who considers Assa’d’s decision a coward’s move; the first step toward

self-damnation:

Translation
Why should you sell yourself? Why do you grab
these 50 Dinars in such a way? Stay here Assa’d.
It’s your place, don’t run away. Don’t run away,
brother. Let’s follow the road that we have

Arabic Dialogue
Ayl s Bl Seludd aus oy Jid S
‘u@ﬁh‘dhaoﬁcmiggﬁd&budawb
Loty Zadl] oo slidia I 3yladl J2S (595 L iy Lo

s iss Wl oy 8,201y 39501 By Lo Sl ol o] S
domis 21y e LS JSLadLa Llae el Sliuy s ot
38 s ledl 13) ¥ ey e @Jlally alSCin T . Ilia (1

(0:29:57-0:30:48) .Lte wupa i Lge vy Jie Lple

walked together, that [the Palestinian cause]
takes too much. Do you think of running away at
every difficult step? Have you forgotten the way
we started? Stay with us. Why should you sell
yourself? No problem can be solved unless you

face it, but not if you run away from it.

The colleague’s appeal, who is also an activist, is overwhelmingly loaded with inscribed
attitude. Tokens of affect are rather subtle, sensed through the interpersonal locus, but negative
and positive tokens of judgement and appreciation are easily realized. The repetition of terms
such as ‘Wi @a (e [uka 5 W7 (run/running away) and “dedi &8” (sell yourself), which convey
negative judgements versus ‘Ul dls /o 8 ¢Wls” (stay here/ stay with us), which convey positive
judgement trigger —in relation to the direct references of the Palestinian cause and resistance
movement- a politico-ethical debate in a manner that addresses the Palestinians and Arabs’
responsibility to defend the Palestinian cause.

Another notable adaptation shift is the film’s ending that shows a shot where the
desperate knockings of the Palestinians on the tank’s walls is loudly echoing against the air-

conditioning noise of the border check-point offices. Although there is no explicit evidence in
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the novel, Saleh’s interpretation is compatible with the film’s spatio-temporal renegotiation of
reality and the novel’s latent political symbolism. In fact, one of Harlow’s (1985) explanatory
notes indicates that Kanafani viewed the film three times and did not disapprove of the alternate
conclusion. Besides, Fadl al-Nagib argues that Abul-Khaizuran’s epiphanic question ‘why
didn’t they knock on the sides of the tank?!” is an ignorant one:
[T]here is no doubt that the three men did knock on the walls of the tank. They shouted,
called for help and did everything in their power to save their lives. They did what any
man would do who still clings to life. The three finally suffocated, not because they
didn’t bang on the walls of the tank, but because there was no one there to hear them,
and even if someone did hear them, he wouldn’t have taken it upon himself to help
them. Nonetheless, the question is a real one and, in the future, will become an
important one in that it represents the way in which the Arabs have dealt with the
tragedy. (as cited in Harlow, 1985, p.107)
4.2 The Religious Dimension
Religious expressions in Men in the Sun create an intricate tapestry of cultural, political,
and moral connotations. In the narrative, religion is shown as an ingrained source of knowledge
from which people acquire cultural repertoire, while its lack thereof marks the novel’s
incarnation of divine punishment and the moral decadence of “local Arab society [that] feeds
on Palestinian weakness and vulnerability [...] setting up obstacles for travel, work, and
opportunities to live in dignity” (Abu-Manneh, 2016, p.80). The following excerpts manifest

Kilpatrick’s direct interference with and de-Islamization of the original discourse:

English Translation Source Text
10. ...and you will lead the prayers on Friday, st claiy/SelliS i . daezl ags (ulidl a3 B9

won’t you?/ No, | am a teacher, not an imam. | o s /i . e T e .
’ ! . . izl I JB Mlale) cudy sl o) S b L el
can’t lead the prayers/ The headman said to him: ? J ’ 5 Sl e =

what’s the difference? Our teacher was an imam/ 3U! Bl ¢S 3Ll o8 /Lola] Lidliwl o ual €8540 Lag
!—ie was a teacher in a Qur’an school, but | teach (10.40) dwsn
in a secular school (p.10)
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11. Who told him that he wanted to marry Nada?  das i,3 sbi o 3yl S zo 5 oof waps 4] I JB 01 (5a
Just because his father had recited the Fatiha*
with his uncle when he and Nada were born on the
same day?

[footnote]: *The first sura of the Qur’an,
customarily recited at the conclusion of an
agreement or contract. (Tr.)

12. Just imagine! In my own mind | compare these  au Ll cnuaiedly 2kl liia gkl sda o) - sguais
hundred and fifty kilometers to the path that God s T aa e . .
in the Qur’an gromised his creaturr)es they must e dele s O 42l ] ey ) olylly s ‘M
cross before being directed either to Paradise or to £l oo aduw b - 5lilly 2izll o peiisd gm O
Hell. If anyone falls, he goes to Hell, and if anyone e Lia a0 Lol izl ) Juog s3lin | (o 5Ll ) caad
crosses safely, he reaches Paradise. Here the ’

angels are the frontier guards (p.36) (66-65 2) sgunll iz

(28 .40) Sulg pg @ P Oy 9o ulg (> Amslall

In example 10, Ustaz Selim declines the villagers’ request to lead the Friday prayers,
saying he is simply a ‘school teacher’ (‘ustad madrasa/ 4« 3tiu) and not a ‘kuttab teacher’
(ustad kuttab/ <ts duui)* or an imam. Kilpatrick’s rendition curtails the value of Kuttab as a
multidisciplinary education institution by laying emphasis on Qur’anic teachings only.
Moreover, the manipulative insertion of ‘secular’ in contrast to ‘Qur’an’ marks the translator’s
adherence to the policy of western secularism, which in the present colonial context
inaccurately promotes a secularized view of Islam and the Palestinian cause. To put it
differently, she is exacerbating the religious cleavage between Hamas and Fatah. On top of
that, she is repudiating the pertinency of Islam in the conflict and the sanctity of holy sites (i.e.,
‘secular’ decriminalizes the Jewish plan to build the purported Solomon’s temple on the
remnants of Al-Agsa mosque and the recognition of ‘Israel’ as a Jewish state).

In example 11, the direct relevancy of Al-Fatika in the religio-cultural context
necessitated Kilpatrick to insert an explanatory footnote for the western reader. According to
Nida (1964), footnotes perform two functions, “to correct linguistic and cultural discrepancies”
and “to add information which may be generally useful in understanding the historical and

cultural background” (pp. 238-239). Kilpatrick’s footnote quasi-follows the second function; I

4 Kuttab (<) is a form of traditional Islamic education where young pupils learn reading and writing, Arabic
language and grammar, literature, calligraphy, and mathematics alongside their Qur’anic and Islamic studies.
However, this education is deemed controversial in some contexts, especially after 9/11 and the ensuing western
claims about Islamic terrorism and fundamentalism, Islamweb.net (2008).
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say quasi because the explanation she provides lacks clarity and is religiously misinformed on
two fronts. Firstly, Al-Fatika in the context is associated explicitly with matrimonial
agreements, and as Al-Badawi asserts, “it is commonly perceived as conventionalized
engagement” (2017, p.28), not as an agreement. Secondly, this customary act is considered
bid‘ah, meaning it has no basis in the Qur’an or Sunnah (Islamweb, 2002). In the same way,
translating ‘4 (Allah) into ‘God in the Qur’an’ in example 12 explicitly heralds Kilpatrick’s
ideological positioning in relation to the identities projected, however, it is rather unclear
whether her addition is an attempt to clarify ‘44’ to the western reader or to ‘inject’ doubt into
the mind of the reader as to the validity of the God of Muslims, as if He is not the One and the
Only God of the universe, the same as their own.

In fact, all direct references to Allah have been either neutralized or domesticated into
‘God’, which is a decision based on theological differences, namely because “God in the
Qur’an is not identical with the God of the Bible because the Qur’an does not connect to the
Bible in a positive way, but opposes decisive moments of Jewish and Christian salvation
history” (von Stosch, 2015, p.124). This does not necessarily suggest an anti-Islamic stance,

but it creates a dissonance between the original and translation.

English Translation

Source Text

13. You’re very kind. But I’m a little tired,
that’s all there is to it. Will the preparations take
long?/ No. Thank heavens, there are many of
you. You’ll find yourself on the road in two days

(p-22)

Ja ¥l § e S Tda Sl cad STy 2lid all Iyl
Otags IS . AS oSG all oz IS/ Sl I slue) 5 lise

14. I’ve had more than enough exhaustion in my
life. Yes, indeed, more than enough (p.40)

SIS o AST il s! uSw;&sus.:«.»E;L!_,@mm
(73.00)

15. The mercy of God be upon you, Ustaz
Selim, the mercy of God be upon you. God was
certainly good to you when he made you die one
night before the wretched village fell into the
hands of Jews. One night only. O God (p.11)

elif el ¥ ebde dil dany b ol bl Uy lle il &ay
bogaw cra ol A b Cigas cllas (o 4l i Bglas 93
lal b dadd Busly A Logell sl @ auSudl @,all

(11.42)

As the above examples show, Islamic-cultural expressions such as ‘e 4 &4’ (baraka

Allahu fyk/ may Allah bless you), ‘44 +a3” (nahmadu Allah/ we praise Allah), and ‘e & 4as

(rahmatu Allahi ‘alayk/ may Allah have mercy on you) have been domesticated to ‘you’re very
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kind’, ‘thank heavens’, and ‘the mercy of God be upon you’ respectively. Here, Kilpatrick does
not only valorize ethnocentrism; she also ensures the text’s illusion of transparency to conceal
the naturalizing process of religious and cultural references (see section 4.3). Her hegemonic
imprints fit Goui and Seddiki’s (2019) view of ethnocentrism which they describe as “the
backbone of stereotypes by which an individual can compare the morals, ethics, history, and
religion of another country to his own, and decide that his own nation’s practices are superior”
(p.197).

The film, relatively speaking, does not show signs of adaptive shifts or alterations,
albeit, there is one scene, not found in the novel, that foregrounds the religio-political
conjunctions. As mentioned before, Ustaz Selim does not identify himself as an Imam (because
he does not know how to pray). So, Abu-Qais is seen criticizing his irreligious background and

teaching. He says the following:

Arabic Dialogue Translation
play ot Wl 5l e Sl cmiy W 4y I 13a - That’s what we gain when we engage a teacher for
o0 osale MU S walas 71y il Cigddl (¥ our children from outside the village. Let’s see

what he will teach them, that master they brought
(0:07:08-0:07:20) .L3L  from Jaffa.

Saleh is raising awareness of the religio-political dissonance between traditional and
modern pedagogy, particularly that inferior education systems and educators are detached from
Islamic values and Palestinian philosophy (see Image 6 below). He is also shedding light on
the conflictual instability of Palestinian education; as stated in Affouneh (2007) and Alzaroo
and Hunt (2003), Palestinian education prior to 1994 was modelled to inculcate the oppressor’s
status quo rather than reinforce anti-colonial and emancipatory efforts (Jordanian and Egyptian
administrations controlled the education system between 1948 and 1967, followed by Israeli
civil and military administration between 1967 and 1994). Consequently, Ustaz Selim’s phrase
“[w]hen the two great rivers, Tigris and Euphrates, meet, they form one river called Shatt al-
Arab” (Kanafani, 1962/1997, p.10) is didactically cynical since it symbolizes the Arabs’

religious decadence and lost unity. That is why the first Palestinian curriculum plan in 1998
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was designed to emphasize “the essence of the Islamic culture, doctrine and affiliation to Islam”

(as cited in Affouneh, 2007, p.355).

(0:07:21)

Image 6. The subtitles linger on the screen from the previous shot to
pose as a demonstrative inter-title for Ustaz Selim’s character who is
seen smoking the Arjilah (middle figure)

4.3 The Cultural Dimension

The treatment of cultural items (the ones that exclude religious affinities) in the
translation manifests an attempt to acculturate the Palestinian culture into the western
mainstream. Kilpatrick weaves her surface-level interpretations at the expense of faithfulness
in such a way that “each of the languages becomes a guarantee of the other, [e]ach is assumed
to be or to possess the generality of a semiotic that can appropriate the singularity of the other’s
idiom by way of conscientious approximations” (Spivak, 2000, p.15). | assume, that
Kilpatrick’s choices connect to the disposition of the translation industry and the dynamics of
intercultural exchange, at least in the 1990s, that perpetuated the inferiority of Arabic literature.
This assumption is plausible but cannot be corroborated due to the same reasons mentioned
earlier. The following examples represent how metaphors and idioms have been rendered in

translation:

English Translation Source Text
16. What’s going on?/ The child laughed and (9.00) !5 Lunla ilalg Jaladl sl /SEas 13k
replied in a whisper: Idiot! (p.10)
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17. May God send you success, Marwan, (50.00) prcs b ¢slg e b 4l 2lady
you brave boy (p.30)

18. Let the dead bury their dead (p.47) (89.0) dynny \Lieall puSd

Examples 16 and 17 illustrate the use of fauna metaphors that cognitively remodel and
frame agents in relation to the cultural environment. The negative expression ‘u«s" (tays/ he-
goat), which symbolizes unintelligence in the Arab context, is translated to the abstract
connotation ‘idiot’. Correspondingly, the positive expression ‘a=’ (sabi‘/ an inclusive term for
predatory animals such as lions and wolves) is rendered as ‘brave boy’. Although the first
metaphor is a result of cross-cultural difference — male goats symbolize virility in European
cultures— both renditions detract from the attached values by converting the metaphors to their
direct senses.

In example 18, ‘aa &l s’ (liyaksir alfahbar ba“dah/ literally: let the pottery break
itself) have been changed to ‘let the dead bury their dead’. The idiom, which refers to the
conflict between Palestinians and lIsraelis, exemplifies Abul-Khaizuran’s apathy toward the
political situation and his propensity for earning money (he was the one who said “money
comes first, and then morals” [Kanafani, 1962/1997, p.28]). Contrary to the way in which
Kilpatrick has dealt with other idioms®, she religiously reframed this particular meaning using
a Christian narrative: Matthew 8:22 (But Jesus told him: Follow me, and let the dead bury their
own dead). The seamless implementation of this biblical reference selectively ensures that the
narrative voice and cultural identity of Palestinians are effectively erased in translation. Similar
to metaphor is the frequent rhetorical use of hyperbole to dramatize the interplay between the

landscape and the protagonists’ traumatic suffering:

English Translation Source Text
19. Do you like this life here? Ten years have  iuas calg cilgin yie cipe 4at Slia Blead! sia clizasi
passed, and you live like a beggar. It’s
disgraceful. Your son, Qais, when will he go
back to school? Soon the other one will grow up.

g T g Taanyuiall dgrisn G« utd iyl lalyor . 3Lx 2]

® Although they contain minor alterations, idioms such as ‘s 4 & 3all ¢is” and “glal) o<d Jia ¢ 525%" Were respectively
reproduced successfully using the same image in English as follows: “as if life were like eating yoghourt” (p.14)
and “melt away like a lump of salt” (p.34).
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How will you be able to look at him when you
haven’t...? [...] It’s terrible. You are
responsible for a big family now (p.14)

Y J g5 il lalya. o 6l g ] Jaiilu oS .. (581 2,
(17.40) baS Asle o0

20. All right. And what does it matter whether |
know it or not; is it the end of the world? (p.12)

podie Ja adpel ¥ ol o s Bpel o Guge I3kag louds

(12.40) Saaluall
21. I’ll open the cover of the tank for you. Ha!  lia (55318 wdladl (98w La Lo ..o5l35el ool oS0 midlas
The climate will be like the next world inside (73.00) S5l 3

there (p.40)

22. The heavy hand crashed down onto his cheek,
and the word was lost in a fearful roar, which
began reverberating between his ears (p.23)

Slad il 3 A1 usliad o> b At el Digas

(37 .00) 4l o sgey s

In example 19, Abu Qais’s friend, Saa’d, is reprimanding him for not travelling to
Kuwait by using the Islamic concept “‘a\,»’ (haram), which is a concept deeply rooted in Islamic
law and Arab-Muslim culture (it is related to Islamic jurisprudence [Figh] that guides Muslims
in everyday life, therefore, ‘“forbidden’ and ‘prohibited” are inadequate English translations).
Given the multilayered meaning of ‘ala’, especially in light of its metaphoric use, the term is
rendered as “disgraceful” and ‘terrible’ in English. Likewise, examples 20, 21, and 22 illustrate
how references to Islamic eschatology and al-gayb (the unseen world) are altered in translation,
revealing Kilpatrick’s domestication. Hence, ‘4’ (*algiyama/ resurrection/Judgement day)
becomes ‘end of the world, ‘3,4% (’al’ahira/ Hereafter) becomes ‘the next world’, and * AUasd’
(saytany/ diabolical) is rendered as ‘fearful’. It is worth noting that Kilpatrick —in reviewing
Jones’ translation of the Qur’an— regards English as “a language which has not traditionally
been a vehicle for the [Islamic] religious tradition” (2011, p.255); nevertheless, this does not
mean the English language is thoroughly unviable. Although all these religious expressions are
not meant to be taken literally, the translation does not mirror the characters’ religio-cultural
identity nor does it stylistically communicate how religious language is a salient feature in

Arabic discourse. Culture-specific items underwent a similar process of reframing:

Source Text
(25.40) dwly Lp i aud oS ollaci ud wall o oIS

(60.50) 933 oy Ui ..ol el LT L proe!

English Translation
23. Abul-Abd had given him a head-dress (p.18)

24. Listen, Abul Khaizuran, I’'m a simple man
(p.34)

25. That night he saw Ustaz Selim sitting in the Ll adl g5 3 Ll o 3liwdll aals alll ells 3
headman’s reception-room (p.10) (9.00)
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Example 23 deals with the kufiyyah, which is, first and foremost, a national symbol of
the Palestinian identity and cause —the kufiyyah acquired its political import during the 1936-
1939 Great Palestinian Revolution (‘revolution’ is intentionally used in lieu of ‘revolt’ as a
counter-naming strategy) when Palestinians masked their faces with kufiyyahs to avoid being
recognized by British and Jewish soldiers. It is also a distinctive item in the traditional
Palestinian dress worn by peasants and farmers to protect them against the sun’s heat.
Therefore, the kufiyyah draws its value from the political, cultural, and agricultural landscapes.
Translating the kufiyyah to the generic and metonymic ‘head-dress’ fractures the novel’s spatial
location and the kufiyyah’s politico-cultural idiosyncrasy, and again, it heralds the translator’s
lack of maintaining contextual Palestinian references in translation.

In example 24, Abu-Qais describes himself as ‘Gisse Jay” (ragul darwis/ dervish/
peasant man); the term conjoins core values that correlate to peasantry, asceticism (‘alzuhd/
2 31), and piety. These religio-cultural associations are reduced to ‘simple man’ in translation.
Although the adjective ‘simple’ is a type of positive judgement, it notably lacks the force of
the Arabic term diffuses in relation to Abu-Qais’s identity and status. Similarly, in example 25,
the cultural values assigned to the venerated title *J<sal)” (muhtar/ village chief) are clearly
erased as the term ‘headman’ shifts the cultural specificity of the narrative. As Amara (1999)
states, the selection of a village chief “is an old institution that goes back to the time of the
Ottoman rule in Palestine” (p.38). The Arabic term, then, reflects Palestine’s cultural visage
and the Palestinians’ attachment to tradition. In this case, the English ‘headman’ does not
consider the direct relationality between the term and context since it can develop and evoke
unique nuances or affinities depending on the cultural setting. Furthermore, Kanafani illustrates
how polite forms of address —consistently dropped in translation— are used in the Arabic culture
to show respect and irony. The following three examples are an illustration of Kilpatrick’s

translation solutions:
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English Translation Source Text

26. What does Abu Qais think?/ old Abu Qais (52.00) (ot 931 padl /5 s 941 padl 55 Lo
(p.31)

27. Assa’d’s is quite right (p.31) (53.00) Bl Somy wal 91
28. My friend! My dear friend! (p.22) (35.00) gy b Fi L

In example 26, the term ‘s (“am/ uncle) is replaces by ‘old’. Wardhaugh (2010)
accentuates the value of interpersonal repositioning in social interactions, stating that “[w]e are
obliged to protect both our own face [...] to the extent that each time we interact with others,
we play out a kind of mini-drama” (p.291). In my estimation, the double use of ‘" mirrors
Abul-Khaizuran’s congenial facade and his aim to build a positive self-image (and gain the
trust of the oldest member, Abu-Qais). The omission of this token of judgement and its
substitution with ‘old’ effaces the honorific and kinship associations attached to the term,
similar to the omission of ‘¥ (‘ah/ brother) in example 27. However, the translator in example
28 did not communicate the sarcastic illocutionary force of the smuggler’s remark ‘b « Al b
@3 (ya "ahy ya rwhi/ my brother, my soul). Here, the unnamed smuggler —who slapped
Marwan on the face- is ironically signaling his infuriation and not adoration; therefore, the
translation ‘my friend! My dear friend!” shifts the negative implications into positive ones.
From a sociopragmatic perspective, Kilpatrick’s failure to capture the intended negative
evaluation resulted in a communicative breakdown at the cultural and linguistic levels.

Kilpatrick’s cumulative effacements wrought a culturally impoverished translation that
is applicable everywhere and nowhere; speaks to everyone and no one, but that is not the case
with the film. Running for 107 minutes, the film does not waste a single shot to reinvigorate
Men in the Sun’s cultural spectrum and atmosphere. Saleh visually establishes the idyllic pre-
1948 Palestinian life early in the film about women and men. For instance, Umm-Qais (Image
7) is represented wearing a traditional Palestinian dress and making home-made sag bread, and
Abu-Qais and his son (Image 8) are seen riding a donkey which is a reflection of the

Palestinians’ simple life. Kanafani is known for his symbolic language; thus, Saleh’s visual
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storytelling creatively extends the narrative scope by foregrounding the bidirectional
interaction between the context and narrative. As Hutcheon (2013) notes, the adaptive faculty
has “the ability to repeat without copying, to embed difference in similarity, to be at once both

self and Other” (p.174).

(0:12:07)
Image 7. Emphasis on the Palestinian culture and lifestyle (women)

(0:12:09)

Image 8. Emphasis on the Palestinian culture and lifestyle (men)

Saleh’s implemented shifts, spatio-temporally, “locat[e] events within an unfolding
life-story” (Polletta, 2006, p.12), the Palestinian life-story and its historical connection with the
homeland. The film visually sharpens the Palestinians’ deep-rooted contact with the earth,
which, in the case of Abu-Qais, is a symbol continuously romanticized and sentimentalized as

an indivisible part of the Palestinian identity. From a narrative point of view, emphasizing the
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land’s fertility and cultivation —with particular focus on olive trees— promotes a counter-
narrative that hacks into the Zionist subversions that claim Palestine was virtually a barren
wasteland before the emergence of Zionism and before the arrival of Jewish settlers (Image 9).
From an appraisal point of view, the images solidify not only the director’s positive attitudes
but also ground Abu-Qais’s attitudinal position —marked by contentment— in emotions and
touch (Image 10). It is in comparing these pastoral scenes with the desert that the viewer
becomes aware that Palestine represented paradise, that Kuwait represented inferno, and that

the road was the characters’ spiraling descent into inevitable death.

(0:12:45)

Image 9. Palestine was not an empty land

(0:05:00) (0:12:41)

Image 10. Abu-Qais’s romanticization of the land
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In another interpolated scene, Saa’d informs Abu-Qais that in Kuwait there are no trees,

but something better than trees (allusion to money), to which the confused Abu-Qais responds:

Arabic Dialogue

Translation

e §yidl &Awi‘é\i‘ ]

Clheg P8 Sudes M LT Sl Jaial oy Gl (b
oDy (oM Byliinllag Uil g guo g guizmg $oul (DM
oMl p Lid s Sl Jaidl s Ll
(0:17:46-0.:18:08)

There is something better than trees? Well, what
kind of work shall I do over there? | am a peasant,
born an lived a peasant. My father, my
grandfather, my great grandfather, myself and that
old woman [his wife], we are all peasants. What
kind of work shall 1 do there? The only thing I
know is ploughing.

Referencing ancestral lineage about ploughing, coupled with the overlaying emphasis on

pronouns, bring Abu-Qais’s cultural identity to the forefront. In addition, this verbally realized

meaning signposts women’s role in society and their viable participation in agricultural

production. Although an in-depth analysis of soundtrack music falls outside the scope of this

study, it is important to note that the film’s non-diegetic music used in different scenes

considerably contributed to nuancing, or more correctly, externalizing the characters’ emotions

and inner psychological state.
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CHAPTER 5: CONCLUSION
“Translation is not an innocent, transparent activity but is highly charged with
significance at every stage; it rarely, if ever, involves a relationship of equality
between texts, authors or systems.”

Susan Bassnett and Harish Trivedi, Post-colonial Translation

5.1 Translating wor(l)ds

It is clear from Bassnett and Trivedi’s (1999/2002) postcolonial reading of translation
that meaning-transfer from one language to another poses locational conflicts and politico-
cultural instability. In terms of the present study, Kilpatrick represents an outside ‘etic’ force
that reframed Kanafani’s narrative using universalizing plotting and ethnocentric standards to
infringe Palestinian history and culture. As a result, and because of the deliberate
decontextualization of Rigal fr aSams, Kilpatrick ideologically ‘duped’ both the central
characters and the English-speaking readers as well. On the other hand, Saleh represents an
outside, yet ‘emic’ force that successfully managed to instill and bolster the narrative in his
adaptation, "Al-Makdu ‘un. This is partly the result of the close cultural-cum-political affinities
and sense of commitment between Saleh and Kanafani. The former’s objective is to critically
reflect on Arab reality in relation to the Palestinian cause.

From the prism of Narrative and Appraisal theories, the translator transcends the
linguistic space to one where culture and ideology become the salient determinants of narrative
reconstruction and re-evaluation. Contested narratives, such as the Palestinian and Israeli
narratives, are religio-politically sensitive because they prompt a Pavlovian-like response that
showcases the divided loyalties of participants, in this case, translators. Because such narratives
presuppose the versioning of reality and negotiation of values —each of the two opposing parties
ventures to counter-narrate the other— the translator cannot ideologically ostracize him/herself
from the context. Consequently, the translator, being an active participant and reader, can either

subscribe or resist the narrative but can never translate with absolute neutrality. The findings,
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then, alert us to the fact that translation, visually speaking, is never a horizontal line denoting
equality but is rather a vertical line representing the ‘exaltation’ of certain languages/cultures
and the ‘disparaging’ of others.
5.2 Limitations and suggestions for future research

The study has two limitations. First, the lack of external information that could
triangulate the translator’s ideological position and translation approach. Second, the research
length does not allow for an extensive discussion of all adaptive shifts found in The Duped,
many of which are politically charged and culturally rooted. In other words, the analysis
examines core (re)framing strategies in the film and how the director’s stance differs from the
translator. This project is of a small scale, focusing on the adaptation and translation of one
literary text. As a result, large-scale contrastive research is needed to crystallize the dialogical
relation (and difference) between translations and film adaptions. This could be achieved by
mapping narrative shifts using either translation-focused, adaptation-focused, or translation-
adaption comparative research. Moreover, given that the translation was published years ago
(the first dates back to 1978), a new translation by Kilpatrick would be useful to assess whether
the intercultural contact and the increasing western familiarity with Arabic and Palestinian

literature would affect her translation approach and strategies.
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