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Abstract 

Folklore encompasses those things people would love to hear, perform and most importantly sing when they 

come together in certain social events like wedding parties. Songs are among the major components of folklore in 

which not only Jordanians do find commonality but also all other communities, giving them the wonderful delight of 

being among their own people. Nevertheless, the songs performed during a wedding march, known in Arabic as zaffa, 

do not sound connected clearly and logically. These types of songs are many, too short and varied. Besides, most of 

them are one-stanza or verse songs, each of which expresses an idea or a theme that has nothing at all with the topic 

expressed in the one to follow; i.e., singers are jumping incoherently from one topic to another. Thus, translation 

wise, this absence of thematic connection would pose a serious challenge to translators.  

Keywords: Coherence, Culture, Folklore, Song, Text, Translation. 

1. Introduction 

In addition to lineage as a major ingredient of a speech community or ethnic group, others include 

history, geography, beliefs, customs, sense of humor and folklore, of which songs are a major component. 

Folklore comprises those things people would love to hear, say, do and most importantly sing when at 

home with their own people. Songs constitute a major part of a nation’s folklore in which all communities 

find commonality as they give them the wonderful delight of being among their own people. Language is, 

no doubt, a carrier of the multifaceted aspects of folklore in which songs enjoy a central status, and thus 

serve as an integral element of nationhood, reinforcing the sense of togetherness and social belonging. 

The language of songs could be viewed as one of the most distinctive characteristics of a nation. In 

the Jordanians’ case, folkloric songs are among the tying factors they graciously cling to emphasize their 

culture and identity. Folkloric songs instill love of one’s culture and heritage in people who recite and 

listen to them and contribute greatly to children’s education. Within this vein and talking about the place 

of music and songs in the Turkish culture, Gül et al (2016, 1528) say that “You cannot root Turkish 

Music out from the hearts of the Turks”. They further argue that history, language and music blend in the 

national constitution of a nation in the way flesh, bones and blood come together in a human body, which 

can’t be detached; likewise, history, language and music can’t be separated from each other, not even 
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only one of them can be taken out. The disorder that is likely to take place in a society is similar to the 

one that occurs in the human body.  

Wedding ceremonies in all countries of the world are viewed as windows into their cultural 

traditions and customs. In the Jordanian culture, wedding parties symbolize and celebrate the coming 

together of two future families. Such social events represent an important remembrance of ancestry and 

heritage. For this reason, wedding traditions in each province of Jordan may differ slightly in regards to 

the food served, traditional dress, and the songs sung, the major concern of the present paper. Jordanian 

people are loud, proud and so keen to show their high hospitality. A Jordanian wedding, unlike almost all 

traditional weddings in the west, may last for a week with evenings of loud traditional music, dancing 

dabkeh and large amounts of food served to guests and participants. Although over the recent years, many 

people are opting to move away from traditional wedding customs in favor of more modern wedding 

venues, like rented halls and hotels, the tradition still stands strong in both the badia and countryside. 

However, two to three nights ahead of the wedding party itself, which is usually on a Friday, the family of 

the groom celebrate the upcoming marriage with music, tea, Arabic coffee and dancing, especially the 

dabkeh accompanied by a variety of traditional songs performed by men and women who gather in the 

same venue not far from men. 

On a Thursday night, called the henna night for the groom and the bride, the celebrating men and 

women, while singing special songs, paint the hands of the groom and the bride with paste made from 

dried henna leaves. Besides, other types of songs are performed in the groom’s shower event preparing 

him for his wedding night. This takes place traditionally in the late morning of a Friday, a few hours 

before the wedding march, zaffa, which starts after dinner when copious food is served to participants and 

guests. During this march and while the groom is mediating a choir leading a large crowd of friends, 

neighbors and relatives, this leading group sing loudly and another group repeat certain verses or stanzas 

of the songs after them. Likewise, almost the same songs are performed and repeated during the nights 

preceding the wedding day, the groom’s shower event and the henna night. 

2. Statement of the Problem  

The songs performed during a wedding march, known in Arabic as zaffa, do not sound connected in 

a clear or logical way. In modern time, folklore as a significant cultural component seems not to receive 

much attention or the right concern by scholars in the related fields, and this is certainly true of the case in 

Jordan. These kinds of songs are many in the Jordanian culture, too short and varied. A linguist or 

someone interested in discourse analysis, or even speakers of the local dialect can easily realize that most 

of them are one-stanza or verse songs, each of which expressing  an idea or a theme that is not related to 

the one  in the other short song to follow.  

3. Purpose of the Study 

Though incoherent the zaffa songs sound, Jordanians find much fun and joy in them as the topics or 

ideas touched upon reflect values, traditions and social norms from the past of the Jordanian life. Yet, in 
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addition to the challenges pertaining to cultural differences embedded in those songs that face a translator, 

what will hinder an appropriate translation is this absence of coherence among this large number of short 

songs. Thus, the present paper addresses what role or part coherence and lack of it play in translating 

folkloric content like the one found in the short songs performed in a Jordanian wedding march.  

4. Literature Review  

As expressed earlier, songs are indications of membership in a particular culture or subculture and 

constitute a rich source manifesting the diversity that exists among cultures and even the subcultures 

within a dominating one. Folkloric songs in any society represent their history. They are composed of 

their native language and folk music played by their own folk musical instruments. Hence, maintaining 

coherence in translating such songs can be much more difficult than when it is to establish in the source 

language simply because of the scarcity of clues that inform the translator if the rendered message is 

compatible with the intended one. 

4.1 Songs, Culture and Translation 

Folk songs are sung during happy times and during sad ones. This type of songs can be about wars, 

battles, heroes, love tragedies, falling in love, disasters, etc. Yet, this kind of folk discourse represents a 

variety of common messages that are deeply rooted in the history of their concerned communities and 

cultures. That is why most old people love old folkloric songs as they make them feel transported into the 

past, and thus take them back to beautiful times. Different societies have different cultures, thus different 

folk songs are found among the people of different cultural backgrounds. Each one is unique in terms of 

style, type of instruments and way of singing which displays the true identity of a particular culture. 

What can folk songs reveal about people and society? One of the most significant functions music 

can do is unifying groups of people. It further moves them to common action and enables them to express 

common emotions. Certain songs may become like anthems that have a special importance for particular 

generations as they express widely-shared values, virtues, experiences and emotions that significantly 

contribute in defining a group’s identity and solidarity.  

Every culture enjoys music and songs which serve many different purposes such as accompanying a 

dance, calming an infant, or expressing love, as Mehr (2018) puts it. In spite of cultural differences 

manifested by songs and music, it is viewed as a universal language, i.e. a shared ownership in the global 

culture as it expresses the shared human experiences. Besides, studies show, as claimed by Ludden (2016) 

that people are pretty good at discovering the emotions passed in unfamiliar music idioms especially the 

two basic emotions of happiness and sadness. Specific features of melody contribute to the expression of 

emotion in music. For example, higher pitch, more fluctuations in pitch and rhythm, and faster tempo 

convey happiness, whereas the opposite conveys sadness. Moreover, Ludden (2016) adds that music is 

like language; it has syntax, rules for ordering elements such as notes, chords, and intervals into complex 

structures. Yet, none of these elements has meaning on its own. Rather, it’s the larger structure, the 

melody that conveys emotional meaning. And it does that by mimicking the prosody of speech. 
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In addition to being a rich source of joy, songs can provide people especially the young generation 

with much information about their society, history and culture. In songs, people retain important beliefs 

and values of their culture. They help construct self-images and provide models for how to behave, set 

styles and shape the audience attitudes. They do this in several ways, one of which is not only the 

message or content it carries but also how the singer represents himself or herself. For example, within 

this vein, Pomeroy (1986) in his ethno-semantic analysis of the punk roc subculture of western Michigan 

argues that asserting the personal identity is displayed to be the underlying principle which organizes 

punk terminology for their music, cultural environment, and members of the subcultures. He further adds 

that analysis of those punk song lyrics, visual and verbal style reveals that this assertion of identity is 

realized through opposition to the dominating American culture. Thus, such kind of songs can be 

perceived as a subculture of cultural rebellion which enables its members to make the presence of their 

individuality felt by all through breaking the culturally accepted aesthetic values. 

Moreover, songs express judgments and conflicts about lifestyles, values and attitudes. Historians 

may view them as more or less straightforward manifestations of the society and culture in which they 

were produced. Yet, songs are almost always open to multiple interpretations and thus can serve as a 

forum for public debate about manners, morals, politics and social change. So, they are most valuable for 

telling us what concerned people, how they saw issues, and how they expressed their aspirations, ideals, 

anger and frustrations. 

A sizable body of research has been conducted on translation in recent decades; yet very few studies 

have tackled song translation within a Jordanian setup, e.g., Shunnaq and Abul-Kas (1998); Al-Azzam 

and Al-Kharabsheh (2011); Al-Azzam and Al-Quran (2012), let alone folkloric ones. The observed 

scarcity of studies on Arabic-English translation in this area could be attributed to “the difficulty 

associated with not only translating culture-bound songs per se, but also with the daunting task of re-

formulating the song in question with a view to maintain other concomitant prosodic features, which 

further complicates the job of the translator” as argued by Al-Azzam and Al-Kharabsheh (2011, 559). 

They further state that not only does song-translation involve relaying the source language message, and 

possibly its style, to a target audience in the highest possible degree of optimality, but also gets the 

rendered message controlled by some of the musical aspects of the source language song, thereby 

establishing a translation relationship that encompasses the poetic and musical aspects. 

As claimed by Al-Azzam and Al-Kharabsheh (2011), translation of folkloric songs is an area of 

research that diverges extremely from the interest of both interlingual and intercultural transfer and in 

particular from that of Arabic-English translation research. There can be serious challenges encountered 

when translating cultural elements, especially artistic pieces like songs. Within this context, Yowelly and 

Lataiwish (2000, 107), argue that the bigger the cultural gap between the source language and the target 

one, the more serious related difficulties will be. The translations from Arabic into English or vice-versa 

help understand the differences better as the speaking countries of the two languages have different 

cultures, past and background. Cultural problems include geographical, religious, historical, and linguistic 

elements. To know a language, one should know the culture, traditions and customs of the speakers of 
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that language. The cultural element can constitute an integral part of the total meaning of a song, its 

words or word-combinations which represent images, traditions or habits, which characterize a given 

culture. 

Translation is sometimes likely to result in a “shift towards the target culture, and the translated text 

may or may not merge completely in the target culture” as Yowelly and Lataiwish (2000, 107) put it, 

which they call “integration”. They further add that the act of translation may preserve only the source 

culture (SC), and thus termed as “source translation”. Yet, translation may neither preserve the source nor 

the target culture, a case which they label “alienation” (2000, 106).  

4.2 Coherence and Translatability  

Blum-Kulka (1986, 23-4) defines coherence as “a covert potential meaning relationship among parts 

of a text, made overt by the reader or listener through processes of interpretation”; while within the same 

context she views cohesion as “an overt relationship holding between parts of the text, expressed by 

language specific markers”. Coherence is the creation of various interacting factors making the individual 

sentences and paragraphs significantly contribute to the meaning of the whole text. Maintaining 

coherence in translating folkloric songs which are culture-specific is definitely not easy because of the 

cultural implications a translator may not be aware of. Thus, translators have to make sure that their 

patterns of coherence are carefully mapped out and thus are easily realized by the target audience. 

Grasping meaning in a natural exchange or piece of discourse is heavily determined by logically and 

coherently interlinked interactions or turns. Interrelatedness in discourse can be achieved overtly as well 

as covertly. 

Being a communication act, the process of translation would necessarily entail shifts in cohesion and 

coherence, mainly attributed to different linguistic constraints of both source language and target 

language. Addressing shifts in coherence while translating, Blum-Kulka (1986, 23-4) considered the 

possibility that texts may change or lose their meaning potentials during translation. She further argues 

that there are two types of coherence shift; the first is reader-focused while the second is text-focused. 

The former, pertaining to the recipient of the target text, is less avoidable than the second which is related 

to the process of translation itself. 

An incoherent text, be it a song, lyric, poem, etc. would constitute a serious barrier against attempts 

at rendering a given source language message not only acceptable to but also comprehensible by a target 

language audience. Van den Broeck (1986, 45) argues that this kind of concern for what is viewed to be a 

compromise affects the target language text in that it “presents an optimum degree of acceptability in 

the... [target] textual system and culture, the result of which is deviations from the source linguistic and 

textual structures. In other words, since the schematic norm in the target culture differs from that of the 

source culture, the suitable or right accommodations may not be possible to achieve, and thus may alter 

coherence in the target language text. Of course, songs are pieces of discourse consisting of a series of 

logically interrelated utterances that are centered on one theme or topic. The coherence of a song springs 

from the wide variety of life spheres which reflect the major concerns of not only the local singers, 
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rockers and artists but also the majority of the culture members. These may include themes like fear, love, 

alienation, boredom, optimism and other social issues.  

What role does the concept of coherence play in a song as a piece of discourse? What are the 

difficulties translators encounter at the stages of analyzing the text? Howare the linguistic forms and 

cultural concepts related affect each other and interact to establish logical interconnectedness among ideas 

conveyed by the song so that they can be translatable? Translating is challenging because it demands 

thematic unity, syntactic dexterity and lexical appropriateness. In other words, to produce an effective 

target-language text, e.g., a translation of a song, the translator is duty-bound to pre-serve coherence, at 

least to the extent that the purpose of the source-language text is retained. No doubt, inadequate bilingual 

and bicultural knowledge constitutes a critical flaw. Yet, even the possession of such knowledge does not 

create an ideal translator. Of course, such knowledge is a necessity but is not a sufficient condition for 

translation excellence. Within this context, Hamers and Blanc (1989, 254) state that "what makes the 

translator... distinct from other bilinguals is neither his fluency in several languages, nor his bilingual 

competence, but his ability to use them in complex information processing activities". They add that it is 

this ability what helps the translator exercise control-sharing between two different sets of language 

categories during the processes of source text analysis and target text synthesis. 

Addressing the translatability of songs is a linguistic endeavor that investigates equivalence above 

word level. This of course poses, due to a variety of factors the most important of which are the cultural 

ones, the challenge of non-equivalence in translating Arabic songs into English and vice versa. Since 

songs in Arabic, as is the case in all languages, can contain collocations, metaphors and idioms, they pose 

the most common lexical problems encountered in cross-cultural translation. As stated earlier, the wider 

the gap between the source and target culture, the more serious problems would be.  

Of course, coherence in the SLT is closely tied to cohesion, and translation equivalence can 

sometimes be attained by manipulating those cohesive markers that are overt in a piece of discourse, but 

are usually absent in such types of songs, i.e., the parts of the song are not linked by cohesive devices or 

expressions. However, this is only part of the picture for, in many cases, English communication is not 

effected through an overt use of markers; many communication markers in English are covert, and texts 

written in English have their purposes realized even in the absence of overt markers. In this case, the 

concern the translator will have is whether the target language text (TLT) equivalence can be achieved 

just as covertly, in situations where no other option seems available.  

Shifts in cohesion and coherence are bound to occur when translating a piece of discourse from one 

language to another. Although cohesion is overt and interlingual while coherence is covert and rhetorical, 

“the two kinds of shifts are often intertwined, and covert coherence may in fact be altered by 

manipulating textual components, either overtly tied to the level of syntax or covertly tied to that of lexis” 

as stated by Hu (2015, 33). Although a translator of a folkloric song is likely to consider each sentence 

separately, such songs should be more naturally understood as coherent multi-sentence units, where the 

relations between sentences are a key factor. Since coherence in the source text would help the translator 

reconstruct an equally coherent target text, the song discourse-based features are what should be focused 



Incoherence as a Problem in Translating Jordanian Folkloric Songs: Zaffa as a Case Study 

327 
 

on in the act of transferring the image reflected in the song to the new linguistic and cultural system. As is 

shown below, a wedding zaffa can be a long text comprising different subjects; it can be divided into a 

group of shorter and more meaningful topical-coherent segments for better interpretation and translation. 

That is to facilitate the translation of a multi-part song with a series of incoherently disconnected themes 

and lacks hierarchical interrelations; the topic-based structure is to be adopted to adequately handle the 

subtopic shifts characterizing this kind of folkloric genre.  

It is worth mentioning that the zaffa songs are usually sung in Jordanian colloquial Arabic by almost 

uneducated young people or school drop-outs who keep on leaping suddenly from one topic to another. 

These two factors of colloquialism and incoherent connectedness between the contents of the parts of the 

song/s pose a major challenge encountered in translation. Some expressions and their allusions can be 

unacceptable socially and religiously, and thus are easily noticed by educated people or discourse 

analysts. Colloquial variety is different from formal speech or formal writing. It is a category of language 

that speakers normally use when they are stress-free and not especially self-conscious, as Trask(1999) 

puts it, and is different from the formal standard language in terms of pronunciation, choice of word, and 

sentence structure. Translation wise, colloquial expressions are among the cultural elements of a society 

that may get the translator into trouble while rendering them. The problem lies in how, as Jalalpour and 

Tabrizi (2017) argue, he/she can render them to redefine the author’s intended meaning successfully. 

They add that misunderstanding of colloquial expressions in different texts can result in awful translations 

that could not meet the expectations of the target language reader and fall short of expectations of the 

critics. 

5. Findings and Discussion 

What makes the translation of the songs in a Jordanian wedding march, zaffa, challenging and 

perplexing is the lack of coherence between its parts. The song suffers from this type of connection, and 

displays some unrelated topics; this can be easily realized throughout the whole song. Ostensibly, the 

folklorists or the vocalists try most likely to chant for musicality, regardless of the semantic and logical 

relations. The socio-cultural load of the song makes translating it more complicated, and poses many 

difficulties; some parts are clearly social and culture-bound, and are incoherent. The discussion below 

shows that the song has many contradictions; sometimes, it reflects religious and social aspects of the 

Jordanian conservative community, but instantaneously contradicts with its social values. There is no 

logical link between the song’s parts; this weakens it and makes it incoherent in its original form. As the 

zaffa song is, as stated above, normally performed by almost uneducated or even illiterate people, some 

expressions are colloquial, and are sometimes unacceptable, at many levels. This unacceptability passes 

unnoticed by the singing group, but can be easily realized by scrupulous language investigators.  
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The Arabic version: 

 عريسنا طاح الحمام جيعاني

  وديت له ميتين جاجه محمرة

  يوكل ويطعم جميع العرسان

 عريسنا طاح الحمام عرياني

  وديت له ميتين بدله مخيطة 

  يلبس ويلبس جميع العرسان

  طلع الزين من الحمام

  الله واسم الله عليه

 يا صالتك يا محمد

 خزاتك يا ابليسيا 

 صلوا عالنبي يا ناس

  من هالوسواس الخناس

 درج يا غزالي عا رزق الحالل 

  درج نوني نوني يا مهجة عيوني

 هون وقف باب الدار

  تا تطلع بنت المختار 

  هبنت المختار نصاب

  بتصلح قايد عصابة 

  تلولحي يا دالية 

  يم غصون العالية

  تلولحي عرضين وطول

  تلولحي ما اقدر اطول

  ازرع واقلع بيت انجان

  يلعن ظهر ابو الزعالن

  الزم انا نحاربه

  ونقصقص شواربه

  تهيا يا تخت تهيا

  نوم الصبايا غيا 

  شن اقليله شن اقليله

  الله يعينه ع هالليله
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The English version (the authors’ translation)  

Our bridegroom entered the bathroom hungry;  

I sent him two hundred roasted chickens;  

To eat and feed all the grooms (repeated twice). 

Our bridegroom entered the bathroom naked;  

I sent him two hundred sewn suits;  

To wear and dress all the grooms (repeated twice). 

The handsome (bridegroom) has got out of the bath,  

May Allah and His name be upon him, 

So great is your prayer, oh Mohammad,  

And what a disgrace for you, oh Iblis 

Oh people, say may Allah’s prayer be upon the Prophet,  

For the protection of the retreating whisperer 

Step forward, oh Gazelle to the legal grace 

Slowly, slowly step forward, oh the heart of my eye 

Stop here before the house 

Till the daughter of the head of the village comes out  

The daughter of the head of the village is a swindler 

And can fit as a gang leader 

Swing, swing, oh vinetree,  

Ye that of high branches 

Swing two widths and a length,  

Swing as I cannot grasp thee 

Grow and pull out eggplants,  

A curse be upon the father’s back of the unhappy, 

We should fight him, and cut his moustaches 

Prepare yourself oh bed, prepare,  

As ladies’ sleep is a target 

Oh bride, launch little by little,  

May Allah help him at this night 

The Jordanian zaffa starts with the lines, depicting the first moments of the march ceremony. Each 

half line is repeated twice for singability, attractiveness, enjoyability, and social chaos. On marriage 

occasions, most village or town dwellers celebrate the marriage festival, as an echo of intimacy. 

Launching the merriment and the musical procession with those introductory lines announces that the 

marriage ritual is about to start, and calls indoor people to get out for contribution. In the Middle East in 

general, and Arab Mashriq countries in particular, the communal song is associated with women’s 

ululation, and, in the past, shoots of rifles, pistols, and sometimes machine guns. 
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Translating the celebration opening poses many social, cultural, linguistic, emotive, and behavioral 

coherence challenges of a text that is originally incoherent. Coherence can be extralinguistic, where there 

are no textual links logically, socially, and culturally. At the social level, the translator would fail to relay 

the social relations of the Jordanian community, as marriage declaration in the western culture lacks such 

social gatherings. What is important in the event is that men and women sing together during this section 

of the episode, a fact that is considered a taboo in the Jordanian conservative community. This paradox 

(openness and conservativeness) cannot be felt or observed likewise in the western open community, 

where speech, act, and mixture between the two genders are clear on all social activities. Opening 

incompatibility is clear in the verbal and non-verbal elements of the song, where people of the scene free 

themselves from the social, cultural, and to a little extent religious values, violating the actual coherence 

of the Jordanian social culture.  

The wedding march song is culturally loaded with socio-cultural meanings that cannot be reflected 

easily in translation. For a long period of time, rural Jordanians were not familiar with roasted chickens. It 

is, thus, no strange that zaffa singing group exaggerates in providing the bridegroom with two hundred 

roasted chickens. It also shows that the whole people are sympathetic with him, that they offer help even 

in words. Another social value is manifest in supporting the bridegroom with two hundred sewn suits. 

The linguistic exaggeration of the source text cannot be similarly grasped in translation; this peculiar 

feature of Arabic can be felt in Arabic literature in general, and songs and poetry in particular. 

Incomprehensibility between what is said and reality can be observed here as people are poor, and cannot 

provide those hundreds of chickens and suits, which is an example of the song incoherency.  

What gives folkloric songs distinct features is colloquialism. In the two lines above, ḍāḥ, waddeit, 

jajeh, and miytein, respectively ‘he entered’, ‘I sent’, ‘chicken’, and ‘two hundred’ are a case in point. 

Musicality and smoothness of the song’s words cannot be achieved without subjecting the song to 

colloquialism, and thus constructing a rambling feature of the song. Translating the vocalic material into 

standard in the target language would inevitably result in translation loss. The amused audience’ scene of 

the source language text, which is incompatible by nature at the subject or topic level, cannot be recreated 

as target language audience have no background about the semantically depowered text, and the 

emotionally driven audience. 

  طلع الزين من الحمام الله واسم الله عليهيا صالتك يا محمد يا خزاتك يا ابليسصلوا عالنبي يا ناس من هالوسواس الخناس

The second stage of the zaffa song starts when the bridegroom is dressed in his suit and perfumed. 

Where he looks handsome enough and unusual, sometimes because of the suit he is dressed in, relatives 

and friends fear of getting envied. Therefore, they start chanting religious words. What can be observed 

from this part is that it does not have any coherent relation with the previous one as will be shown in the 

discussion below. 

The zain (bridegroom) has got out of the bath, may Allah and His name be upon him 

So great is your prayer, oh Mohammad, and what a disgrace for you, oh Iblis (Satan) 
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Oh people, say may Allah’s prayer be upon the Prophet, for the protection of the retreating whisperer. 

Coherence is elemental in forming textuality. In order to achieve this linguistic property, the text 

should be understandable, reasonable, and lucid, and readers or listeners should satisfactorily read it or 

listen to it. This cannot be achieved as long as the coherence property is singled out. The informative 

constituent is a device that can be exploited to produce a coherent material. Coherence can be obtained 

through the quality and the logical material of that text, a value that can be touched regardless of how 

short or long the text is.  

The part under discussion shows the absence of coherence as it does not demonstrate any connection 

with the previous part, logically, informatively, linguistically, and extra-linguistically. There is no link of 

whatsoever type between providing the bridegroom with two hundred chickens, two hundred dressing 

suits, and directly urging people to ask for the prayer on the Prophet, and calling for the bridegroom’s 

protection from the devil or retreating whisperer. This pandemonium cosmetically continues the song, 

where chanters have moved into a new subject matter without any implicit note to the audience, who are 

basically unaware of the illogical link. The sudden alteration passes unnoticed and invisible due to the 

overwhelming noise created by the zaffa group, and the shoots of fire guns that distract people’s attention 

from focusing on what is claimed to be chanted during the celebration. What has normalized or 

domesticated the irrational connection between the song parts is the unconscious repetition of the song 

portions, a repetition that has given the song the power to charm, both the insentient orchestra and the 

audience. Thus, having a successive investigation of these two portions of the song would clearly point 

out the absence of coherence, between the parts under discussion.  

Textuality represents the essential features that qualify a stretch of language to be called a 

text/discourse (Farghal 2017, 29). As such, the two parts of the song under discussion are textually 

unrelated due to many informative, logical, rational, and common-sense gaps. Translating them collides 

with coherence challenges, as they need enough attention in the process. Coherence is significant to other 

textual standards, which cannot be easily established in the text without it. Translated literally, readers 

would not feel any sense, as the target language material would not move, transit, or flow smoothly 

because of coherence nonattendance. Besides, the text also suffers from the absence of other extra-textual 

substance such as social and cultural relations that lie below the superficial level. Translators may differ 

in interpreting the relationships, if there are any, between these textual parts, depending upon the culture 

and social frame in the locality to which the translator belongs, and the objective of the translation. The 

irrationality of the text cannot be easily accommodated in the target language, as it lacks unity, coherence, 

logic and smooth flow of ideas. Even if the text is translated, target language audience would not share 

similar feelings like those of the original audience, mainly because the translated version lacks coherence.  

A linguist’s examining look at the wording and ideational level of the source text would reveal the 

absence of sound connection between the current section and the previous. For example, it is fallacious to 

make reference to Allah, the Prophet, and other religious elements immediately after the use of socially 

and religiously offending words such as “bathroom” and “nakedness” of the bridegroom. This poorly 
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organized performance of words stems from the literacy of the participants, their low educational level, 

their poor recognition of the song semantics, and their religious background; this brings about absence of 

textual and extra-textual coherence, not only in the source language, but also in the receptive one. 

Therefore, the translated text should put on display some linguistic attributes, which allow target language 

readers to categorize it as a united text, a fact that cannot be observed neither in the original text nor in the 

translation. 

  درج يا غزالي عا رزق الحالل

  درج نوني نوني يا مهجة عيوني

  هون وقف باب الدار تا تطلع بنت المختار

  بنت المختار نصابة بتصلح قايد عصابة 

Step forward, oh Gazelle, to the legal grace 

Slowly, slowly step forward, oh the heart of my eye 

Stop here on the house door 

Till the daughter of the head of the village comes out  

The daughter of the head of the village is a swindler 

And can fit as a gang leader 

The next part of zaffa starts when the bridegroom gets out of the house, accompanied by a 

congregation of relatives and friends. He is surrounded from all directions, and songs are repeated to 

demonstrate the happiness of the bridegroom. Of course, a clear disconnection between this part and the 

previous one can be noticed in terms of textual elements such as coherence. Those people, performing 

this role, may not like the change into information coherence, as they have inherited the text in this form, 

and any change may contradict with the rules inherited from their ancestors.  

As far as translation is concerned, like the ST, readers of the TT identify a stretch of language in a 

translated text as a text. That is partly because it is presented to them as a text, and they will do their 

utmost to make sense of it as a unit (Baker 1992, 113). What is observed is basically that the original text 

lacks connectivity at the linguistic and extra-linguistic levels, which is reflected in the translation where 

the text is perceived as an accidental collection of disparate elements.  

To illustrate, there is no coherent connection between the first two parts of the song: “Step forward, 

oh Gazelle, to the legal grace”, “Stop here at the house door”, and the second piece “Till the daughter of 

the head of the village comes out, the daughter of the head of the village is a swindler, and can fit as a 

gang leader”. Textual connectivity is as elemental in the source text as it has to be in the target text, and 

as such should be equally and identically observed in both texts. According to Baker (1992, 113), this 

connectivity marks some characteristics, such as the distinct pattern of thematization, where relations are 

established in the arrangement of information, in addition to their relations with the previous and 

following clauses that share in the development of the theme. According to her, the text should be 

cohesive via surface connections that combine between the reader and the event, thus allowing the reader 
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to trace participants and to interpret the way in which different parts of the text relate to each other. This 

implicitly creates a semantic connection that allows the reader to feel sense of the text and draw some 

inference from it. Indeed, from this relation coherence emerges. 

Slowly, slowly step forward, oh the heart of my eye 

Step forward, oh Gazelle to the legal grace 

Slowly, slowly step forward, oh the heart of my eye 

Stop here before the house door 

Till the daughter of the head of the village comes out  

The daughter of the head of the village is a swindler 

And can fit  as a gang leader 

Though the wife-to-be is not in the scene, the vocalists try to remind the bridegroom of her, by 

asking him to step forward. They confirm to him that the fiancée is legal, and he should not feel shy or 

disgraceful. People need to declare the wedding openly in the conservative community by emphasizing 

the legal engagement and marriage. Singers are very sympathetic with the bridegroom who has never 

come across the experience; they ask him to have more steps further, even slow ones to complete the 

ceremonies of the new partnership. They do not care about language rules, and collocation of words. For 

example, they ask him to walk steadily, describing him as muhjat al-ain, ‘the core of eye’, where muhjah 

collocates with the ‘heart’ rather than the ain, ‘eye’. It is the rhythm that they try to create at the expense 

of language rules. The level of education of the party participants is not high, and this gives them an 

excuse of this ill-established language. As such, then, neither the source text nor the translated one is 

informatively and logically coherent. Both do not have any stretch of language as they lack lexical and 

grammatical dependencies, and coherently, thus do not attain any conceptual or meaning dependencies as 

perceived by language users (Baker 1992, 218). 

Moving unconsciously from one topic to another is what surprises language-scrupulous people. 

Insistently asking the bridegroom to have some steps forward, and then requesting him to stop before the 

house display the incongruence between the song elements. Of course, there might be no house to stand 

before, and no leader or chief of the village in that zone to have his daughter to come out. It is again the 

chaos of the singers that has driven them to create a musically interlaced collection of words. From a 

linguist’s point of view, this throng is nonsense and lacks semantic and logical connection between its 

parts; it, moreover, does not relate to the previous parts semantically, rhythmically, cohesively, and 

musically, a case that creates a real miscomprehension and translation challenge at the coherence level. It 

goes without saying that the absent overt and covert relationship cannot be reformulated and reproduced 

in the target language.  

What is illogical in the zaffa song is waiting for the daughter of the mukhtar, ‘the head of the village’ 

to get out of her house, under the heat of the sun sometimes. They impatiently wait for no lady to get out, 

though they behave as if she were to come out. The whole singing group really stops one and all, as 

commanded by the first leading crew who are moving backward, looking at the bridegroom, and watching 
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out the behavior of all participants. If one waits for another, one should be of great importance to him. 

What happens in this chaotic song is extremely the opposite. The daughter of the mukhtar, ‘the chief of 

the village’ is described or accused as a swindler or trickster. Had the case been true, people would have 

fought for the utterances said, as there is someone in the village who is entitled carrying out the job of the 

mayor. This paradoxical scene of images is incoherent in this way of portraying, and cannot be coherently 

reflected in translation.  

The part in question has nothing to do the previous song elements, as it handles a completely 

different topic. A close investigation of a linguist would uncover this disconnection, and would show how 

clear the nonsense in the song is. Though a translator may succeed in rendering the literal meaning of the 

text, he would inevitably fail to render the lack of continuity of its main parts. The absence of coherence, 

which is created as a result of several factors, has become elemental in the original text, and failing to it 

would be a loss in itself. Therefore, the translator should bear in mind that full comprehension of the song 

context is essential, and should render such a song to similar singers and audience, in order not to be 

misjudged by professional readers. Supposedly, textual connectivity in translation process is important in 

both languages. According to Baker (1992, 113), this manifests some characteristics: thematization, 

where connections are established through the arrangement of information within all textual clauses or 

sentences that contribute to topic development; cohesiveness, which is based on the surface connections 

that accomplish interrelationship between persons and events, thus allowing readers to trace participants 

to interpret the way in which different parts of the text relate to each other; and semantic connections 

which allow readers to make sense‘ of a text as a unit of meaning and draw proper inference from it. 

These textual characteristics are not observed in the source language, and are not possible to be reflected 

in the translation.  

  تلولحي يا دالية يم غصون العالية تلولحي عرضين وطول تلولحي ما اقدر اطول

Swing, swing, oh vine tree, ye that of high branches 

Swing two widths and a length; swing so I cannot grasp thee 

In the Jordanian countryside, people usually grow a vinetree at the entrance of their houses, for fruit, 

leaves, and shade. When the bridegroom and the singing band get out of the house, the first outdoor 

element they observe is the vine tree. They address the tree by asking it to swing slowly in all directions; 

it moves in this manner due to the wind blow as commanded by the wedding party band. As they say, the 

leaves of the tree are high that the group is unable to touch.  

Sudden, unconscious, immediate, but a planned shift from one topic to another is a feature that 

signifies the subject matter of the disorganized song. The singing group justifies the transfer in the pretext 

where rhyme and rhythm are significant in attracting the audience. In the line under discussion, there is 

rhyming between the dalyih, 'vine'; and its attribution aalyih, 'high'. Unjustifiably, the singers insist on 

their illogical behavior in the description of the tree. Such trees are normally creeping or climbing and do 

have no widths, as described by the singers, a description that cannot pass unnoticed by the ordinary 

audience. As the group call for many to gather, they tend to create a song musicality, regardless of the 
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meaninglessness observed in their slapdash song. In this example, watoul, ‘length’, and ‘atoul’, ‘I can 

touch’, are musical, especially if they are colloquially performed. The justification that the group has 

made to illuminate the song is this musical element, which should drive the whole audience to follow 

without thinking or contemplating in the sung melody. 

What is astonishing in this part again is its disconnection, semantically, logically, and cohesively 

with the previous and the following parts. Though the parts are musically, but chaotically connected, they 

have no clear semantic relations. As mentioned earlier, the group tries to attract many audience and 

followers, irrespective of the semantic load that the song has to enjoy, and regardless of the audience 

type. The chaotic structure and formation of this part spring from the low level of education of the 

wedding march crew in the countryside, and the introversion of the singing group in the local community. 

Due to this, they kept on repeating the same chants over time, without changes or modifications. In this 

text, no linguistic, semantic, and logical overt and covert (cohesive and coherent) relations are realized 

between the parts of the text.  

As far as translation is concerned, the absence of coherent information makes the text in the 

receptive language less comprehensible, less acceptable, and more offending. It is thus not easy for a 

linguist or a translator to deal with such a type of folklore if semantic emptiness, lack of cohesion, and 

unity of subject matters are taken into account. The linguist can handle such a type of folklore as a strange 

phenomenon, where people compose a wedding march song just for the noise and the disorganized music 

that characterize it. The translator would thus investigate the song as a problematic translation issue with 

regard to coherence. The translation challenge arises when the text is dealt with as a disorganized 

discourse, where many irrelevant subject matters are debated. It is first difficult for the translator to unify 

the topics of the song, and any attempts in this regard are deemed to fail. If the chaos is not felt in the 

source text, as it has become normalized, it can be easily perceived in the target language. It is thus the 

different topics in the song, and the lack of connection between its elements that make it a hard task for 

the linguist and the translator to handle. 

  ازرع واقلع بيت انجان يلعن ظهر ابو الزعالنالزم انا نحاربه ونقصقص شواربه

The procession continues stepping forward with new ideas in minds. Completely irrelevant to the 

previous section, the leading team thinks of making reference to agriculture. They weave a melody about 

cultivating the land with eggplants, in the first half of the line, mainly to create an infrastructure for the 

second part of the line. After having a heavy lunch at the bride’s house, the group feels energetic enough 

to create problems, even at the word level. They express this uncontrolled eroding: 

Grow and take out eggplants,  

a curse be upon the father’s back of the unhappy, 

We should fight him, and cut his moustache 
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What proves the unconsciousness and unawareness of the singing group is the composition of 

disordered song elements at several levels, semantically, cohesively, logically, socially, and culturally. In 

the section under discussion, the band has settled on some lexical items on both half lines for the sake of 

musicality. This is clearly observed in the half-line endings, the colloquial beitinjan, ‘eggplant’, to be 

musically and rhythmically congruent with za’lan, ‘unhappy’, and inharbuh, ‘we fight him’, and 

shawarbuh, ‘his moustache’ in the second line. Creating such a musicalized song that bears no logical 

meaning is due to the low level of the song performers, who have orally received this type of tradition. In 

other words, such an idiomatized narrative has been orally transmitted and coined among such people 

who have that low educational level. 

The constant change of the song chapters and tune and music is startling. One can effortlessly 

uncover the continuous change and may experience wondering moments of the way that such type of 

people behave in reacting with such type of folklore. It can be argued that there is no relationship of 

whatsoever type between beitinjan and za’lan, and between inharbuh, and shawarbuh. It is linguistically 

unwise to fabricate such a literary genre, and let it pass unnoticed without investigating it linguistically, 

socio-culturally and translationally. To add, many Jordanian singers have adopted this style of fabrication, 

and have gained high reputation, especially among the young people; over the past few years, they have 

found in the political situation in the Arab Spring countries, the ground to fabricate national songs that 

address the Jordanian community and instill in them faithfulness to the political regime, and belonging to 

the land. Attractiveness has resulted from the musicality and the tone of the songs, even the national ones, 

and has motivated a large sector of the society to appreciate. 

Translating a normal, coherent, unified, and an informative text is not always possible, due to 

multifarious problems. However, dealing with a nonstandard text like zaffa is complicated, because of the 

manifold problems. Translation problems are tripled, as the translator should analyze the incoherent text, 

linguistically, socially, musically, psychologically, culturally, ecologically, and informatively, in the first 

phase. After that, he should exert enough efforts to create as much linguistically and semantically 

formulated text as possible. This struggle should be made in the source language, where the translator 

enjoys enough understanding of the culture. A failure is possible as ideas of the song are unrelated, 

illogical, and the way the melody is performed is unguaranteed. Translation success can be assessed, on 

the ground of an imbedded coherence, which cannot be achieved in the examples under discussion.  

  تهيا يا تخت تهيا نوم الصبايا غياشن اقليله شن اقليله الله يعينه ع هالليله

Prepare yourself oh bed, prepare, as ladies’ sleep is a target 

Oh bride, launch little by little, may Allah help him at this night 

Getting more involved in the step-intermitted party, the young singers try to violate the social and 

religious rules by freeing themselves from social constraints. Openly and out of shame, the whole 

congregation, males and sometimes female relatives, make reference to the wedding night. They address 

the bed, where the couple are going to sleep, to prepare itself for receiving the groom, as the ladies’ way 
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of sleeping is tempting. In order not make the message clear enough for all people, even those 

participating, the group tends to sing collectively so that the voices are mingled together, and the words 

are not easily recognized. What is strange in this part of the song is the large space of freedom given to 

such chaotic group; and what is strikingly manifest here is that the part under discussion does not relate to 

the previous parts at various levels. The structure of the text is vital and is a requirement for its textile; 

this means that the flow of the text structure should move smoothly and logically, as structuring arises 

from the fact that it is not a randomly arranged collection of information. Most literatures in linguistics 

(Halliday and Hasan, 1976; Lyons 1981; De Beaugrande and Dressler, 1981) argue that a normal text 

should possess the standard of coherence, where the content is organized in a way that makes it easy for 

people to read and understand. 

The group feel sympathetic with the bridegroom in such a conservative community, as he is 

supposed to have never come across such an experience; they ask him to have a gentle start with the new 

partner, and do the job periodically. Of course, the bride is approaching a new experience, where she is 

expected to be shy enough to enter such a practice. Being in bed with a partner is not simple for her, and 

an argument may take place between the newly established partnerships. Expressing clearly the way the 

bride has to start making love at his first night is socially unwelcome, though the group tries to make the 

text incomprehensible by using diminutive igleileh for qaleel, gently, or step by step. It is so strange in 

the Jordanian community to publicly describe the way the bride should approach his to-be wife lady. 

Advising him to launch an attack in a gentle manner, and the ladies’ repetition of the same mantra adds to 

the cultural, religious, and social complications. Textually investigated, the song does not have any link 

between its parts, depriving it from its supposed coherence.  

The issue becomes complicated when it is translationally handled. The translator should first 

dismantle, or analyze the byzantine text at its various levels. Then, he should create some sort of 

harmony, if possible, between its elements, an attempt that is reckoned to fail because of the text 

complications, and lack of interconnections, not only at the micro level, but also at the macro level. 

Failing to create a unified text in the source language itself linguistically, semantically, culturally, 

socially, religiously, musically, among many others, would inevitably lead to produce an unacceptable 

target language text. In other words, lacking connection between source text elements would triple the 

translation issue of such a genre, due to its contradictory features. Textual organization is the 

compositional plan or the text structure of a text. It reflects the way textual material is packaged by the 

writer along patterns familiar to the readers (Baker 1992, 114). 

6. Conclusion 

Based on the argument about coherence in the translation of Jordanian wedding march, zaffa, the 

study has tried to show that this textual standard is elemental in the composition of any genre. As this 

textual standard is not available in the work selected for the study, establishing it translation wise in the 

receptive language is hardly attainable. The study has also shown that some folkloric works are poorly 

organized; the participants are unaware of the themes implied in their performance, the thematic 
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interrelatedness among the parts of such works, and the effect/s such themes would leave on the audience. 

For these coherence-lacking works like the folkloric song under question to be translatable, they have to 

be coherently and possibly cohesively restructured or recomposed at various levels. 

 

 

 

  دراسة حالة ألزفة :الفلكلورية األردنيةألغاني أ ترجمة في كمشكلَة الترابط عدم

  ماجد القرعان
  قسم اللغة األنجليزية، الجامعة الهاشمية، األردن

  بكري العزام، عالء الدين الخرابشة
  قسم اللغة اإلنجليزية، جامعة الكويت، الكويت

  الملخص

يرغب الناس سماعها، وأداءها، واألهم من ذلك غناءها عندما يجتمعون في مناسبات اجتماعية  مكوناتيتضمن الفلكلور 

معينة، كحفالت الزواج مثال. تعد األغاني من المكونات األساسية للفلكلور، الذي يجد فيه األردنيون ما يجمعهم، ويجمع 

ال تبدو األغاني حين أدائها أثناء المسير، أو ما يسمى اآلخرين أيضا، ويجعلهم يشعرون كما لو كانوا بين ذويهم. ومع ذلك، 

الزفة، مترابطة بشكل منطقي وواضح. ما يبدو جليا أن هذه األغاني متعددة، وقصيرة، ومتنوعة، إذ يستطيع اللغوي أو المهتم 

رة أو مغزى ال يرتبط ، تعبر كل منها عن فكشعريٍة بتحليل الخطاب أن يالحظ أن معظمها يتكون من مقطوعة واحدة، أو أغان

دون ترابط يذكر، إذ يشكل غياب الترابط بين  الى آخرنون من موضوع غأساسا بالموضوع الذي يليه. بمعنى آخر، ينتقل الم

في الترجمة. وعليه، يبين التحليل أن االختالفات اللغوية والثقافية بين اللغتين العربية واإلنجليزية، إضافة  كبيرًا األفكار تحديًا

  ى غياب الترابط بين مكونات األغنية، قيد الدراسة، يزيد من تعقيد ترجمة هذا النوع من األدب العربي إلى اإلنجليزية.إل

  .، ترجمةط، ثقافة، فلكلور، إغنية، نصالترابلكلمات المفتاحية: ا
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