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OzET

KOZAN KOSE, Giilgiin, Imkénsizi Cevirmek: George Perec’in La Disparition
eserinin Tiirkge ve Ingilizce Cevirilerinin Kargilagtirmali incelemesi, Yiksek
Lisans Tezi, Ankara, 2014.

Ceviri kltirlerin, fikirlerin ve farkh bicemsel 6zelliklerin aktarimidir. Bu nedenle,
edebi bir kaynak metni ¢evirmek hali hazirda zordur. Kaynak metnin bigemini
aktarmak iste ceviriyi ok daha gii¢ bir hale getirmektedir. “Oulipo” olarak
adlandirilan Fransiz grubun ortaya cikardigi bicemsel tekniklerden biri de
lipogramdir. Lipogram teknigini benimseyen yazarlar eserlerinden bir ya da
birden fazla harfi ¢ikarirlar. Diger bir ifadeyle, kitaplarinin tamamini belirli bir
harfi kullanmadan yazarlar. George Perec’in yazmig oldugu Kaybolug adl kitap
lipogram bigemiyle yazilan eserlere bir érnektir. Perec romanin tamamini “e”
harfini kullanmadan yazmigtir. Buna ek olarak roman Tiirkge ve Ingilizceye
cevrilmigtir. Her iki ¢cevirmen de cevirilerinde “e” harfini kullanmamistir. Bu
caligmanin amact her iki g¢evirmenin kullanmis oldugu stratejiler isi§inda
Kaybolus eserinin Ingilizce ve Tirkge cevirilerinin karsilastirmali bir analizini
yapmaktir. Bu kapsamda, bu galigma, Fransizca kaynak metin ve Ingilizce ve
Turkge erek metinlerden alinan 6rnekleri Anne Schjoldagerin (2010) 6ne
strdigu stratejiler 1siginda karsilagtirmaktadir. Bunlara ek olarak, ¢evirmenler
Venuti'nin (2008) gérunarlik ve goérinmezlik kavramlan 1siginda da
kargtlagtinlmaktadir. Yukarida belirtilen tartismalar isiginda belirli bir bigemi
ceviriyor olmanin ¢evirmenlerin farkli stratejiler uygulamalarina neden
oldugunun ve bunun da g¢evirmenlerin goranarliklerini  etkilediginin  alts

cizilmistir.

Anahtar sézciikler: oulipo, lipogram, bigem, gérinrlik, edebi ceviri
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ABSTRACT

KOZAN KOSE, Giilgiin, Translating the Impossible: A Comparative Analysis of
George Perec’s La Disparition, Master’s Thesis, Ankara, 2014.

Translation is the transfer of cultures, ideas and different stylistic features.
Therefore, translating a literary source text is already a challenging task.
Translating the specific style of the literary source text renders translation much
more difficult. Lipogram is one of the stylistic examples that the French group
entitled “Oulipo” creates. The authors who employ lipogram as a technique
exclude one or more letters in their works. In other words, they write the entire
book without using a particular letter. George Perec’'s La Disparition is one of
the leading examples of the lipogram style. Perec wrote the entire novel without
using the letter “e.” Furthermore, the novel was translated into Turkish and

English. Both translators excluded the letter “e” in their translations. The present
study aims to make a comparative analysis of the English and Turkish
translations of La Disparition in the light of the strategies employed by both
translators. Within this scope, the present study compares the French source
text with the English and Turkish target texts in line with the strategies proposed
by Anne Schjoldager (2010). Furthermore, the translators are analyzed in the
light of Venuti's concepts of visibility and invisibility (2008). Through the
aforementioned discussion, it is underlined that translating the ST style requires
the translator to adopt different strategies which, in turn, have an influence on

their (in)visibility.

Keywords: oulipo, lipogram, style, visibility, literary translation
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INTRODUCTION

GENERAL REMARKS

Translation is not simply about the communication of the meaning of a source
language (hereinafter referred to as SL) text into a target language (hereinafter
referred as TL) text. It is the communication of cultures, ideas, different stylistic
features, and the like. Therefore there are many elements to which the

translator should pay attention. Rainer Schulte underlines that

translators do not engage in the mere transplantation of words (...) their
interpretive acts deal with the exploration of situations that are constituted
by an intense interaction of linguistic, psychological, anthropological and
cultural phenomena (1987: 1-2).

Expressing a text written in a SL through another language is already a tough
process; however, translation becomes much more difficult when a translator is
required to translate the literary style of the source text (hereinafter referred to
as ST). George Perec’s (1969) La Disparition can be considered as a perfect
example which indicates how difficult a translation process can be. George
Perec wrote La Disparition based on a lipogram, which can be identified as one

of the techniques of Oulipo.

Oulipo, “ouvrir de literature potentielle” (workshop of potential literature), is a
group of French-speaking writers and mathematicians. Founded in 1960, the
group tries to create works by using constrained writing techniques. One of
these techniques includes lipogram. In the lipogram technique, the author
excludes one or more letters. In other words, s/he writes the entire book without
using a particular letter. In that context, George Perec’s La Disparition is an
example for the lipogram technique. Perec wrote La Disparition without using
the letter “e.” The book was translated into various languages. All of the

transiators of the book used the same lipogram technique in their translations.



The present study will focus on the English and Turkish transiations of the book.

Further details of this technique will be given in Chapter 1.

While translating oulipian texts, the translator should perform in a way that will
enable him to employ the same techniques—which were used in the ST—in
the TT if the purpose of translation is to recreate the stylistic effects of the ST in
the TT.

THE PURPOSE OF THE PRESENT STUDY

The present study aims to make a comparative analysis of the English and
Turkish translations of La Disparition written by Georges Perec. The book was
translated into English by Gilbert Adair in 1994 and into Turkish by Cemal
Yardimci in 2008. Both of the translators translated the book without using the
letter “e.” Accordingly, the present study aims to explore the strategie s that

both translators resorted to in order to recreate the style of the ST.

Within this scope, this study centers upon the lipogram technique seen in
George Perec’s La Disparition and its translations into English and Turkish.
Accordingly, the present study includes a brief analysis of style in transiation, as
well as the concepts of translatability and untranslatability. Furthermore, the
study presents the strategies proposed by Anne Schjoldager (2010), and
analyzes both translations in line with those strategies. Finally, the translations
and the strategies chosen by the translators are analyzed in a comparative way
in the light of Venuti's (2008) visibility and invisibility concepts.

RESEARCH QUESTIONS

In the light of the purpose mentioned above, this study seeks to answer the

following questions:



V.

o Are the oulipian works translatable? If yes, what are the techniques employed

by the different translators (in our context, the Turkish and English transiators)?
How do the English and Turkish transiators differ in terms of the strategies they
employed in their translations?

How do the English and Turkish translators differ in terms of Venuti's (2008)

concept of (in)visibility?

METHODOLOGY

Because the aim of this study is to analyze the Turkish and English translations
of George Perec’s La Disparition in line with the strategies proposed by Anne

Schjoldager, a comparative approach will be adopted in the study.

Before the analysis, a discussion on the translatability and untransiatability
concepts is carried out. In the light of the discussion, the macro and micro
strategies presented by Anne Schjoldager (2010) are considered to be
appropriate for the comparative analysis of the novel. The strategies are put
under certain categories. Accordingly, the study presents 30 examples from the
ST and its English and Turkish translations which present the different choices
of the English and Turkish translators. The French sentences are literally
translated into English by the author of this thesis in order to enable the non-
French speakers to understand the examples. The English and Turkish
translators are compared in terms of the strategies they employ in these thirty
examples. A table showing the frequency of the occurrence of the strategies
employed by the two translators is presented. Lastly, the two transiators are

compared in terms of Venuti’s (2008) concept of (in)visibility.

LIMITATIONS

In this study the English and Turkish translations of La Disparition will be
analyzed. Within this scope, the English translation of the book done by Gilbert
Adair in 1994 and the Turkish translation done by Cemal Yardimci in 2008 will



VI.

be scrutinized. Although there are three other English translations of the book
done by lan Monk and Julian West, only the translation done by Gilbert Adair

will be included in this study, as it is the only published translation.

AN OUTLINE OF THE PRESENT STUDY

This study consists of three chapters. Chapter 1 primarily focuses on what style
is. Then it examines the style in translation. It also gives information about the

group called “Oulipo” and the techniques provided by this group.

Chapter 2 focuses on the translation of lipogram. Accordingly, the chapter
dwells on the translatability, untransiatability and creativity concepts. Moreover,
the chapter explains the macro and micro strategies proposed by Anne
Schjoldager (2010). These strategies are explained through different examples.
The Chapter also provides a brief discussion of Lawrence Venuti's (2008)
domestication and foreignization strategies, which are related to his visibility

and invisibility concepts.

Chapter 3 focuses on the case studies. First of all, the author of La Disparition,
George Perec, is introduced. Then the Chapter presents a brief summary of the
book. Foliowing this step, the Chapter introduces the English and Turkish
translators of the book, namely Gilbert Adair and Cemal Yardimci, respectively.

The two translations of the book are analyzed. Accordingly, the criticisms on the
translations are presented in the light of various points of view highlighted by
different critics. Thirty examples are given in order to show how the translation
strategies are employed by both translators. These examples are also
examined in the light of Venuti’s concepts of domestication and foreignization.
The strategies employed by the translators are also given in a table which
shows the number of strategies used by each translator and the frequency of
their occurrence in the translations. Finally, both translators are compared

according to Venuti's visibility and invisibility concepts. In the Conclusion part, a



brief summary is made as regards to the thesis and research questions are

answered in detail.



CHAPTER 1 -STYLE

1.1. WHAT IS STYLE?

Katie Wales (2001:371) defines style as “the perceived distinctive manner of
expression” in Dictionary of Stylistics. This may include the manner in which an
author presents him/herself. Everyone has his/her own style, in other words,
his/her own “manner of expression.” Malmkjaer and Carter define style as
follows:

‘Style’ can be defined as a consistent and statistically significant regularity

of occurrence in text of certain items and structures, or types of items and
structures, among those offered by the language as a whole (2002: 510).

In literature, style represents the voice of an author. Style in literature is the way
an author chooses his/her words, sentence structures or the way he
communicates ideas. For example, if an author prefers using metaphors and
figurative language in a systematic way, this is his/her style. Leech and Short
(2007: 26) defines style as the way in which language is used in a given context
for a given purpose. There are various authors in literature with a distinctive
style unique to them. These include, among others, James Joyce, Laurence

Sterne, Virginia Woolf, and the like.

Laurence Sterne, for instance, has a unique style. He always wants to surprise
his readers. He does not want his readers to guess what he is going to write in
the next page. He states: “If | thought you was able to form the least judgment
or probable conjecture to yourself of what was to come in the next page, | would
tear it out of my book” (Urgan 2004: 836). For instance, many authors write
chapters which are similar to each other in size. However, Sterne prefers to
write long and short chapters in the same work. In his novel entitled The Life
and Opinions of Tristram Shandy, Gentleman (1760), Sterne has chapters

which are different in size. For instance, the fifth chapter of the fourth section



consists of only one sentence: “Is this a fit time, said my father to himself, to talk
of pensions and grenadiers?” (Urgan 2004: 837). Furthermore, Sterne
sometimes prefers to finish a sentence in another section. For example, the
fourteenth chapter of the second section ends with the following sentence: “as
he opened his mouth to begin the neat sentence,” and the fifteenth chapter
begins as “In popped Corporal Trim” (Urgan 2004: 837). Sterne is also known
for making up words that do not exist in the dictionary such as “fortilitous”,
“hand-dandyish”, “irancundulous”, “stridilous” and “concupiscible” (Urgan 2004:
842). The examples illustrate that Sterne uses style in a way which requires a

careful analysis by the transiator.

Another author with a distinctive style is Virgina Woolf. She is known for the use
of the “stream of consciousness” technique. In stream of consciousness, the
author uses interior monologues to portray the character’s inner thoughts. It is
an approach to the presentation of psychological aspects of characters in fiction
(Humphrey 1968: 1). Other authors who use stream of consciousness in
literature include William Faulkner and Dorothy Richardson (Humphrey 1968:
8). The following is an example of the stream of consciousness technique in

Virginia Woolf's novel Mrs. Dalloway:

"She remembered once throwing a shilling into the Serpentine. But every
one remembered; what she loved was this, here, now, in front of her; the fat
lady in the cab. Did it matter then, she asked herself, walking towards
Bond Street, did it matter that she must inevitably cease completely;
all this must go on without her; did she resent it; or did it not become
consoling to believe that death ended absolutely? but that somehow in
the streets of London, on the ebb and flow of things, here, there, she
survived, Peter survived, lived in each other, she being part, she was
positive, of the trees at home; of the house there, ugly, rambling all to bits
and pieces as it was; part of people she had never met; being laid out like a
mist between the people she knew best, who lifted her on their branches as
she had seen the trees lift the mist, but it spread ever so far, her life,
herself"( Woolf 2012: 11, my emphasis).

In the example above, Woolf portrays Mrs. Dalloway's inner thoughts.
Throughout the paragraph, she keeps asking questions to reveal her inner

thoughts and she clearly presents the psychological aspects of the character.



Obviously, different authors employ different stylistic techniques each of which
shapes the way they convey meaning. In literature, these techniques draw
attention to themselves, thus they shift the reader’s attention from what is said
to how it is said. It is, therefore, noteworthy to dwell on the concept of
foregrounding in literature. The term, foregrounding, refers to the range of
stylistic effects that occur in literature, whether at the phonetic level (e.g.,
alliteration, rhyme), the grammatical level (e.g., inversion, ellipsis), or the
semantic level (e.g., metaphor, irony) (Miall and Kuiken 1994: 390). The aim is
to draw the reader's attention to the linguistic structures. In brief, style is very
crucial in literature. A translator should, therefore, pay attention to the style of
the author. In the following section, the role of style in translation will briefly be

analyzed.

1.2 “STYLE” IN TRANSLATION

Style in translation is central to the way a translator analyzes a text. Jean
Boase-Beier (2006:1) argues that there are at least three ways to study style in
translation. Firstly, she argues that the translator may be affected by the way
the style of the ST is viewed. Secondly, the style of a translator becomes part of
the TT, as his/her choices influence the style of the TT. Thirdly, the meaning
conveyed through style will influence both what the translator does and how this
is interpreted by the reader of the TT. Malmkjaer also argues that a translated
text requires a particular kind of stylistic analysis:

In taking the decision to translate, a translator, however creative, commits

to a willing suspension of freedom to invent, so to speak, and to creating a

text that stands to its ST in a relationship of direct mediation as opposed to

being subject to more general intertextual influences, and this, | maintain,

means that stylistic analysis of the third kind cannot be carried out in the
same manner on translated texts as on non-translated texts (2004 :15).

Translating only a ST text into a TT is not enough for being a good translator.
What a translator also needs is creativity and ability. The translator should

understand literary style of the ST while s/he reads and interprets it (Aksoy



2002: 59). In simple terms, style in translation includes the style of an author
and the style of a translator. In order to analyze style in translation, one should
first pay attention to the style of the ST. In other words, what is unique to the
ST, including linguistic features, foreignization, domestication and culturally-
bound ways of expression, should be analyzed. Then, it is necessary to dwell

on how all the factors mentioned above are recreated in the TT.

A translator is the reader of a ST, which means that s/he can also be influenced
by the style of the ST. As a result, s’/he may prefer to preserve the style of the
ST in the TT. S/he, for instance, may recreate the style of the author by using
similar metaphors, figurative expressions or linguistic constraints. It should be
noted that the translator produces a new text, which indicates that s/he also
makes several choices while translating. The way a translator chooses to
express a certain kind of meaning may be different from the way the author

conveys the ST meaning.

Keeping these points in mind, Boase-Beier (2006: 5) analyzes style in
translation from four viewpoints: (1) the style of the ST as an expression of its
author's choices, (2) the style of the ST in its effects on the ST reader and on
the translator as a reader, (3) the style of the TT as an expression of choices
made by the translator, and (4) the style of the TT in its effects on the reader.
Thus, in a stylistic analysis of a translation, the focus should be placed on how
the translator perceives the style of the ST and how s/he conveys or recreates it
inthe TT.

Style is a significant part of a literary text, and it has a great influence on the
decisions a translator makes. Therefore, the role of style in translation is
enormous. The translator may translate a ST in line with the style of the author.
In other words, s/he may try to create the same effect in the TT or s/he may
choose to use a different form of style. Every piece of literature may have its
own style; however, there are some literary techniques which foreground style
in a work. The following section will address the group which employs these

techniques in literature.
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1.3 OULIPO

Oulipo, which is known as “ouvroir de literature potentielle” (workshop of
potential literature), is a group of French-speaking writers and mathematicians.
The founding members of Oulipo include writers, mathematicians, university
professors and engineers. They seek to create works by using constrained
writing techniques (Baetens 2012:117). Constrained writing refers to creating a
kind of literature by following certain rules. The group was founded in 1960 by
Rayman Queneau and Frangois Le Lionnais. The other founding members
include Jean Queval, Jean Lescure, Jacques Duchateau, Claude Berge and
Jacques Bens (Lescure 2003 : 172). Georges Perec, Jacques Roubaud, Itaio
Calvino, Oskar Pastior, Albert-Marie Schmidt, Noél Arnaud, Luc Etienne, Marcel
Bénabou and Paul Fournel also participated in this group. The group combines
mathematics and literature. They have created constrained writing techniques
and they have proved that it is possible to use these techniques in literature.
Their aim is to discover new structures and to illustrate for each structure a
small number of examples (Lescure 2003: 176). The group defines “oulipo” as a
group which proposes to examine in what manner and by what means, given a
scientific theory ultimately concerning language, one can introduce aesthetic

pleasure therein.

Jean Lescure, however, argues that Oulipians followed this definition with
another: Oulipians are the rats who must build the labyrinth from which they
propose to escape (Lescure 2003: 175). The examples of Oulipian writing
include Exercices de Style (Exercises in Style) (1947) by Queneau that tells the
same simple story ninety-nine times in ninety-nine different style. In Cent Mille
Milliards de Poémes (Hundred Thousand Billion Poems) (1961), Queneau
applies a different technique. There are ten sonnets in the book. Each sonnet is

on a page. Each page of the book is split into fourteen strips, one for each line.
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Therefore, a reader can read the sonnets in different combinations. Queneau
explains, at the beginning, that it would take approximately two hundred millions
years to read all the possible combinations. Georges Perec’s novel, entitled
“ es Revenentes,” (1972) is another example of the Oulipian works. In his book,

Perec only uses the words that have the vowel “e.”

Oulipian techniques include S+7, Snowball, Prisoner's constraint, palindromes,
univocalism and lipogram. In S+7, the author replaces every noun in a text with
the seventh noun after it in a dictionary (Aczel 2006: 177).The following is a
poem by Wallace Stevens (1990: 9). The first verse is the original poem. In the

second verse, the S+7 technique is employed.

One must have a mind of winter
To regard the frost and the boughs

Of the pine-trees crusted with snow

One must have a miniature of wisdom
To regard the fruit and the boulders

Of the pinions crusted with soap;

As seen in the example’, the author replaces the nouns with the seventh nouns
after them. So the word “mind” becomes “miniature,” while the word “winter”

becomes “wisdom.”

The second technique used by the oulipian authors is called “snowball (Boule
de neige).” In snowball, the author starts the line with a single word and each
successive word is one letter longer (Rieder 2010: 12). In the sentence “l am
far from happy Mother reduced”, the snowball technique is employed. Here the

word “I” is a one-letter word. The successive word “am” has two letters, “far” has

' Poetic Techniques: Oulipo. (2004). Retrieved February 15, 2014, from Poets:
https://www.poets.org/poetsorg/text/poetic-techniques-oulipo
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three letters, “from” has four letters, and it goes so on. Rieder gives an example

of the snowball technique from a poem by John Newman (Rieder 2010: 13, 14):

!

am

now

post
haste
(sort of)
posting
new topic

to discuss.

do you enjoy
constraints?

does word play
give headeaches?

are you confused?

This is a snowball,

A poetic form which
was created by those
who group themselves
with the name of Oulipo.
Every line contains one
Additional letter. U like?

Another technique is called the “prisoner’s constraint” (James 2006: 118). In this
technique, the author is not allowed to use letters with ascenders, which means
a part of a letter that extends above the level of the base of a letter, and
descenders, which means a part of a letter that extends below the level of the
base of a letter. In other words, it is forbidden to use the letters b, d, f, g, h, j, k,
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I, p, g, t and y. For instance the sentence, “rain's music runs in rivers” is written

through the prisoner’s constraint technique.

The use of palindromes is also a well-known Oulipian technique. Palindrome is
a word which is reads the same backward as forward (Sharma: 1998 107). The
following sentence is an example of palindrome: “Eva, can | stab bats in a
cave?” (Bergerson 1973: 84). When you read the sentence backwards, you will

read the same sentence.

Univocalism is another technique that the Oulipian authors employ. In
univocalim, the author chooses only one single vowel (a, €, i, 0, u) and uses it
throughout the book. If, for instance, s/he chooses the vowel “a,” s/he is

required to use only the words which include the letter “a.” Here is an example

of a univocalic poem written by C.C. Bombaugh in 1890 (Crystal 1998: 62):

No monk too good to rob, or cog, or plot.

No fool so gross to bolt Scotch collops hot.

From Donjon tops no Oronoco rolls.

Logwood, not Lotos, floods Oporto’s bowls.
Troops of old tosspots, oft, to sot, consort.

Box tops, not bottoms, school-boys flog for sport.
No cool monsoons blow soft on Oxford dons,

Orthodox, jog-trot, book-worm Solomons

in the example above, the author chooses the vowel “0” and writes his poem

[{3 ”

using the vowel “o.

Finally, lipogram is another technique often used by the Oulipian authors. In this
thesis, the two translations of a novel written through the lipogram technique will
be analyzed. Therefore, lipogram will be covered in detail in the following

section.
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1.4 LIPOGRAM AS A STYLE

In its simple definition, lipogram is the technique through which the author
purposefully excludes one or more letters. The word “lipogram” comes from the
Greek word “lipagrammatos,” which means “missing letter” (Oxford). In her
dissertation titled The Oulipo and Art as Retrieval: Copyists and Translators in
the Novels of Raymond Queneau, ltalo Calvino, Harry Mathews, and Georges
Perec, Carole Anne Viers defines lipogram as a form of verse in which a
predetermined letter (or letters), either a vowel or a consonant, and any words
containing that letter are not permitted (Viers 2008: 34). Here is an example of

lipogram. In the following example, the letter “e” is excluded.

...Gadsby was walking back from a visit down in Branton Hills’
manufacturing district on a Saturday night. A busy day’s traffic had had its
noisy run; and with not many folks in sight, His Honor got along without
having to stop to grasp a hand, or talk... (Crystal 1998: 63).

In his book entitled “Littérature potentielle” (Potential Literature), Raymond
Queneau gives classical examples of the use of the lipogram. For instance
Nestor de Laranda is cited as an early user of lipogram. He wrote a
lipogrammatic version of the lliad in the 3™ or 4™ century (Viers 2008: 34). One
of the earliest examples of a lipogram writer is Enrique Jardiel Poncela who
wrote five short stories (1926-1927) through this technique. In his story “El
Chofer Nuevo” (The new Driver), he does not use the letter “a,” while he wrote
“Un marido sin vocacion” (A Vocationless Husband) without the letter “e”.
Gadsby (1939) by Ernest Vincent Wrigth can also be cited as one of the most
remarkable examples of lipogram. Ernest Vincent Wright wrote this novel by
using more than fifty thousand words without the letter “e.” In other words, he
did not use common English words such as “she”, “he” and “the.” He did not use
plurals in “-es” or past tenses in “-ed.” Inspired by Gadsby, Georges Perec

wrote his own lipogram novel La Disparition in 1969.
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In Turkey the first example of lipogram was written by Ersin Tezcan in 1997.
Inspired by Georges Perec, Tezcan omitted the letter “e in his novel “E’siz
Potkal.”

Adam agsikti. Hig igin yolladi bu yaziti. Bulmaca ¢ézdi. Rahatlatiyor insani
bu bulmaca. Dinya bir bulmaca. Insanlar sézciik. Adam su bulmacalari
¢cozd (The man was in love. He sent this scripture for nothing. He solved a
crossword puzzie. Crossword puzzle relieves one's mind. The world is a
puzzle. People are words. The man solved the following crossword puzzle)
(Tezcan 1997: 38).

Whereas a writer's linguistic choices are restricted by certain genre conventions
and by, among other things, what he or she wants to say, a translator's
linguistic choices are limited by what the original text says (Malmkjaer 2003:
39). Writing a lipogram text is already difficult. Translating of that text is hence

much more difficult, but it is not impossible.

This study will analyze the Turkish and English translations of Georges Perec’s
lipoggramatic novel, La Disparition. This analysis requires us to dwell on the
concept of translatability and the creativity of a translator. The following chapter,
therefore, covers such issues as the translatability, the creativity of a translator,
particular strategies employed by a translator, and finally, the domestication and

foreignization concepts.

1.5. CONCLUDING REMARKS

In this chapter, the concept of style in literature has been introduced.
Accordingly, the role of style in translation has been analyzed. Furthermore, the
group, Oulipo, has been introduced. The Chapter examined various techniques
used by Oulipian authors. Examples have been given for each technique. The
chapter has also focused in detail on lipogram as a stylistic technique. Keeping

this in mind, Chapter 2 will dwell on the translation of lipogram.
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CHAPTER 2 THE TRANSLATION OF LIPOGRAMS

2.1. (UN)TRANSLATABILITY

The concept of translatability is defined as the quality or state of being capable
of being translated into a different language (Collins). According to Pym and
Turk (1998: 273), translatability is mostly understood as the capacity for some
kind of meaning to be transferred from one language to another without
undergoing radical changes. Thus, if the meaning of a text is accurately
conveyed in TL, it is possible to argue that this text is translatable. To give a
simple example, it is possible to translate “how are you?” into Turkish as
“Nasilsin?”. In this example, the meaning of the text is accurately conveyed in
another language. Therefore we can talk about the translatability of this

sentence.

On the other hand, (un)translatability has sparked many debates in translation
studies. Numerous writers, scholars and poets have discussed the
translatability of certain kinds of texts. Literary translation has been of a
particular importance in this context. This section aims to cover different
arguments concerning (un)translatability and dwells on creativity in translation.
Translation itself is a difficult task. When authors resort to unique styles, the
task of the translator is much more difficuit. As explained in the previous
chapter, lipogram is one of the difficult stylistic techniques to translate.
Therefore, it is necessary to analyze the issue of (un)translatability before

dwelling on the translation strategies.

At this point, a question arises as to whether everything is translatable. If a text
cannot be satisfactorily expressed in another language, then one can talk about
the untranslatability of this text. Raquel de Pedro (1999: 1) essentially talks
about the two points of view on the issue of translatability: the universalist
approach and the monadist approach. He explains that supporters of the

universalist approach claim that the existence of linguistic universals ensure
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translatability, while those who support the monadist approach argue that each
linguistic community interprets reality in its own particular way, which
jeopardizes translatability. To be more precise, the universalists regard
translation as possible, claiming that differences among languages are
superficial and can, therefore, be overcome. On the other hand, monadists
believe that translation is impossible and explain that the only thing we do when
translating is to look for approximate analogies and equivalents (Steiner 1977:
73-74).

Some linguists underlined two possible paths to be followed by the translator.
The translator can either be close to the source language and culture or move
towards the target language and culture. In a letter addressed to A. W.

Schlege!, Willhelm von Humboldt explains this approach as follows:

All translation seems to me simply an attempt to solve an impossible task.
Every translato