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OZET

KARAGULLU BUZLUK Seda. F. Scott Fitzgerald in The Great Gatsby Eseri ve Iki Tiirkce
Cevirisinin Antoine Berman’in Ceviri Analitigi Baglaminda Karsilastirmali Analizi, Yiiksek

Lisans Tezi, Ankara, 2016.

Edebi metin ¢evirisi, anlamin bir dilden digerine aktarilirken, ayn1 zamanda kaynak metnin
sosyo-kiiltiirel 6zelliklerinin hedef metne yansitilmasi eylemidir. S6z konusu aktarma eylemi
cogu zaman kaynak metnin yeniden sekillendirilmesi hatta yeniden yazilmasiyla sonuclanan
bir siirecgtir. Diger metin tilirlerinden farkli olarak edebi eser cevirileri yaraticilik gerektiren,
kaynak metnin kiiltiirel 6zelliklerinin korunmasini zorunlu kilan cetrefilli bir istir. Ceviri
stireci sonunda ya kaynak metin okura yaklasir ya da okur kaynak metne yaklastirilir. Bu da
cevirmenin c¢eviri stratejisiyle dogru orantilidir. Bu ¢alismada edebi eserlerin kiiltiirel
ozelliklerinin, ¢eviride ne Olgiide yansitilabilinecegi ve cevirmenlerin yerlilestirme ve
yabancilastirmaya yonelik stratejilerinin eserin 0zgiinlligiinii korumada ne Olclide etkili
oldugu ele alinacaktir. Bu amagla, F. Scott Fitzgerald’in The Great Gatsby adli romaninin
Can Yiicel (1964) ve Filiz Ofluoglu (1975) tarafindan gerceklestirilen cevirileri vaka analizi
olarak secilmistir. Kaynak metin ve hedef metinler Antoine Berman’in Ceviri Analitigi
kapsaminda karsilastirmali olarak ele alinirken, ¢evirmenlerin stratejileri de aydinlatilmaya
calisilmis ve stratejilerin Berman’in 6ne siirdiigii deforme edici egilimlerle olan iliskisi ortaya
konmaya calisilmistir. Bu baglamda kaynak metnin yabancilik unsurunun hedef metinlerde
korunup korunmadigi arastirilmis ve sonu¢ olarak Can Yiicel cevirisinde kaynak metnin
biiyiikk 6l¢iide bozuldugu goriiliirken, Ofluoglu’nun kaynak metnin yabancilik unsurunu

cevirisinde yansitmaya 6zen gosterdigi saptanmaistir.

Anahtar Sozciikler

Yerlilestirme, yabancilastirma, Antoine Berman, The Great Gatsby, F. Scott Fitzgerald.
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ABSTRACT

KARAGULLU BUZLUK Seda. 4 Comparative Analysis of F. Scott Fitzgerald’s The Great
Gatsby and Its Two Turkish Translations within the Scope of Antoine Berman’s Analytic of
Translation, Master’s Thesis, Ankara, 2016.

Translating literary texts is an act of transferring the meaning across languages while
reflecting the socio-cultural features of the source text to the target text at the same time. This
transfer act is a process that often results in reshaping or even rewriting the original. Being
different from other text types, literary translation is a challenging activity which requires
creativity and preservation of the cultural features of the source text. At the end of translation
process, either the source text moves towards the reader or the reader moves towards the
source text. This is directly proportional to translation strategy of the translators. In this study,
to what extent the cultural features of the literary texts can be reflected to the translation and
to what extent the strategies of the translators regarding domestication or foreignization are
influential on preserving the authenticity of the work will be addressed. To this end, F. Scott
Fitzgerald’s novel The Great Gatsby and its Turkish translations by Can Yiicel (1964) and
Filiz Ofluoglu (1975) have been chosen as a case study. While a comparative analysis has
been carried out between the source text and the target texts within the framework of Antoine
Berman’s Analytic of Translation, the translator’s strategies and their relations to the
deforming tendencies that Berman suggested have been revealed. Within this context, the
answer for whether the foreignness of the source text is preserved in the target texts or not has
been sought and consequently it has been determined that the foreignness of the source text
has been deformed considerably in Yiicel’s translation while it has been preserved to a certain

extent in Ofluoglu’s translation.
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INTRODUCTION

The Great Gatsby is a literary classic which can be accepted as a semi-biographical
novel written by the American author F. Scott Fitzgerald. It is also a representative and
naturalist novel portraying America in the 1920s, namely the Jazz Age. Accepted as
Fitzgerald’s masterpiece by most critics, The Great Gatsby is a work conveying the
themes of alienation, wealth, decline of American dream, corruption and collapse of
social and religious values sometimes through figurative language and sometimes
through simple and colloquial language. His extraordinary word choices and language
usages make its translation challenging. Not transferring the specific linguistic and
cultural features of the literary texts to the translations will cause them to lose their
‘foreignness’ and makes them other than a literary one. Therefore, in this study whether
the linguistic and cultural features of the source text are reflected to the target texts and
whether the foreignness of the original work is preserved or not during translation
process will be analyzed. To this end, Can Yiicel and Filiz Ofluoglu’s translations of

The Great Gatsby are chosen as a case study.

The study consists of three parts. In the first part, the theoretical background of the
study will be presented. As mentioned above, two translations of The Great Gatsby
have been selected for the case study. It has been found out that the translators have
adopted different translation approaches during translation process; therefore, target-
oriented and source-oriented translation approaches shall be mentioned. Since these
approaches are closely linked with the translators’ strategies, Lawrence Venuti’s
domestication and foreignization strategies will be presented accordingly. However, the
primary concern of this study is Antoine Berman’s Negative Analytic. To this end, the
twelve deforming tendencies suggested by him will be defined and examined in detail in
this chapter.

In the second part of the study, the American author, F. Scott Fitzgerald, will be
introduced. His life and style of his work will be mentioned. There will be a brief
summary of the novel, The Great Gatsby as well. As the era in which it was written was
influential on the novel, historical background clarifying the era called Jazz Age in

America will take a place in this part. Moreover, the translators of the novel, Can Yiicel



and Filiz Ofluoglu will be introduced and their lives and works will be mentioned

accordingly.

In the third part, the case study of the thesis will be presented and a detailed criticism of
the translations will be provided. A comparative analysis within the scope of Antoine
Berman’s Negative Analytic will be carried out in this section. The translations by
Yiicel and Ofluoglu will be examined comparatively in the light of the twelve
deforming tendencies proposed by Berman. Consequently, whether the foreignness of
the novel is preserved or not will be revealed while determining the strategies of the
translators during translation process. Moreover, the question whether there is any link
between the deforming tendencies which take place in a translation and the frequency of

occurrences will be addressed.

1. PROBLEM STATEMENT:

The Great Gatshy is a literary classic written by American author F. Scott Fitzgerald. It
is a modernist novel which has a peculiar style consisting of depiction and narration
parts created through literary language and the dialogue parts beginning abruptly and
containing simple and colloquial language. It is a highly symbolic novel in which
figures of speech and repetition are frequently practiced upon. Therefore, it seems to be
quite difficult to reflect all these features in the translations. In this study, to what extent
these linguistic and cultural features of the novel are reflected to the target texts will be

evaluated under the guidance of Antoine Berman’s Analytic of Translation.
2. PURPOSE OF THE STUDY

The aim of this study is to carry out a comparative analysis between the source text and
the target texts under the guidance of Berman’s Negative Analytic. The translations of
The Great Gatsby will be examined in accordance with Berman’s categorization and
whether the foreignness of the source text is preserved in the target texts will be
evaluated. Moreover, the translation strategies of the translators will be analyzed
accordingly in order to find out whether the strategy has an impact on the frequency of

deforming tendencies or not.



For the case study, F. Scott Fitzgerald’s masterpiece The Great Gatsby and its Turkish
translations by Can Yiicel and Filiz Ofluoglu have been chosen for a detailed analysis. It
will be revealed whether the strategies of the translators, either domestication or
foreignization, are influential to maintain the foreignness of the source text in the target
ones and to what extent the cultural features of the source text is preserved in the target
texts.

3. RESEARCH QUESTIONS:
The answers for the following questions will be sought in this study:

1. Which deforming tendencies have been detected in the translations? What is the
most prevalent deforming tendency?

2. What is the main translation strategy of the translators: domestication or
foreignization?

3. Does the strategy affect the frequency or type of the deforming tendencies? To
what extent has the foreignness of the source text been preserved in the target

texts?
THEORETICAL AND METHODOLOGICAL FRAMEWORK

In this study, Antoine Berman’s Negative Analytic will be the starting point. According
to Berman, there are twelve deforming tendencies which cause the source text to lose its
foreignness. These tendencies are:
rationalization, clarification, expansion, ennoblement and popularization,
qualitative impoverishment, quantitative impoverishment, the destruction of
rhythms, the destruction of underlying networks of signification, the destruction of
linguistic patternings, the destruction of vernacular networks and their

exoticization, the destruction of expressions and idioms and the effacement of
superimposition of languages (2012, p. 244).

There will be a comparative analysis not only examining the target texts in accordance
with Berman’s categorization but also evaluating translators’ strategies during
translation process. To this end, Lawrence Venuti’s domestication and foreignization
strategies will be under discussion whether the strategy affects the frequency and type

of the deforming tendencies or not.



4. LIMITATIONS:

In this thesis, whether the foreignness of the original work is preserved in the translated
ones or not will be revealed. Moreover, whether the strategies that the translators
adopted during translation process affect the frequency and type of the deforming
tendencies will be evaluated via two different translations of the source text, The Great
Gatsby. The reason behind selecting this novel for the case study is that it has a peculiar
style which is challenging to transfer into another language. In the comparative analysis,
among a number of translations of The Great Gatsby, the ones translated by Can Yiicel
and Filiz Ofluoglu will be the primary sources. The reason why the two translations
have been chosen specifically is that they are the products of the same decade, and they
are the first two Turkish translations of The Great Gatsby. Can Yiicel’s translation was
published by Agaoglu Yaymevi in 1964 under the name of Muhtesem Gatsby while
Filiz Ofluoglu’s translation was released from Sander Yaymlari in 1975 under the name

of Biiyiik Gatsby.



CHAPTER 1- THEORETICAL FRAMEWORK

1. SOURCE-ORIENTED AND TARGET-ORIENTED TRANSLATION

APPROACHES

Throughout history, translation has played a crucial role in terms of serving as an
intermediary between people who have no common language to communicate. Apart
from its use for communication, it also acts as an information source through which a
number of information can be reached from different branches all around the world. It
is a means of cultural interaction between the countries. According to Roger T. Bell,
“translation is the replacement of a representation of a text in one language by a
representation of an equivalent text in a second language” (1993, p. 6). As understood
from this definition, translation process involves at least two different languages: source
language and target language. As an understanding of both source and target languages
is a necessity, it can be said to be a complex discipline requiring linguistic competence.
Therefore, all these features make it a multidimensional branch combining various

disciplines in itself.

Translational acts go back to ancient times. Throughout history, different scholars have
brought forward different approaches and theories to translation studies. When the early
translation studies are examined, it is seen that such terms as ‘literal’, ‘free’ and
‘faithful” were commonly used regarding translation. These terms are related to ‘source-
oriented’ translation approach because it is known that from the 2™ century BC until the
early twentieth century almost all theoretical approaches took the source text as their
primary concern. The focal point of this approach is the closeness to the source text in
terms of both meaning and form. The translators should transfer the source text into the

target one with all of its features.

When it comes to the historical background of this approach, it goes to the times of
Cicero (106-43 BC), Horace (65-8 BC) and Jerome (late fourth century CE). Horace
advocates a rhetorical imitation of the source-text (Venuti, 2012, p. 14). On the other

hand, “The distinction between word-for-word (literal) and sense-for-sense (free)



translation goes back to Cicero and Jerome and it is close to our understanding of these
concepts today. Cicero summarizes his approach as follows:
And | did not translate them as an interpreter, but as an orator, keeping the same
ideas and forms, or as one might say, the ‘figures’ of thought, but in language
which conforms to our usage. And in so doing, | did not hold it necessary to render

word for word, but | preserved the general style and force of the language. (1949,
p. 364)

It is understood from this excerpt that an interpreter is a literal translator while an orator
tries to make his speech more open and aesthetic because it should appeal to the
listeners. It can be said that translation is like the imitation of rhetorical models. As
pointed out by Munday, “In Roman times, ‘word-for-word’ translation was exactly what
it said: it was the replacement of each individual word of the source text (invariably
Greek) with its closest grammatical equivalent in Latin. This served as an aid to the
reader who would read the TT side by side with the Greek ST” (2012, p. 30). However,
Venuti mentions that “in distinguishing his use of translation from that of the
grammarian, Cicero suggests that grammatical translation was not useful to the orator”
(2012, p. 14). Leaving the grammar aside, Cicero focuses on style and rhetoric. On the
other hand, Jerome is another name of the period being close to sense-for-sense
translation which means being faithful to the source text. He was influential through the
Middle Ages into the Renaissance period.

After the Restoration, the translator and theorist of translation, John Dryden, makes
revisions on the distinction between rhetorical and grammatical translation and divides

the translation into three categories in the preface to his translation of Ovid’s Epistles in
1680:

1. Metaphrase
2. Paraphrase
3. Imitation (1992, p. 25).

These categories indicate the primary features of this approach once more. Metaphrase
stands for word-for-word translation while paraphrase means sense-for-sense or faithful
translation and imitation is free translation. These three categories of Dryden are very
similar to that of Cicero and Jerome in that they all say the same things with different

words, and Dryden himself prefers a moderately free strategy (Venuti, 2012, p.18).



Within western society, the ‘correct’ translation of Bible has always been a problematic
one. Even the translators like Etienne Dolet were punished for their ‘faults’ such as
making additions to the original. However the advances in the knowledge of languages
and press, non-literal translation began to be seen and the most remarkable example to
this is Martin Luther who translated the New Testament and later the Old Testament.

Munday gives the details about him as follows:

Luther had been heavily criticized by the Church for the addition of the word allein
(‘alone/only’), because there was no equivalent Latin word (e.g. sola) in the ST.
The charge was that the German implies that the individual’s belief is sufficient for
a good life, making ‘the work of the law’ (i.e. religious law) redundant. Luther
counters by saying that he was translating into ‘pure, clear German’, where allein
would be used for emphasis (2012, p.38).
In doing so, Luther is said to follow Jerome and sense-for-sense translation strategy
because word-for-word translation is sometimes unable to convey the core meaning of
the source text.
Another source-oriented translation supporter is the translation theorist Etienne Dolet
(1509-1546). He mentions about five principles that a good translator should follow as
specified hereinbelow:

(1) The translator must perfectly understand the sense and material of the original
author, although he [sic] should feel free to clarify obscurities.

(2) The translator should have a perfect knowledge of both SL and TL, so as not to
lessen the majesty of the language.

(3) The translator should avoid word-for-word renderings.

(4) The translator should avoid Latinate and unusual forms.

(5) The translator should assemble and liaise words eloquently to avoid clumsiness.
(1540/1997, pp. 95-97).

It is clear that Dolet favors source-oriented approach because he underlies the
importance of understanding the source text, source language and original author. He
advocates avoiding from word-for-word translation and the alien words and forms in
order to be clear to the target reader. However, it does not mean that these principles are
the indication of a target-oriented approach. His emphasis on source text, source
language and the original author demonstrates that he follows a source-oriented
approach to translation.

Similar to Dolet who set out five principles for translation, Alexander Fraser Tytler put

forward three laws or rules:



(1) The translation should give a complete transcript of the ideas of the original
work.

(2) The style and manner of writing should be of the same character with that of the
original.

(3) The translation should have all the ease of the original composition.
(1797/1997, p. 209).

Tytler asserts that translation should reflect the essence of the source text. Moreover, he
indicates that style of the source text should be reflected to the target one. “Tytler
recommends a paraphrastic strategy that imitates source ‘ideas’ and ‘style’ and
possesses the ‘ease of original composition,” or such fluency as to seem untranslated”
(Venuti, 2012, p.18). So, his emphasis on source text proves that he follows a source-

oriented approach.

One of the most remarkable names of the early nineteenth century was undoubtedly the
theologian and translator, Friedrich Schleiermacher. He attaches importance to the sense
of foreignness and objects commercial usage of translation and also paraphrasing and
imitation. He mentions about two different types of text. These are “the ‘Dolmetscher’,
who translates commercial texts” and “the ‘Ubersetzer’, who works on scholarly and
artistic texts” (Munday, 2012, p. 46).

The translation of the scholarly and artistic texts needs creativity and the artistic texts
are mostly full of culturally-bound words and expressions, so it is almost impossible to
find a perfect equivalent for these in the target language. Therefore, Schleiermacher
thinks the real question is how to bring the source text writer and target text reader
together. Accordingly, he considers that there are two answers for this question: “Either
the translator leaves the writer in peace as much as possible and moves the reader
toward him, or he leaves the reader in peace as much as possible and moves the writer
toward him” (1813/2012, p. 49).

Schleiermacher has chosen to move the reader towards the writer. Through the
‘alienating’ strategy, the reader feels confronting a foreign work (Munday, 2012, p.46).
Schleiermacher’s strategy to move reader to the writer can be accepted under the
category of source-oriented approach because the more you get close to the original

writer, the more you move away from the target text.



As clearly seen in the abovementioned explanations, until the 1960s the notion of
equivalence and dependence on the source text were the primary concerns of the early
translation theorists. Accordingly, Edwin Gentzler remarks that “early translation
studies scholars, who attempted to be objective and to study actual translated texts in the
target culture, were no less implicated in the paradigm of static, source-oriented
translation theories that Toury rejects” (p. 127).

Gentzler summarizes the translation studies of the 1980s and 1990s as follows:

Two most important shifts in theoretical developments in the translation theory
over the past two decades have been (1) the shift from source-text oriented theories
to target-text oriented theories and (2) the shift to include cultural factors as well as
linguistic elements in the translation training models (p. 70).

Accordingly, at the end of the 1970s, the translation scholar Gideon Toury introduced
the target-oriented approach based on the Polysystem Theory. It is a comprehensive
approach criticizing the major principles of source-oriented theories. With this
approach, translation has begun to be evaluated within target culture and Toury
explained it as “translations are facts of target cultures; on occasion facts of a special
status, sometimes even constituting identifiable (sub)systems of their own, but of the

target culture in any event” (1995, p. 29).

The concept of ‘culture’ stands for the target society, its norms, values, conventions and
ideologies for Toury. As can be deduced from the abovementioned excerpt, in the
translation process, target culture occupies an important place rather than the source
culture because a translated text can only be evaluated within its own circle. Through
translation, a source text goes beyond the boundaries of its culture and takes a different
form and consequently a new text comes into being in the recipient culture. The
translated work belongs to target culture henceforward. However, it is almost
impossible to talk about a total acceptability or a total adequacy in target culture and

source culture respectively because:

Toury locates the translation as always in the middle: no translation is ever entirely
‘acceptable’ to the target culture because it will always introduce new information
and forms defamiliarizing to that system, nor is any translation entirely ‘adequate’
to the original version, because the cultural norms cause shifts from the source text
structures (Gentzler, p.126).
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Norms have an important role for target-oriented approach. According to Toury, norms
are:

the translation of general values or ideas shared by a community — as to what is
right or wrong, adequate or inadequate — into performance instructions
appropriate for and applicable to particular situations, specifying what is
prescribed and forbidden as well as what is tolerant and permitted in a certain
behavioral dimension. (1995, p. 55)

In accordance with this definition, social, cultural and political norms of a society in a
specific time affect the translational norms in the same direction. They are the reflection
of the culture in which they have been shaped. Norms are the products of a community
which take their form through years. As they are so influential on society, it is not
unexpected to be effective on translation in the same way. Toury mentions about
different norms in a translation process (1995, pp. 56-60). These are initial, preliminary,
operational, matricial and textual-linguistic norms. Initial norms can be simply defined
as the first choice of the translator “cither he/she follows the norms of the source
text/culture or those of the target text/culture” (Snell-Hornby, p. 73). However, it will be
helpful to mention that the translator is sometimes unable to follow strictly one way and
he/she can apply both target-oriented and source-oriented approach in his/her translation

alternately.

The other norms mentioned by Toury are preliminary and operational norms.
Preliminary norms are related to the translation ‘policy’. Which text is chosen for
translation for what reasons at a specific time determines the preliminary norms. On the
other hand, operational norms “describe the presentation and linguistic matter of the
TT” (Munday, 2001, p. 112). As for the matricial and textual-linguistic norms, the first
one “may govern the very existence of target-language material intended as a substitute
for the corresponding source-language material, its location in the text, as well as the
textual segmentation” while textual-linguistic norms “govern the selection of material to
formulate the target text in, or replace the original textual and linguistic material with
(Toury, 1995, p.59). Norms occupy an important position in target-oriented translations
because “it is norms that determine the (type and extent of) equivalence manifested by
actual translation” (Toury, 1995, p.61).

Toury explains that “translation is basically designed to fulfill the needs of the culture

which would eventually host it” (1995, p.166). In this respect, norms determine the
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appropriateness of the translations. As being part of target culture, translators assume
the role of maintaining the acceptability of the translations and resort to strategies in this
direction. When they choose acceptability as their initial norm, they follow a target-
oriented approach during translation process. As clarified, target-oriented approach has
much to do with recipient culture and norms because it is the one taking certain features
from source text and blending them in its own cultural system adding its own

idiosyncrasies.

2. LAWRENCE VENUTI AND DOMESTICATION AND
FOREIGNIZATION STRATEGIES

The concepts of domestication and foreignization are closely related to the target-
oriented and source-oriented approaches, respectively. As translation is a rewriting of an
original text, it is natural to expect from it to reflect a certain ideology. Actually every
text serves for an ideology. Therefore, while translating a text, a translator adopts either
author’s ideology or reflects his/her own ideology to the translation. The choice of the
translator determines the strategy that he/she will use during the translation process:
domestication or foreignization. Within the scope of these strategies, the American
translation theorist Lawrence Venuti, the German theologian and philosopher Friedrich
Schleiermacher, the French translation theorist Antoine Berman and the linguist Eugene
Nida’s opinions will be included in order to clarify the subject matter better.

First and foremost, Venuti asserts that “translation is often regarded with suspicion
because it inevitably domesticates foreign texts, inscribing them with linguistic and
cultural values that are intelligible to specific domestic constituencies” (1999, p.67).
According to him, domestication starts from the choice of a foreign text, which means
exclusion of other works due to the domestic interests. Domestication continues during
the translation process through rewriting the foreign text in domestic language in
accordance with the domestic values. As a consequence of rewriting by prioritizing
domestic aesthetic values, cultures, style, dialects and discourses, etc., foreign literatures
tend to be dehistoricized. (Venuti, 1999, p.67).

Venuti deals with the domestication strategy as a cultural phenomenon in the

Translator’s Invisibility (pp. 18-20). He defines translation as “the forcible replacement
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of the linguistic and cultural difference of the foreign text with a text that will be
intelligible to the target language reader” (1995, p. 18). So through translation, the
differences between the languages are minimized and make sense to the target reader. It
is some kind of an adaptation because some cultural and linguistic features of the source
text are made familiar with the target reader through changing the certain signifiers of
the source languages with the ones in the target language. Venuti states:

The aim of translation is to bring back a cultural other as the same, the
recognizable, even the familiar; and this aim always risks a wholesale
domestication of the foreign text, often in highly self-conscious projects, where
translation serves an appropriation of foreign culture for domestic agendas,
cultural, economic, political” (1995, pp. 18-19).

To use the domestication strategy is actually to adapt source text’s features to the target
text. Culture plays an important role in this strategy since making a foreign text familiar
with the target reader begins with destruction of its foreignness and this can be achieved
through customizing the cultural features. Through domestication, the powerful cultures
impose their own ‘hegemonic’ power upon other minor cultures. In order to be clearer,
Venuti points out that Anglo-American culture prefers domestication by stating its
feature as “imperialistic abroad and xenophobic at home” (1995, p. 17).

In order to be more specific on the strategy of domestication, Eugene Nida is worth to
be mentioned here. Nida refers to two different types of equivalence: formal and
dynamic. (1964/2012, p. 144). According to him, the focal point of formal equivalence
is the message. The message in the target language should match the one in the source
language as much as possible. This is suitable for foreignization strategy. On the other
hand, Nida remarks that:

A translation of dynamic equivalence aims at complete naturalness of expression,

and tries to relate the receptor to modes of behavior relevant within the context of

his own culture; it does not insist that he understand the cultural patterns of the

source-language context in order to comprehend the message (1964/2012, p. 144).
In this excerpt, Nida emphasized the fluency by mentioning the phrase ‘naturalness of
expression’. It is understood that fluency involves domestication. In getting the message
of the source-text, it is not obligatory to understand the cultural differences. According

to Nida, dynamic equivalence is related to “accuracy” and accuracy in translation is
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connected to creating the same effect in the target-language culture. (Venuti, 1995,
pp.21-22).

Fluency is the term emphasized by Venuti as well. As for him, “The more fluent the
translation, the more invisible the translator, and, presumably, the more visible the
writer or meaning of the foreign text” (1995, pp. 1-2). As understood from this
quotation, Venuti’s emphasis on translating in a fluent, transparent and invisible means
to domesticate the foreign text. Being ‘fluent’, ‘transparent’ and ‘invisible’ during
translation process implies to be comprehensible, clear and natural to the target reader,
which are the indications of domestication.

On the contrary to Nida, F. Schleiermacher is on the side of foreignization strategy. He
says that there are only two choices in a translation process: “Either the translator leaves
the writer in peace as much as possible and moves the reader toward him, or he leaves
the reader in peace as much as possible and moves the writer toward him” (1813/2012,
p. 49).

As it is understood from the abovementioned excerpt, the translator chooses either
domestication or foreignization strategy. Schleiermacher prefers the foreignizing
method which means to specify and to emphasize the cultural and linguistic differences
of the source text and he thinks that a foreignization strategy can be useful in building a
national culture and creating a foreign-based cultural identity for a linguistic community
(Venuti, 1995, p. 100). As for this strategy, the foreign should stay as foreign and
accordingly the target reader should be aware of reading a foreign text and this can only

be achieved through an ‘alienating’ strategy:

The “foreign” in foreignizing translation is not a transparent representation of an
essence that resides in the foreign text and is valuable in itself, but a strategic
construction whose value is contingent on the current target-language situation.
Foreignizing translation signifies the difference of the foreign text, yet only by
disrupting the cultural codes that prevail in the target language (Venuti, 1995, p.
20).

Foreignization strategy favors the difference and reminds the reader the unbridgeable
gaps between cultures. It keeps the foreign so that the target reader notices the
‘otherness’. Venuti brings forward the Anglo-American culture as primary example in

his work and emphasizes that “foreignizing translation in English can be a form of
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resistance against ethnocentrism and racism, cultural narcissism and imperialism, in the
interests of democratic geopolitical relations” (1995, p. 20). From his expressions, it is
understood that he is on the side of foreignization strategy like Schleiermacher. Another
advocate of the foreignization strategy is the French translation theorist Antoine

Berman. His ‘Negative Analytic’ will be discussed in detail in the following chapter.

3. ANTOINE BERMAN AND ANALYTIC OF TRANSLATION

The German theologian and philosopher Friedrich Schleiermacher proposes two ways
or strategies for the translation process in his essay “On the Different Methods of
Translating”: “Either the translator leaves the writer in peace as much as possible and
moves the reader toward him; or he leaves the reader in peace as much as possible and
moves the writer toward him” (1813/2012, p. 49).

These two paths being in contrast with each other offer two options for the translator:
either leaving the source text and focusing on the target one and translating in
accordance with the recipient culture and norms or vice versa. Antoine Berman in his
work The Experience of Foreign (1992) states that if the translator chooses the source
text, he may appear “to be a foreigner, a traitor in the eyes of his kin” (p. 3) because in
doing so, he sacrifices his own values for the sake of transferring the source text
appropriately. On the other hand, if the translator “leads the author to the reader” then
“he will have irrevocably betrayed the foreign work as well as, of course, the very
essence of translation” (p. 4). Either of these ways is sure to be chosen by translators
during translation process. At this point, Berman mentions that “in order for translation
to gain access to its own being, an ethics and an analytic are required.” (p. 5) According
to him, “pure aim of translation” should be preserved. In this respect, the “pure”
translator needs to write in line with a foreign work, a foreign language and a foreign
author. (p. 5). Moreover, Berman states that a pure translator “presents himself as a
writer, but is only a re-writer. He is an author, but never The Author” and also adds that
“The translated work is a work, but it is not The Work” (p. 6). The emphasis of Berman
on “pure translation” and on the source text, language and author indicates his
preference towards a source-oriented approach and a foreignization strategy.

Accordingly, he accepts the translation as the “trial of foreign” and explains that
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translation’s aim is to “open up the foreign work to us in its utter foreignness” (2012, p.
240). According to him, foreign should be received as foreign and mentions about “the
system of textual deformation” which prevents the translation from being a “trial of
foreign” (2012, p. 242). Berman examines the deforming tendencies that cause the
translation deviate from its actual aim and called it as “analytic of translation”.
In his essay Berman dwells primarily on the negative analytic “where the play of
deforming forces is freely exercised” (2012, p. 242). He addresses twelve deforming
tendencies which disturb the foreignness of the work. These tendencies are:
1. rationalization
clarification
expansion

ennoblement and popularization

2

3

4

5. qualitative impoverishment
6. quantitative impoverishment

7. the destruction of rhythms

8. the destruction of underlying networks of signification

9. the destruction of linguistic patternings

10. the destruction of vernacular networks and their exoticization
11. the destruction of expressions and idioms

12. the effacement of superimposition of languages. (2012, p. 244).

The deforming tendencies will be explained in detail below:
3.1. Rationalization

Berman explained that rationalization deals with “the syntactical structures of the
original” (2012, p. 244). Recomposing the sentences and reordering their sequence are
included in this deficiency. It may also involve abstraction. The original sentences may
be shortened and even generalized. The verbs in the sentences are changed into
substantives or formal sentences are turned into informal ones or vice versa. Moreover,
the simple sentences are turned into inverted ones or vice versa. Punctuation can also be
categorized under this deforming tendency. Shortly, “rationalization deforms the

original by reversing its basic tendency.” (2012, p. 245).
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3.2. Clarification

It is the result of rationalization and deals with ‘clarity’ in translation. According to
Berman, clarification is applied by translators because “every translation comprises
some degree of explicitation” (2012, p.245) and he also adds that this lays emphasis on
these two things: “The explicitation can be manifested of something that is not apparent,
but concealed or repressed, in the original” and “explicitation aims to render ‘clear’
what does not wish to be clear in the original” (2012, p. 245)

Explaining what is hidden in the source text by revealing the details that the author
wishes not to say directly but imply can be accepted as negative intervention of the
translator to the original work. Moving the text from polysemy to monosemy through

paraphrasing and explanatory translations can also be categorized under this tendency.

3.3. Expansion

Expansion is the consequence of the abovementioned tendencies. Rationalization and
clarification makes the translation longer than the original. As Berman says, expansion
1s “an unfolding of what, in the original, is “folded” (2012, p. 246). In order to clarify a
sentence, the translator may have to use more than one sentence and this act results in
extension. It is frequently called “overtranslation”. The negative effect of this tendency

is that through additions the “rhythmic flow” of the text is broken.

3.4. Ennoblement and Popularization

Ennoblement in poetry is “poetization” and in prose it is “rhetorization” (2012, p. 246).
It is the choice of more elegant sentences while translating. It can be said that “the
ennoblement is only a rewriting, a ‘stylistic’ exercise based on — and at the expense of —
the original” (2012, p. 246). By emphasizing “at the expense of the original”’, Berman
implies that the meaning and the style of the original may change. On the other hand,
making text more readable is the mode of popularization discussed under the subhead

of ennoblement by Berman. It makes the text more popular and up-to-date through



17

colloquial language. It annihilates the original work by informal usages in return for
formal ones and this breaks the fluency and authenticity of the source text.

3.5. Qualitative Impoverishment

It means “the replacement of terms, expressions and figures in the original with” the
ones which “lack their sonorous richness” (2012, p. 247). Some words have ‘iconic’
features, when uttered they create an image in minds. If the translator fails to transfer
such iconic features of the words to his/her translation, then the result is the deformation
of the original work.

3.6. Quantitative Impoverishment

It is “lexical loss” in translation. In every text, there may be several signifiers. Berman
gives the example of the word “visage” (face) in his work (2012, p. 247). It has three
signifiers as semblante, rosto and cora in Spanish. If the multiple signifiers cannot be
given accordingly in the translation, then there is a loss. In order to compensate this
loss, the translator may apply to ‘expansion’. However, the result is a poorer and longer

version of the original work.

3.7. The Destruction of Rhythms

There is a fallacy that only poetry has the rhythmic flow. Berman states that the novel is
as rhythmic as poetry (2012, p. 248). There may be many rhythms throughout a novel.
If this rhythm cannot be preserved in translation, then the destruction of rhythms occurs
as a deforming tendency. As Berman points out that punctuation may be given as an
example that causes destruction in the target text when used arbitrarily.

3.8. The Destruction of Underlying Networks of Signification

Literary works have a hidden text in themselves. The signifiers create a link and this

forms an underlying network which serves as a subtext. According to Berman, “the



18

signifiers in themselves have no particular value, that what makes sense is their linkage,
which in fact signals a most important dimension of the work” (2012, p. 249). All the
signifiers in a text combine and create a subtext which has a special meaning or
message to the readers. If the translator fails to transmit this network to his translation,

there occurs destruction.

3.9. The Destruction of Linguistic Patternings

The systematic nature of the text cannot be restricted to signifiers or figures of speech,
etc., it also includes sentence types and constructions according to Berman (2012, p.
249). Every author has a system of his own and creates his work and every addition to
or exclusion from the original text jeopardizes its system. Thus, such deforming
tendencies as rationalization, clarification or expansion destroy the systematic nature of
the source text. Berman states that translated texts are more homogeneous than the
original ones so that they are incoherent and inconsistent. He resembles the translated
works to a patchwork because the translator employs different kinds of writing.
Therefore, translated text “is not a ‘true’ text; it lacks the distinguishing features of a

text, starting with its systematic nature” (2012, p. 249).

3.10. The Destruction of Vernacular Networks or Their Exoticization

Literary works may include vernacular language. The importance of vernacular
elements for prose is summarized by Berman with three articles: first of all, “the
polylogic aim of prose inevitably includes a plurality of vernacular elements”.
Secondly, “the tendency toward concreteness in prose necessarily includes these
elements” since vernacular language more sonorous than the cultivated language.
Thirdly, “prose often aims explicitly to recapture the orality of vernacular” (2012, p.
250). Since vernacular elements hold a great importance in literary works, they should
be transferred to target text accordingly. Any failure in transmission or effacement the
differences will destroy the textuality of the original works. On the other hand, in order
to keep them in target texts, they may be exoticized. According to Berman, exoticization

Is conveyed in two ways: to use italics for not existing elements in the original or to
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make additions to be more authentic. Unfortunately, a vernacular is hard to translate
into another language because of its adherence to its own roots. So any attempt to

transmit such elements into target text will only ridicule the original (2012, p. 250).

3.11. The Destruction of Expressions and Idioms

Every culture has its own proverbs, idioms or expressions and authors reflect these
authentic features of their cultures to their works in this direction. The problem is with
their translation into another language and accordingly into another culture. Replacing a
proverb, an idiom, etc with an equivalent in the target culture, destroys the originality of
the source text and is accepted as ethnocentrism. As for Berman, “to play with

‘equivalence’ is to attack the discourse of the foreign work™ (2012, p. 251).

3.12. Effacement of the Superimposition of Languages

A literary work may include more than one dialect, koine or vernacular apart from a
common language. Their being together in the same text means superimposition of
languages and according to Berman, ‘“every novelistic work is characterized by
linguistic superimpositions” (2012, p. 251). The variety of such dialects, etc. makes the
text a unique one while making the characters more vivid. If the translator effaces the
differences in a text and translates the dialects, koines, vernaculars, etc. as all the same,
then he destroys the source text’s authenticity. All the diversity of the source texts
should be reflected properly to the translated ones in order to display the heteroglossic
features of the original works.

The abovementioned twelve deforming tendencies suggest the universals of
deformation which are found in translated texts. They are above the literary, cultural or
social norms peculiar to any society. These tendencies sacrifice the original for the sake
of meaning. Berman clarifies this by stating: “All the tendencies noted in the analytic
lead to the same result: the production of a text that is more ‘clear’, more ‘elegant’,
more ‘fluent’, more ‘pure’ than the original. They are the destruction of the letter in

favor of meaning” (2012, p. 252).
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CHAPTER II: ABOUT THE AUTHOR, THE TRANSLATORS AND
THE NOVEL

1. BIOGRAPHY OF F. SCOTT FITZGERALD

Francis Scott Key Fitzgerald was born on September 24, 1896 in St. Paul, Minnesota.
He was the son of Edward Fitzgerald who dealt with furniture business in St. Paul
which ended up as a failure and Mary Fitzgerald who was from an Irish-Catholic family
that made a small fortune in Minnesota as wholesale grocers. After being unsuccessful,
Fitzgerald’s father worked for Procter & Gamble until he lost his job there. In
September, 1908 Fitzgerald was enrolled in St. Paul Academy and after that he was sent
to Newman School which was a Catholic school in Hackensack, New Jersey. In
September 1913, he was enrolled at Princeton University. He became active in the
university’s Triangle Club. However, he left Princeton in October 1917 and was
commissioned as a Second Lieutenant in the U.S. Army and went to Fort Leavenworth,
Kansas, for training as an officer. He met and fell in love with Zelda Sayre who was the
daughter of an Alabama Supreme Court judge at the army camp. Zelda was a beautiful
young lady and also “a prize to be won” because he had to stand out among all the other
presentable officers in the army camp (Shain, 1991a, p. 52) but he became successful in
stealing the heart of Zelda.

While at Fort Leavenworth he completed his first novel The Romantic Egoist and sent it
to the publisher Scribner’s but it was rejected “with suggestions for improvement”
(Claridge, 19914, p. 8). In 1919, Fitzgerald was discharged from the army and went to
New York in the hope of building a career in advertising and persuading Zelda to marry
him. However, he understood that he would not make a fortune there and so quit his job
a few months later and returned to St. Paul where he revised The Romantic Egoist under
as new title: This Side of Paradise. This autobiographical novel turned Fitzgerald into
one of the most promising writers of the country. Shain asserts that “Its publication is
always considered to be the event that ushered in the Jazz Age” and adds that “The
‘moral let-down’ enjoyed by the postwar generation has given the work its reputation
for scandal as well as for social realism” (1991a, p. 55). The cliché about Fitzgerald is
that "he was the laureate of the Jazz Age" (Mizener, p. 23). Being a romantic writer, he

reflected the American life after the World War | appropriately and portrayed the



21

people, time and places successfully in his works. As Malcolm Cowley pointed out that
"He was haunted by time, as if he wrote in a room full of clocks and calendars"
(Mizener, p. 24). After the publication of his novel, he and Zelda married in April,
1920. They became the popular figures around New York with their house parties at
Westport and Great Neck. In the same year, his first collection of short stories Flappers
and Philosophers was published. The following year The Fitzgeralds’ daughter, Frances

Scott, was born in St. Paul.

His second novel The Beautiful and Damned and his second collection of short stories
Tales of The Jazz Age were published in 1922 and after that, in 1923, the play The
Vegetable was published. Fitzgerald supported himself financially by writing for
popular magazines or publications such as The Saturday Evening Post, Metropolitan
Magazine and Esquire. They led a luxurious and an extravagant life and this often put
them in difficult situation and in 1924 they moved to France in order to live more
cheaply and there they met some of the famous authors like Ernest Hemingway and
James Joyce (Claridge, 19914, p. 9). The Fitzgeralds stayed abroad from 1924 till 1931
and after the final return Fitzgerald described the period during which they travelled a
lot as "seven years of waste and tragedy" (Mizener, p. 33). It was not a productive

period in which Fitzgerald produced very few serious works.

He wrote his masterpiece The Great Gatsby during the fall and winter of 1924 and it
was published in 1925. The Great Gatsby is considered Fitzgerald’s finest work because
of his perfect portrayal of American society during the Jazz Age and also for his
discussing the subjects of love, materialism and the American dream excellently by
blending them with his lyricism. Shain remarks that “One powerful image of their life
on Long Island has entered American folk history through the pages in The Great
Gatsby which describe Gatsby’s parties and the people who came to them” (19914, p.
62). Like in the novel, The Fitzgeralds began to drink alcohol and led an extravagant
life. This caused them to have financial problems. Therefore, Fitzgerald wrote many
essays or shorts stories for the slicks to earn money in a short time. He wrote ‘The Rich
Boy’ in 1926, his third collection of stories All the Sad Young Men 1926 was published
in the same year. In 1930, Zelda had a serious nervous breakdown and two years later

she had a second one. Tender is the Night was published in 1934, which was sold fewer
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than 12.000 copies over year and they were in a severe financial difficulty and so
Fitzgerald tried to write a story a month to pay his debts (Claridge, 1991a, p. 10). The
collapse of Dick Diver's morale in the novel is very like the collapse of Fitzgerald's own
morale as he describes it in "The Crack-up" (Mizener, p. 39). His fourth collection of
short stories was published under the title of Taps at Reveille in 1935. By the end of the
year he was impoverished and seriously ill. He had recurrence of the tuberculosis which
had first attacked him when he was an undergraduate and he never recovered from it. In
1939, he began to write The Last Tycoon which was rich in theme and tight in structure
and Fitzgerald once said about The Last Tycoon as follows:

Unlike Tender Is the Night, it is not a story of deterioration. ... If one book could

ever be 'like' another, | should say it is more 'like' The Great Gatsby. But | hope it

will be entirely different- | hope it will be something new, arouse new emotions,
perhaps even a new way of looking at certain phenomena (Mizener, p. 42).

However, he was unable to finish it. In 1940, Fitzgerald died following a cardiac spasm
and a heart attack. Fitzgerald never gave up struggling and writing until the end of his
life. With all the mistakes and faults, it was in some ways a heroic life. But for
Fitzgerald, it was such a disappointing life that he wrote rather sadly to one of his friend
being a lawyer: "I hope you'll be a better judge that I've been a man of letters.”
(Mizener, p. 45). He left three novels and many short stories behind. Unfortunately, he
received modest commercial or critical success during his lifetime. However, after his
death, he gained a reputation as one of the prominent authors in the American literature
history and The Great Gatsby had a great contribution in it.

2. SUMMARY OF THE GREAT GATSBY

Generally considered to be F. Scott Fitzgerald’s masterpiece, The Great Gatsby is a
novel depicting American society during 1920s, known as the Jazz Age. It is a tragic
story of Jay Gatsby who gives his name to the novel. The story begins with these
thought-provoking lines:

In my younger and more vulnerable years my father gave me some advice that I’ve
been turning over in my mind ever since.

‘Whenever you feel like criticizing anyone,” he told me, “just remember that all the
people in this world haven’t had the advantages that you’ve had.” (Fitzgerald, p. 3).
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The narrator, Nick Carraway, mentions about his father’s advice about not criticizing
anyone in the beginning of the novel and continues by describing Gatsby’s personality
with these striking lines:
If personality is an unbroken series of successful gestures, then there was
something gorgeous about him, some heightened sensitivity to the promises of life,

as if he were related to one of those intricate machines that register earthquakes ten
thousand miles away (Fitzgerald, p. 39).

Exclusive for Fitzgerald’s style, he begins with ‘personality’ and ends with ‘intricate
machines’. He has the ability to bring close different things together successfully. As
understood from these lines, the story is told by the narrator, Nick. He is a young man
from a prominent family in Minnesota and educated at Yale University. He moves to
New York around the year 1922 to enter the bond business. He rents a house in West
Egg part of the Long Island, which is populated mostly by newly rich people. Nick’s
next door neighbor in West Egg is a mysterious man called Jay Gatsby who lives in a
huge, flashy house and throws extravagant parties every Saturday night in which there
are limitless beverages and food, jazz music and dance all night long. On the contrary to
the other inhabitants of West Egg, Nick is an educated man who has connections with
East Egg which is a more fashionable area of Long Island inhabited by the upper class.
One day, Nick goes to East Egg to have dinner with his second cousin, Daisy Buchanan
and her husband, Tom Buchanan. Daisy is a beautiful and popular young lady while
appears rather ghostly and miserable to Nick. On the other hand, Tom is also educated
at Yale University like Nick, and comes from a privileged, wealthy family. He is a
taffy-nosed and selfish man who prioritizes his comfort and interests. During the dinner,
they introduce Nick a friend of theirs, Jordan Baker, a beautiful but cynical young girl.
She is a professional golf player, with whom Nick has a romantic relationship later. At
dinner, Nick also meets Daisy and Tom’s little daughter. He learns about their marriage
and Jordan tells about Tom’s lover, Myrtle Wilson who is also a married woman living
in Valley of Ashes between West Egg and New York throughout the night. During the
visit, Nick smells the unhappy atmosphere of the Buchanan’s house. After Nick returns
his home, he sees his next door neighbor for the first time. He is in his garden,
stretching his arms towards a green light across the bay. Soon after that night, while
Tom and Nick are going to New York, Tom insists on introducing him to his lover

there. Nick agrees in the end and they together go to Tom and Myrtle’s apartment. They
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begin to drink together with Myrtle’s sister, Catherine and a couple named Mr. and Mrs.
McKee. While drinking, they talked about Gatsby. The more Myrtle drinks, the more
aggressive she becomes and begins to talk about Daisy. Being frustrated by her words,

Toms hits her and breaks her nose. That day ends with this unfortunate incident.

One day, an invitation arrives from Gatsby politely requesting Nick to attend his party
that night. Nick goes to the party, where he runs into Jordan. It is a crowded party. He
notices that nearly everyone has come to the party without being invited. Only a few of
the attendees know Gatsby in person. His mansion is like a public house where people
gather and drink. Gatsby’s gates are always open for all the guests without question.
Nick realizes that people come to his house, drink his beverages, feast and gossip about
him. There are a lot of rumors about Gatsby. Nobody knows who he really is or where
he comes from exactly. He is said to be a bootlegger and to have killed a man once.
However, what Nick sees is a nice gentleman, who has a warm smile and calls everyone
“old sport”. At the party that night, Gatsby wants to talk to Jordan in private and when
she returns, she says that she has learnt some remarkable news but prefers not to share it
with Nick anyway.

Sometime after the party, Gatsby invites Nick to a lunch and they go to a restaurant
together where Nick gets to know Gatsby’s business associate Meyer Wolfsheim who is
a notorious criminal. Gatsby runs into Tom at the same restaurant and his avoiding from
him takes the attention of Nick. Later Jordan explains the reason for this. She says that
Gatsby and Daisy meet in Louisville before Gatsby joins the army. They are madly in
love with each other, but there is gap between them; Daisy is a rich and popular girl
while Gatsby is a poor one. Gatsby joins the army and after the war, he is sent to
Oxford. Therefore, he cannot return home for so long and when he finally returns, he
finds out that Daisy has married Tom and moved to France. He is still in love with
Daisy and he tries hard to make a fortune to attract Daisy and eventually becomes
successful to do so. Now, he comes to West Egg, close to Daisy, buys a gigantic
mansion and hosts extravagant parties with the hope of meeting her again at one of his
parties. When he learns that Nick is a cousin of Daisy, Gatsby asks him to arrange a
meeting with Daisy in Nick’s house where Gatsby will show up unexpectedly. Nick

grants his request and invites Daisy to his home but warns her in advance about her



25

coming alone. When they eventually reunite, the two lovers realize that they still love
each other.

At this point, the reader learns about Gatsby’s true story. On the contrary to the rumors
that he is from a wealthy family from San Francisco, he is actually son of a farmer.
Born James Gatz, he changes his name as Jay Gatsby at the age of seventeen, when he
meets Dan Cody with whom he sets sail for a time, and after his death, Dan leaves
Gatsby a small amount of money and then he makes a fortune through illegal ways in a
short time.

After the first union, Daisy and Gatsby begin to see each other regularly, and Tom
grows increasingly suspicious. He invites Gatsby and Nick to their house on a hot
summer day and then he feels certain that Gatsby loves Daisy. He is extremely
frustrated. On such a muggy and tense atmosphere, they decide to go to New York
together, where they rest and cool at Plaza Hotel. Daisy prefers to go to city with
Gatsby and Tom has to follow them with Nick and Jordan and this makes Tom more
frustrated. At the hotel, Tom tries to insult Gatsby and says that he is a criminal and he
gets his fortune through illegal ways. On the other hand, Gatsby wants Daisy to confess
that she loves Gatsby and will leave Tom. When Gatsby forces her to admit that she
doesn’t love Tom, she refuses him. Everybody gets nervous. In the end, Tom lets Daisy
to return home with Gatsby and agrees to follow them again. On the way home, Daisy
wants to drive Gatsby’s yellow car and he allows her in order to calm her down. Daisy
drives the car so fast and carelessly that she hits Tom’s mistress, Myrtle, on the road
and keeps going without stopping. She is killed instantly. They don’t go to police.
Gatsby takes Daisy to her home and starts to wait for an answer from her. Although
Nick advises him to leave the city until the things settle down, he refuses to do so and
waits a call from his lover. But there is no call. When Myrtle’s husband finds out that
his wife is killed by a yellow car, Tom says that the yellow car belongs to Gatsby.
Believing that Gatsby is Myrtle’s lover and at the same time her killer, he comes to
Gatsby’s mansion. Being unaware, Gatsby goes to the pool, where Mr. Wilson finds
him there and shoots him death and then commits suicide. After the murder, Daisy and

Tom leave the city immediately.
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The place around Gatsby’s mansion lapses into silence. Only Nick knows the truth but
the damage is done. Gatsby, who is a perfect gentleman, has now passed away and
apparently nobody cares for him. Nick arranges a small funeral for Gatsby but only few
people attend it. The people around him in his glorious days are no longer with him in
his death. Disgusted from the lives around Gatsby in New York, Nick decides to return
to Midwest. Before leaving, he runs across Tom for the last time. He tries to excuse his
and Daisy’s misconduct, and wants Nick to understand him. When Nick visits Gatsby’s
shore one last time, he observes that silence and darkness dominate his mansion. The
dream of Gatsby with Daisy proves itself to be a total failure like the American dream

which has collapsed in the end.
3. FITZGERALD AND THE JAZZ AGE

The 1920s was an age of political and social change in America. The participation of the
United States in World War | between the years of 1914-18 upset the balances in the
world. The war, far from causing difficulties for progress, “opened up vast new areas of
interest and service to the Americans” (Knoles, p. 5). After the war, a time of emotional
exhaustion and depression, people started to get relaxed and more Americans began to
live in the cities rather than in villages. America had plenty of raw materials, enterprise,
ability, independence, a vast territory and a spirit of discovery. Accordingly, the nation
changed dramatically through urbanization, industrialization, and immigration. There
was an economic prosperity between the years of 1920 and 1929 and the effects of it
could easily be detected in social life. Such an economic growth inevitably brought a
consumer society with it. People began to lead a luxurious life, drink a lot, listen to Jazz
and Blues, perform the dances like the Charleston which was known as an African
American dance and they even began to use a new kind of slang peculiar to the 1920s.
F. Scott Fitzgerald in his essay “Echoes of the Jazz Age” indicated that “it was an age of
miracles, it was an age of art, it was an age of excess, and it was an age of satire”
(Fitzgerald, 1966, p. 179). He summarized the basics of the age in a sentence
accordingly. It was actually an age in which money was of great importance. As Knoles
emphasized “The rich man became the king in any company he chose to enter” (p.36).

However, it is fact that “Americans were confusing material prosperity with progress
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and had forgotten their old ideals” (Knoles, p. 36). In the end, the older American

civilization fell into materialism’s clutches.

Jazz music leaved its mark on this age and the birth of it was mostly accredited to Afro-
Americans. Their traditions and ideals were often associated with ‘jazz’. The youth of
1920s was affected by jazz and rebelled against the traditional culture of the previous
generations. In that sense it can be said that it was a cultural movement. It is understood
that America implied much more than music with the term “jazz” in 1920s. Sheila
Liming asserts that the Jazz Age governed “everything from fashion and entertainment

to food, drink and philosophical convictions” (p. 3).

A revolution in manners and morals took place in America during the 1920s. Especially
the young generation rebelled against the accepted standards. The revolt first emerged
in women’s fashion. According to Fitzgerald, “This was the generation whose girls
dramatized themselves as flappers, the generation that corrupted its elders and
eventually overreached itself less through lack of morals than through lack of taste.”
(Cowley, p. 179). Being probably the most familiar symbol of this age, “the flapper”, is
actually “a perceived negation of Victorian woman” with “boyishly cropped hair” and
with a “dramatic vamp makeup” (Liming, p.11). Girls began to wear short dresses, short
sleeves or none, and silk stockings rolled below the knees and also began to smoke and
drink alcoholic beverages (Knoles, p. 130). In short, they began to act like men. This
probably stemmed from the fact that women gained confidence to discover new things
with economic independence. Moreover, youth wanted more freedom to explore sex. A
Freudian approach to this matter is that “a new generation grew up believing that the
virtues of chastity and fidelity had been grossly overrated and that the first requirement

for happiness and well-being was an uninhibited sex life” (Knoles, p. 130).

As for the religion, Knoles pointed out that “at no time in history had organized religion
in the United States been less influential than in the twenties” (p. 133). It can be said
that people spent more time at parties than at churches; therefore, there was a decline in
religious activities. As people became more materialistic, worldly things became
prominent and accordingly they moved away from spiritual things. Knoles states that

being in the distinctive features of Jazz Age, “cocktails, movies, jazz, advertising, and
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salesmanship all were taken as ominous evidence of a crude, materialistic culture”

(p.134).

Fitzgerald offered a vivid portrayal of the Jazz Age and painted an image of America in
The Great Gatsby and reflected certain features of it. He depicted a materialistic world
with a cultural and religious decay. Along with pleasure as a primary goal, glamour and
private power formed the basis of the Jazz Age and this was perfectly conveyed to the
reader through the novel.

4. ANALYSIS OF THE GREAT GATSBY

F. Scott Fitzgerald has a distinctive writing style and reflects his peculiarity in his best
known novel, The Great Gatshy. It is a novel full of similes, imageries, symbols and
repetition. Although it is said that Fitzgerald has been affected certain writers like
Joseph Conrad, he actually takes a few techniques from different authors and blends
them in his own creativity, which form his writing strategies. He attaches great
importance to originality and therefore it is said that ““... he deliberately stopped reading
Ernest Hemingway because he feared the latter’s rhythms were replacing his own”
(Kuehl, 1966a, p.28). According to him, in order to develop originality, a young writer
should read other writers. If he/she does not read a lot, he/she will only reflect the style
of the writer that he has last read. He asserts that “a good style comes from soaking up
many elements; (...) whereas an inferior style results from being influenced by one
person exclusively” (Kuehl, 1966a, p. 28). Accordingly, Fitzgerald read many writers,

but avoided being effected from any of them exclusively.

To begin with, in The Great Gatsby the author both participates in the story and stands
aside. This means that “the author acts Gatsby and observes as Nick™ and this narration
technique is called as “double vision” by Malcolm Cowley (Kuehl, 1966a, p. 34). In the
first chapter Nick says that: “I’'m inclined to reserve all judgments, a habit that has
opened up many curious natures to me and also made me the victim of not a few veteran
bores.” (Fitzgerald, p. 3). Consequently, the stories of the other characters are conveyed
to the reader through Nick’s eyes. It can be said that it is a frame story which is a story
within a story. There are different stories blended with Nick’s own perception. It can be

accepted as a reflective novel in which Nick transfers what he has seen.
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According to Fitzgerald, even a single word is of great importance within the context.
He once uttered that “a single word could change the emphasis and the value in a scene
or setting” (Kuehl, 1966a, p. 25). He also indicated that the importance of sentences or
a scene could not be measured by their lengths because there were examples in which
the main episode was told in four or five sentences. It is seen that he avoids very long
sentences. He prefers to achieve fluency in his writing. He uses natural sentences. He
said in one of his letters that:

People don’t begin all sentences with and, but, for and if, do they? They simply

break a thought in mid-paragraph, and in both Gatsby and Farewell to Arms the

dialogue tends that way. Sticking in conjunctions makes a monotonous smoothness
(Bruccoli, p. 26).

In The Great Gatshy, the dialogues often begin abruptly following sometimes a long
description of Nick or background information and stilted language is avoided and
dialogues often epitomize the colloquial language: “Wha’s matter?” he enquired
calmly. “Did we run outa gas?” or “Wonder’ff tell me where there’s a gas’line

station?” (Fitzgerald, p. 36)

The example above indicates that Fitzgerald uses a naturalistic technique. The
characters use common language and the word choices of them indicate simplicity. This
strengthens the realistic nature of the novel. However, when it comes to descriptions, he
uses symbolic language and figures of speech. He describes Gatsby’s car as: “It was a
rich cream color, bright with nickel, swollen here and there in its monstrous length with
triumphant hat-boxes and supper-boxes and tool-boxes, and terraced with a labyrinth of
wind-shields that mirrored a dozen suns.” (Fitzgerald, p. 41). His word choice is striking
like “triumphant” or “monstrous” to describe a car. These flashy words create a vivid
picture for readers. Furthermore, he uses symbolic language frequently: “There was
music from my neighbor’s house through the summer nights. In his blue gardens men
and girls came and went like moths among the whisperings and the champagne and the
stars.” (Fitzgerald, p. 26). Moths are known for flying at night around the light.
Fitzgerald resembles the guests to “moths” most probably because of the fact that they
only appear at nights at his parties which are decorated with lights. Moreover, he uses

the adjective “blue” for Gatsby’s garden. Gatsby throws parties in his garden with the
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hope of seecing Daisy again. Within this scope, “blue” is a fantasy and in the end it
proves itself as a false hope.

Fitzgerald has a style appealing to the senses. As Kuehl indicates “he observed
Conrad’s definition of writing- to make the reader hear, feel, and above all ¢lse, see.”
(1966a, p. 26). He describes every detail so vividly that he seems to portray a real
character or a real incident. In that sense, he attracts the reader and takes them inside the
story. As it can be seen in the following example, Fitzgerald is highly successful in
writing which appeals the senses:

The exhilarating ripple of her voice was a wild tonic in the rain. | had to follow the

sound of it for a moment, up and down, with my ear alone, before any words came

through. A damp streak of hair lay like a dash of blue paint across her cheek, and

her hand was wet with glistening drops as | took it to help her from the car.
(Fitzgerald, p. 55).

In this excerpt, the reader both hear, see and feel the rain, and the scene becomes vivid
through Fitzgerald’s striking description. Several examples demonstrate that sensory

descriptions contribute greatly to the novel’s iconic nature.

The Great Gatsby has a colorful style. Color symbolism keeps a crucial place in it.
Fitzgerald portrays the scene with all of its colors such as “yellow cocktail music”
(Fitzgerald, p.27), Gatsby’s “yellow car” (p. 89), and “yellowing trees” (p. 103)
symbolizing both wealth and collapse. Because Gatsby is a rich man, his new yellow
car stands for his wealth, or yellow cocktail music represents the gaudiness of the
parties. On the other hand, in the end when Gatsby goes to the pool where he will be
killed, “yellowing trees” give clues about his dramatic end. Moreover “green light” (p.
60) which is seen at the end of dock from Gatsby’s mansion comes from Daisy’s house
and Gatsby frequently goes faraway while looking at this light, probably dreaming to
reunite with his lifetime lover, Daisy. In that sense, the color green may stand for the
hope of Gatsby for a better future with her. Almost every chapter is full of such color
symbolism. Apart from the ordinary colors like yellow, blue, green, grey; he uses
unusual colors like the shirts of Gatsby being “in coral and apple green and lavender
and faint orange, with monograms of Indian blue” (p. 59) and chauffer’s uniform of
“robin’s-egg blue” (p. 27). In the novel, the extraordinary colors are always associated

with Gatsby and stand for wealth and vanity.
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Repetition is seen throughout the novel. The most prevalent one is the phrase “old
sport”. It is frequently used by Gatsby. The reason behind his calling everyone as ‘old
sport’ may be his struggle to be accepted by the society. Moreover, colors are repeated
frequently throughout the novel and convey different messages. Repetition contributes

the rhythmic nature of the novel.

The Great Gatsby is strong in writing style. On the contrary to his earlier books, it is
suggested by Kuehl that there is:
care for the shape and ring of sentences”; instead of the obvious word or phrase,
there is “magic suggestiveness”; whereas, previously, he had tended to be abstract,
Fitzgerald now works through senses. And finally, as almost all of the critics

observed Gatsby was the first (perhaps the only) Fitzgerald novel to show “the
perfect blending of form and substance (1966b, p. 55).

All in all, The Great Gatsby, with its originality, naturalness, realistic elements,
lyricism, rhythmic flow, fluency, striking word choice and plotline, perfectly
combination of colloquial language with rhetoric, vivid description techniques and with
all the figures of speech that it contains proves that it is different from other works of
Fitzgerald. Therefore, by most critics it is called as the masterpiece of the author.

5. ABOUT THE TRANSLATORS
5.1. A Brief Biography of Can YUCEL

The famous poet and translator, Can Yiicel was born in 1926 in Istanbul. He was the
son of Hasan Ali Yiicel who served as the Minister of Education in Turkey. He studied
Latin and Greek at Ankara University and continued his education at University of
Cambridge. He worked as a translator in various embassies and as an announcer in
Turkish section of BBC in London.

He completed his military service in Korea. When he returned to Turkey, he worked as
a tourist guide in Bodrum for a while. Then he moved to Istanbul and maintained his

life as a free translator and poet there.

In his later years, he settled in Datca and his admiration of that place is well-known. He
continued to write here. Every month his poems were published in Leman and Okiiz.

Later, Yiicel was put on trial for offending the President, Siilleyman Demirel. During his
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lifetime, Yiicel produced numerous works and translations. He wrote for such journals
as Yenilikler, Beraber, Se¢ilmis Hikayeler, Dost, Sosyal Adalet, Siir Sanati, Donem, Ant,
Imece and Papiriis between the years of 1945-1965. After that, he was acknowledged
by his essays, poems and translations published in the journals like Yeni Dergi, Birikim,
Sanat Emegi, Yazko Edebiyat and Yeni Diigiin. After 1965, he began to produce works
in political matters. He was sentenced to fifteen years of imprisonment for his
translations from Che Guevara and Mao in 1971 and he was released with the general
amnesty in 1974. Upon coming out of prison, he published his book of poems called Bir
Siyasinin Siirleri comprised of the poems that he wrote in prison. His book Rengahenk
was withdrawn from circulation with the claim of being obscene on September 12,
1980. Being famous for his unusual and colloquial use of language, he brought his first

poems together in Yazma in 1950.

Dominated by satire and social sensitivity, his poems reflect his creativity with simple
and colloquial language use. Moreover, he often applied to slang. He got inspired from
nature, people, incidents and feelings. He had a natural and realistic way of depicting.
He attached great importance to his family and for this reason he wrote some poems for
his family like ‘Kiigiik Kizim Su’ya’, ‘Giizel’e’, ‘Yeni Hasan’a Yolluk’ and ‘Hayatta
Ben En Cok Babami Sevdim’.

Moreover, Yiicel is well-known for his translations. He has a peculiar translation style.
He is frequently called as a rewriter because his translations were mostly made with free
translation strategies. While translating, he used his poetic ability. He made translations
from world-famous authors like Lorca, Shakespeare, Brecht. Among his translations the
ones from Shakespeare (Hamlet, Bahar Noktasi, Firtina) were not so faithful to the
source text but they were successful in showing off his creativity and his brilliant
mastery of language. In 1959, he published Her Boydan in which he translated poems of

famous poets with his own free translation style.

He is an acclaimed poet and translator both for his works and for his character. In his
works, he frequently emphasizes humanism. It is known that he loved sunflowers very
much; therefore, when he died on August 12, 1999, he was buried with his sunflowers

in his favorite place, Datca.
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5.2. A Brief Biography of Filiz OFLUOGLU

Filiz Ofluoglu was born in 1930 in Istanbul. She graduated from American College for
Girls and continued her education at Wharton University of Pennsylvania (MBA). She
studied for doctorate at Columbia University and worked as a lecturer at Middle East
Technical University and at Bogazi¢i University which is the renamed continuation of
Robert College's university section. She served as senior manager (advisor) at Kog
Holding. She was the member of board of Milliyet, and advisor of Sarik Tara at ENKA
Holding. She was the wife of Miicap Ofluoglu who was a famous stage and voice actor

and a film director and writer.

Ofluoglu translated a great many short stories, novels and dramas. She made
translations from prominent writers including J. Steinback, E. Hemingway, F. Scott
Fitzgerald, E. M. Forster for the publishers such as Varlik, Milliyet, Karacan, Can,
fletisim, etc. About 28 drama translations of her were staged in different theatres. She

died on January 18, 2010.


https://en.wikipedia.org/wiki/Bo%C4%9Fazi%C3%A7i_University
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CHAPTER Il - CASE STUDY: THE GREAT GATSBY

1. A COMPARATIVE ANALYSIS OF F. SCOTT FITZGERALD’S THE
GREAT GATSBY AND ITS TWO TURKISH TRANSLATIONS

In this chapter the translations of The Great Gatsby by Can Yiicel and Filiz Ofluoglu
will be analyzed comparatively in the light of Antoine Berman’s ‘Negative Analytic’
and consequently whether the foreignness of the source text is preserved in the two
translations will be highlighted.

While analyzing the target texts, Antoine Berman’s ‘Twelve Deforming Tendencies’
will be practiced upon. These tendencies are:
rationalization, clarification, expansion, ennoblement and popularization,
qualitative impoverishment, quantitative impoverishment, the destruction of
rhythms, the destruction of underlying networks of signification, the destruction of
linguistic patternings, the destruction of vernacular networks or their exoticization,

the destruction of expressions and idioms, the effacement of superimposition of
languages (2012, p. 244).

For each tendency five examples have been selected. The examples chosen will be
helpful to understand whether the foreignness and cultural features of the original
work has been preserved or to what extent these deforming tendencies have an

impact on domestication and foreignization of the target texts.
1.1.Rationalization

Rationalization is a tendency dealing with the syntactic structures of the sentences. The
order of the sentences varies from language to language. Therefore, recomposing the
sentence sequence and order or even changing the punctuation marks is inevitable
during the translation process. Turning an interrogative sentence to a direct or an
inverted one or vice versa, making generalization or omitting the unnecessary parts can
be classified under the basic determiners of rationalization. Even a slightest change can

break the fluency and damage the foreignness of the original work.
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Example 1:

Fitzgerald:

‘Daisy, that’s all over now,’ he said earnestly. ‘It doesn’t matter anymore. Just tell him

the truth — that you never loved him — and it’s all wiped out for ever.’
She looked at him blindly. “Why — how could I love him — possibly?’

‘You never loved him.’ (p. 84)

Yiicel:

“Daisy’cigim, gecti artik bunlarin hepsi,” dedi igtenlikle. “Bosuna {izme kendini. Sen

sade gergegi sOyle ona, anlat onu, hi¢ sevmedigini, bitsin, kapansin bu is.”

Daisy yiiziine donuk donuk bakti. “Soylemege ne liizum var? Nesini sevecektim ben bu

adamin?”

“Hi¢ sevmedin onu, degil mi?” (p. 147)

Ofluoglu:

“Daisy, biitiin bunlar bitti artik.” i¢tenlikle konusuyordu. “Artik hi¢ énemi yok. Simdi
sen ona ger¢egi soyle — onu hicbir zaman sevmedin — artik onunla olan her sey silindi,

bitti.”
Daisy gérmeden ona bakiyordu. “Zaten, nasil, onu nasil... sevebilirdim ki?”

“Onu hi¢ bir zaman sevmedin.” (p. 134)

This part is of vital importance in the novel. Gatsby wants Daisy to admit that she has
never loved Tom and her marriage with him has never meant anything. If he can make
Daisy admit this, his five years of waiting for her will gain meaning. This is a moment
when Daisy is under stress and vulnerable. Fitzgerald has used long dashes (-) in order
to emphasize the sentences that Daisy has difficulty in saying. Ofluoglu tries to create

the same effect as the source text by using long dashes. Ofluoglu translates ‘“Why — how
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could I love him — possibly?’ by using commas (,) and triple dots (...) as “Zaten, nasil,
onu nasil... sevebilirdim ki?”. It is clearly seen here that Daisy is in a difficult situation
and tries hard to express herself. Translator’s preference using commas and triple dots is
to show her awkward position. On the other hand, Yiicel ignores the dashes and instead
he would rather use commas (,). This preference diminishes the effect to be expected.
Moreover, he turns the sentence ‘you never loved him’ into an interrogative one. The
reason behind such a change may be Yiicel’s desire to emphasize that Gatsby wants a
clear and concrete answer. In both examples, while trying to give the same effect as the
source text, the translators have sacrificed the style of the original one, which results in

rationalization as a deforming tendency.

Example 2:

Fitzgerald:
‘She has got an indiscreet voice,” | remarked. ‘It’s full of —¢ | hesitated.
‘Her voice is full of money,’ he said suddenly.

That was it. I'd never understood before. It was full of money — that was inexhaustible
charm that rose and fell in it, the jingle of it, the cymbal’s song of it... high in a white
palace the king’s daughter, the golden girl... (end note) (p. 76)

Yiicel:

“Daisy’nin sesi de ¢cok densiz,” diye fikir yiirlittiim. “Ses degil adeta...” Duraksadim,

sonra.
“Ses degil, evet, para sikirtisi,” dedi birden.

Dogruydu dedigi. O sdyleyince dank etti kafama. Sesinde ylikselip algalan o bozulmaz
biiyii, o ¢ingilti, o zilli ezgi aslinda para sikirtisiydi... Beyaz bir sarayin kulesinde

oturmus, padisahin kizi, o altin sultan. (p. 135)

Ofluoglu:

“Daisy’nin sakinmasiz bir sesi var,” dedi. “Sesinde...” Durakladim.
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Gatsy ansizin, “Sesinde bol para var,” dedi.

Dogruydu. Daha 6nce anlayamamistim. Daisy’nin sesinde bol para vardi- sesinin inip
¢ikan, sakirdayan, kiigiik canlar ¢alan, bitmez tilkenmez c¢ekiciligi ve miizigi bundan
Otliriiydii... Beyaz bir sarayda, tepelerde oturan bir kralin altin kizinin sesiydi

bu... (p. 122)

Materialism becomes visible with this quote. Fitzgerald reveals that Daisy is so
interested in money that even her voice resembles the sound of money and also she acts
like a king’s daughter in the ‘social’ palace which she keeps thanks to Tom. In this
excerpt, Fitzgerald uses long dashes (-) two times. In the first one, he uses it as a
“blank™ because of being unable to find the correct word to explain the voice of Daisy.
In the second one, he uses it before describing money. The second dash serves as a kind
of emphasis. Yiicel ignores the dashes completely and both he and Ofluoglu prefer to
use triple dots (...) in return for the first dash (-). Although it is an intervention to
author’s using of punctuation marks, it can be accepted in a sense. In Turkish, triple
dots are used for such sentences which mean the sentence is not finished. The continuity
can be expressed only in this way. On the other hand, it is seen that Ofluoglu obeys the
second dash and preserves it in her translation. Moreover, Yiicel disregards the triple
dots at the end of the sentence and turns it to a dot (.). It gives harm to the narrative
technique of Fitzgerald. He sometimes uses elliptical sentences to increase the emphasis
as seen in this example. The punctuation is significant to show the continuity of the
sentence. With Yiicel’s translation this continuity is broken. It is observed that both
translators have made some changes in the original and such changes made during
translation process can be classified under rationalization which “deforms the original

by reversing its basic tendency.” (Berman, 2012, p. 245).

On the other hand, Yiicel’s translation can be a perfect example to domestication
strategy. He translates “high in a white palace the king’s daughter, the golden girl” as
“beyaz bir sarayin kulesinde oturmus, padisahin kizi, o altin sultan”. He uses the terms
“padisahin kiz1” and “sultan”, both of which are associated with the Turkish culture.
Using such culture specific words in a text being full of foreign names and places will
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cause the reader to be confused. Moreover, the target text will be no longer a translation
but a new work created independently from the original one.

Example 3:

Fitzgerald:

Roaring noon. In a well-fanned Forty-second Street cellar | met Gatsby for lunch.
Blinking away the brightness of the street outside, my eyes picked him out obscurely

in the ante-room, talking to another man. (p. 44)

Yiicel:

Oglen vakti, bir kiyamet, 42inci Caddede iyi yelpazelendirilmis bir bodrum
lokantasinda Gatsby ile bulusuyoruz. Sokagin aydinligimi kirpisarak gidermege calisan
gozlerim, bekleme salonunda Gatsby’yi biriyle konusurken hayal meyal seg¢iyor. (p.
80)

Ofluoglu:

Giiriiltiilii, patirtih bir 6gle vakti New York’un Kirkikinci sokaginda iyi serinletilmis
bir bodrum katinda, Gatsby ile 6gleyin bulustuk. Sokagin ak aydinligindan igeri girince
gozlerimi kirpistirirken, lokantanin giris bdoliimiinde Gatsby’yi  belli  belirsiz

secebildim; bir adamla konusuyordu. (p. 72)

The part taken from the source text consists of three sentences. Yiicel and Ofluoglu
combine the first and the second sentences as one. Moreover, both translators change
the punctuation. For example, Ofluoglu uses a semicolon (;) instead of a comma (,). She
also changes the subordinate clause ‘talking to another man’ to an independent sentence
by translating it as ‘bir adamla konusuyordu’. On the other hand, Yiicel changes the
tense of the source text from ‘the simple past tense’ to ‘the simple present continuous
tense’. In The Great Gatsby the narrator, Nick, tells the story from different
perspectives. His use of tenses gives the clues about the point of view. E. Fred Carlisle
states that Nick has three perspectives (the observer, the historian, the agent) and

“changes in tense shows that the point of view in the scene actually shifts from a
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narrator-observer who is detached and looking back on his experience to one who is
participating- a narrator-agent” (Carlisle, 1991, p. 310). Therefore, Nick tells the story
sometimes via past tenses and sometimes via present tenses. The shift in tenses suggests
a change in perspective. In this example, Yiicel has changed the tense of the sentences
from “the simple past tense” to “the simple present continuous tense”, which ultimately
deform the original work. On the other hand, Fitzgerald uses a full stop (.) after the
phrase “roaring noon”, which both translators prefer to combine it with the following
sentence with a comma. The emphasis on the “noon” created with the adjective
“roaring” may refer to the “roaring twenties” which Fitzgerald portrays in The Great
Gatsby. As observed in this example, changing even a punctuation mark may change
the emphasis of the sentence. All the alterations in the translations are the deforming
tendencies which damage the foreignness of the source text. Therefore, it can be said

that rationalization is exercised by Yiicel and Ofluoglu in this example.

Example 4:

Fitzgerald:

‘I spoke to her,” he muttered, after a long silence. ‘I told her she might fool me but she
couldn’t fool God. I took her to the window’ — with an effort he got up and walked to
the rear window and leaned with his face pressed against it — ‘and I said, “God knows
what you’ve been doing, everything you’ve been doing. You may fool me, but you

can’t fool God!”’

Standing behind him, Michaelis saw with a shock that he was looking at the eyes of
Doctor T. J. Eckleburg, which had just emerged, pale and enormous, from the

dissolving night.

‘God sees everything,” repeated Wilson. (p. 102)

Yiicel:

“Soyledim ona,” diye mirildand1 uzun bir sessizlikten sonra. “Soyledim ona, beni
aldatirsin ama, Tanr1’y1 aldatamazsin, dedim. Pencerenin yanina ¢ektim onu.” Zorbela
ayaga kalkti, arka pencerenin yanma gitti, egildi one, yiiziinii cama dayadi. “Tanri

biliyor,” dedim, “senin ne isler becerdigini, herseyi biliyor Tanr1. Beni aldatirsin ama,
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Tanr1’y1 aldatamazsin! dedim.”

Gerisinde duran Michaelis, bir de ne gorsiin, Wilson, Doktor T. J. Eckleburg’un
dagilan karanligin i¢inden yeni beliren o kocaman soluk gozlerine dikmemis mi

gozlerini.

“Tanr1 goriiyor her seyi,” diye tisteledi Wilson. (p. 177)

Ofluoglu:

Uzun bir sessizlikten sonra, Wilson, “Konustum onunla,” dedi. “Beni aldatabilecegini,
ama Tanr1’y1 aldatamayacagin1 sdyledim ona. Pencereye cektim onu.” Bir cabayla
yerinden kalkti, arka pencereye gitti, yiiziinii cama dayadi, “Ve ‘Tanri bilir ne
yaptigini’ dedim. ‘Yaptiklarinin tiimiinii bilir. Beni aldatabilirsin, ama Tanriy1

aldatamazsin!’

Michaelis, Wilson’un arkasinda duruyordu, onun biraz 6nce gecenin karanligindan
kurtulup belirginlesen Doktor T. J. Eckleburg’un agik renk, iri gozlerine bakmakta

oldugunu birden fark etti.

Wilson tekrarladi, “Tanr1 her seyi goriir.” (p. 160)

Shortly after Mr. Wilson has found out that her wife, Myrtle, cheats on him, she has
been killed in a car accident. Following this tragic loss, he thinks that God sees
everything she does and she has paid a heavy price for her sins. During the novel, the
symbol of Doctor T. J. Eckleburg is quite explicit. Actually it is a billboard
advertisement of Doctor T. J. Eckleburg whose eyes are blue and gigantic and seems to
see everything. In this excerpt, Mr. Wilson states that his wife’s wrongdoings cannot
escape from the eyes of God. It is striking that the eyes of Eckleburg is accepted as the
eyes of God by Mr. Wilson. God seems to have abandoned America and leaves the eyes
of Eckleburg behind to watch over the people. According to J.S. Westbrook, through
Eckleburg, “we get a synthesis of the whole constellation of ironies inherent in the
theme of novel” (p. 268). So, the eyes may ironically symbolize the loss of spiritual

values in America because it is known that people became more materialistic during the
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1920s. Daniel Schneider’s view on this issue is quite striking: “Fitzgerald wants us to
view T. J. Eckleburg as a symbol of the corruption of spirit in the Waste Land- as if
even God has been violated by materialism and hucksterism- reduced to an

advertisement” (p. 147).

In terms of the analysis in accordance with the categorization suggested by Berman, it is
observed that rationalization occurs in both translations as a deforming tendency
because both translators have done some changes in the original work. Ofluoglu breaks
the sentence sequence of the first and the last sentences by simply turning them upside
down. She also changes a subordinate clause “standing behind him” into an independent
clause through her translation as “Michaelis, Wilson’un arkasinda duruyordu”.
Actually, Fitzgerald used the abbreviation intentionally because through abbreviation
and information given between dashes, he meant to increase the emphasis on the
sentence “God knows/sees everything”. This is the main message, and in order to
strengthen this message, and in order to reflect the ghostlike behavior of Mr. Wilson, he
made details softer and less apparent. By dividing the sentences and using repetitions
like “soyledim, dedim” frequently, Yiicel damages such soft movement of details and
breaks the fluency. Both of the translators do not obey the punctuations of the source
text. They both omit the dashes (-) which annihilates the difference between the
sentences and this causes the additional information between the dashes (-) to be like a

main sentence.

Example 5:

Fitzgerald:

She asked me if I was going to the Red Cross and make bandages. | was. Well,
then, would I tell them that she couldn’t come that day? (p. 48)

Yiicel:

Kizilhag’a sargi diirmege gidip gitmeyecegimi sordu. Oraya gidiyordum zaten.

“QOyleyse soyleyiver, bugiin gelemeyecegim ben,” dedi. (p. 86)

Ofluoglu:
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“Kizilha¢’a gidip yara mu saracaksin?” diye sordu. “Evet.” Oyleyse, bugiin onun

gelemeyecegini sdyler miydim? (p. 78)

In the excerpt above, there is an indirect question made with “if”. Ofluoglu changes it as
a direct one by using quotation marks. On the other hand, Yiicel turns the second
sentence being a question sentence into a declarative one, and changes the subject from
third person singular to first person singular. Ofluoglu is, on the contrary, seen to
conform to the structure of the second sentence. Moreover, Yiicel completely destroys
the polite request making with “would” by translating it as “Oyleyse sOyleyiver”. He
changes the structure and meaning of the sentence. The courtesy expected from a lady
like Daisy is vanished through translation. Even a simplest alteration can destroy the
source text. In The Great Gatsby, Fitzgerald blends dialogues with narration and he uses
the dialogue parts to give the clues about the characters. Direct speeches play a crucial
role in revealing the characters’ inner selves. Their temperaments and moods can be
identified through the words/sentences they utter. Moreover, irony is conveyed through
direct speeches. Fitzgerald uses dialogues on purpose; therefore, changing a direct
speech to an indirect one or vice versa damages the style of the author. In this example,
since both translators have somehow changed the original work, rationalization is

confronted as a deforming tendency.
1.2.Clarification

Clarification means revealing the hidden meaning in a translation. It makes the text
clearer by shedding light into what the author has tried to conceal. According to Berman
“every translation comprises some degree of explicitation” (2012, p.245). Ambiguities
are eliminated through explanation, turning a polysemic sentence into a monosemic one
and paraphrasing. Footnotes, endnotes, prefaces, epilogues or explanatory information
in brackets, etc. are all indicators of clarification. The following examples chosen will

illustrate how clarification is exercised through translation:
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Example 1:

Fitzgerald:

It was lonely for a day or so until one morning some man, more than recently arrived

than I, stopped me on the road.

‘How do you get to West Egg village?’ he asked helplessly. (p. 4)

Yiicel:

Ik bir kag giin epiy yalmzlik ¢ektim; allahtan bir sabah, bir adam ¢ikt1 karsima,

benden daha acemisi olacak oralarin; yolunu kaybetmis, belli:

“West Egg koyiine nasil gidilir?” diye sordu. (p. 12)

Ofluoglu:

Birkag giin yalnizlik ¢ektim, derken benden sonra oralara gelmis bir adam yolda beni

durdurdu ve caresizlik i¢inde sordu:

“West Egg kdyiine nasil gidilir?” (p. 9)

In this example it is clearly seen that Ofluoglu has followed a source-oriented approach.
She has only changed the order of the sentence, which leads to the deficiency
rationalization. However, Yiicel has made an addition to the text. He has omitted the
adverb ‘helplessly’ and by making an inference from man’s recently arrival and asking
helplessly, he has added the sentence ‘yolunu kaybetmis, belli’. The author’s
implication of man’s being lost has been revealed in Yiicel’s translation. If the author
prefers to say something directly, he says it directly. Every sentence has a meaning
within context and the way the author expressing himself/herself defines his/her style.
The author writes down what he wants to say implicitly or explicitly depending on
his/her writing style. Any intervention with his/her writing results in deformation in the
original style. That is to say, Yiicel’s choice to make the sentence more explicit can be

categorized under the deforming tendency clarification which eventually deforms the
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original work. Moreover, he adds the expression “allahtan” which is an indication of

domestication deforming the foreignness of the source text in the same way.

Example 2:

Fitzgerald:

‘I didn’t know how to reach you.” (p. 106)

Yiicel:

“Adresinizi bilmiyorduk ki haber verelim size.” (p.186)

Ofluoglu:

“Sizi nasil bulacagimi bilemiyordum.” (p. 168)

The abovementioned sentence is from a dialogue between Tom and Gatsby’s father, Mr.
Gatz. He comes to Gatsby’s mansion right after being informed about his son’s death
from the newspaper. Tom explains here that he would inform him if he had an address.
Instead of translating ‘to reach’ as it is, Yiicel clarifies and makes it specific by
expressing it as ‘adres’. In other words, he makes some kind of ‘semantic translation’.
Through Yiicel’s translation, the ambiguity about how he could be reached has been
avoided. On the other side, Ofluoglu makes a source-oriented translation and does not
make the sentence clearer. All in all, Yiicel’s interference with the source text to make it

clearer damages the original causing clarification to be exercised in this example.

Example 3:

Fitzgerald:

‘Look at this,” said Gatsby quickly. ‘Here’s a lot of clippings — about you.” (p. 60)

Yiicel:

“Gel sunlara bak,” dedi, Gatsby acele. “Siiriiyle kopiir var burda, senin igin

gazetelerde ¢ikan haberler hep.” (p. 106)
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Ofluoglu:

Gatsby hemen, “Bir de bunlara bak,” dedi. “Bir y18in gazete kupiirii — sana dair.”

(p. 97)

In this excerpt, Gatsby tells Daisy that he has collected all the news from the
newspapers for years. He shows the clippings to her as an indication of his lifetime love.
Ofluoglu translates this sentence as it is although Yiicel makes it clear by mentioning
that clippings are all about her. Yiicel has translated ‘about you’ as ‘senin icin
gazetelerde cikan haberler hep’ and deducing from this, it can be said that there is
both clarification and expansion because the target sentence is both longer and clearer
than the original one. Throughout the novel, there are long descriptions and background
information while short dialogues beginning abruptly. This is peculiar to Fitzgerald and

by clarifying and expanding the sentences; Yiicel deforms the source text.

Example 4:

Fitzgerald:

The incident and the name had remained together in my mind. (p. 38)

Yiicel:

Bu olayla Jordan Baker adi kafama birlikte naksoldu. (p. 68)

Ofluoglu:

Bu olayla bu ad aklima birlikte yerlesmisti. (p. 62)

Clarification is making the things explicit which have not been so at the first place.
Here the author mentions about a flaw in Jordan Baker’s character. After giving long a
paragraph of information about Jordan Baker and her cheating in the tournament, he
says Nick will never forget the name. As the whole paragraph is about Jordan Baker,

Fitzgerald does not feel the need to quote the name again. Yiicel makes the name
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explicit by saying “Jordan Baker” while Ofluoglu translates it as ‘bu ad’. It is obvious
that Yiucel would rather tell what is untold, which is an indication of clarification as a

deforming tendency.

Example 5:

Fitzgerald:

While the rain continued it had seemed like the murmur of their voices, rising and

swelling a little now and then with gusts of emotion. (p. 57)

Yiicel:

Yagmur yagdig: siirece, Daisy ile Gatsby’nin heyecan sagnaklariyla arada bir hafifce
yiikselip kabaran seslerini dinler gibi oluyordum. (p. 101)

Ofluoglu:

Yagis siiresince, yagmurun sesi, onlarin heyecan sagnaklari i¢inde, kimi zaman

yiikselen, kimi zaman algalan seslerini andiriyordu. (p. 92)

In this part, the author resembles the sound of the rain to the murmur of the voices of
Gatsby and Daisy but he does not mention the names, instead, he uses the pronoun
‘their’. While Ofluoglu translates it as ‘onlarin sesleri’ which is a faithful translation,
Yiicel specifies the names as ‘Daisy ile Gatsby’. In other words, he has clarified whose
voices these are. The ambiguity is lost and sacrificing ambiguity for the sake of a more
understandable translation, Yiicel has failed to reflect the style of Fitzgerald who
practices intimations frequently in his work and accordingly clarification is detected as

a deforming tendency in his translation.
1.3.Expansion

The deficiencies ‘rationalization and clarification’ are examined in detail above. As a
consequence of these deficiencies the translations may be longer than the original. For
instance, in order to make a sentence clearer, you need to explain it and accordingly you

need to use more words. It automatically expands the translation.
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When the translations of The Great Gatsby are examined, it is observed that the
translations by Can Yiicel and Filiz Ofluoglu are longer than the original. This may
stem from the different language structures and vocabulary capacities between Turkish
and English. As a consequence, both translators tend to use more words while

translating and it will be clearly indicated through examples below.

Example 1:

Fitzgerald:
‘Imagine marrying anybody in this heat!” cried Jordan dismally.

‘Still — I was married in the middle of the June,” Daisy remembered, ‘Louisville in

June! Somebody fainted. Who was it fainted, Tom?’ (p. 81)

Yiicel:
“Bu havada evlenmek mi, Allah etmesin!” dedi Jordan, ezgin bezgin.

“Oyle ama iste, ben de Haziran ortasinda evlenmistim” diye Daisy hatirlatti. “Sen
Louisville’de Haziran sicagini diisiin! Davetlilerden biri bayildiydi. Sahi kimdi, Tom,
o bayilan?” (p. 143)

Ofluoglu:
Jordan iizgiin bir sesle, “Diisiiniin bu sicakta evlenmeyi!” dedi.

Daisy, “Dogru ya — ben de haziran ortasinda evlenmistim,” diye animsadi. “Haziran

ayinda Louisville. Biri bayilmisti. Kimdi bayilan, Tom?” (p. 129)

Evidently, Yiicel follows a target-oriented approach. ‘Allah etmesin’ is both an addition
and an indication of domestication here. Moreover, Yiicel reflects the muggy weather
by saying ‘ezgin bezgin’ while Ofluoglu choose to say ‘lizglin bir sekilde’ which is
unable to reflect the depressing heat. Apart from that, Ofluoglu carries out a faithful
translation and does not make any additions while Yiicel adds ‘diisiin’, ‘davetlilerden

biri’, ‘sahi’ to his translation which make it longer. On the other hand, as a peculiarity
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of Fitzgerald’s writing style, he often applies to elliptical sentences as observed in this
example: “Louisville in June!”. There is neither subject nor verb in this sentence. This
elliptical sentence is effective to transfer the feeling of exhaustion due to the heat to the
reader better. Moreover, Fitzgerald frequently prefers to use short sentences in
dialogues which make the source text seem more natural and fluent. Therefore, Yiicel
breaks the original style and foreignness of the source text through his additions and this

paves the way for expansion as a deforming tendency.

Example 2:

Fitzgerald:

‘Oh — you’re Jordan Baker.’ (p. 14)

Yiicel:

“Simdi hatirladim!” dedim. “Siz Jordan Baker’siniz.” (p. 27)

Ofluoglu:

“Ya, demek siz Jordan Baker’siniz.” (p. 24)

When the examples are examined, the exclamation ‘Oh’ draws attention. While
Ofluoglu prefers to use a Turkish exclamation ‘ya’, Yiicel, translating it as ‘Simdi
hatirladim!”, gives the sub-meaning instead of using an exclamation and this causes his
translation to be longer. Fitzgerald adopts a naturalistic approach throughout The Great
Gatsby. He often applies colloquial language in dialogues and the sentences begin with
exclamations or with a conjunction like “and, but, for”, etc. Yiicel’s ignorance about the
exclamation and adding a sentence in return for it breaks the fluency and gives harm to

the original style and this can be categorized as expansion in this example.

Example 3:

Fitzgerald:

‘Now you’re started on the subject,” she answered with a van smile. ‘“Well, he told me
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once he was an Oxford man.’ (p. 32)

Yiicel:

“Bir de sen c¢iktin basimiza merakli,” diye belli belirsiz bir giilimsemeyle karsilik
verdi. “Oldu olacak, bildigim kadarmmi anlatayim. Oxford’da okumus oldugunu

sOylemisti bana bir keresinde.” (p. 58)

Ofluoglu:

Hafif bir giilisle cevap Verdi, “Eh, konuyu sen agtin. Bir kez bana Oxford mezunu
oldugunu séylemisti.” (p. 53)

Throughout the novel, the italic words are frequently encountered. Both translators have
not specified their places in the sentence and not used italics in their translations. In the
novel, there are some speculations about Gatsby and nobody knows the truth. People
always talk about him secretly even at his parties. Yiicel adds his comment and says
“Bir de sen ¢iktin bagimiza merakli”. This is only a comment of Yiicel stemming
probably from the italic you. As Yiicel has a peculiar translation strategy, he makes
several additions during the text. “Oldu olacak, bildigim kadarini anlatayim.” is another
addition. It is obvious that he translates as if he rewrites the text and applies frequently
to colloquial language. On the other hand, Ofluoglu follows a source-oriented approach
and does not make any comment. It is apparent that by adding extra information, Yiicel
makes the text longer than the original, which causes his translation takes place within
the scope of expansion.

Example 4:

Fitzgerald:

It excited him, too, that many men had already loved Daisy — it increased her value in
his eyes. (p.94)

Yiicel:
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Daisy’ye bir alay erkegin abayr yakmis olusu da biisbiitiin kanin1 kizistirtyor, kizi

goziinde daha da yiikseltiyordu. (p.165)

Ofluoglu:

Daha 6nce Daisy’ye nice erkeklerin asik oldugunu, onunla sevistiklerini diisiinmek

onu heyecanlandiriyor, goziinde degerini yiikseltiyordu. (p. 149)

This example can be evaluated in both ways. Yiicel changes the sequence of the
sentences and combines them. In this respect, his translation can be categorized under
the deforming tendency rationalization. Moreover, he translates the verb “love” as
“abay1 yakmak”, an expression peculiar to Turkish, which is an indication of
domestication. On the other hand, Ofluoglu relatively respects to the source text. She
adds the sentence ‘onunla sevistiklerini diisiinmek’ in order to strengthen the meaning
of ‘love’. This addition causes the translation to get longer than the original, which
indicates expansion as a deforming tendency in her translation. This intervention also
gives harm to author’s style because Fitzgerald prefers to use longer descriptions while
using shorter dialogues. Characters speak brief and to the point. Therefore, adding extra

information deform the original work.

Example 5:

Fitzgerald:

She didn’t see why he couldn’t come. (p. 96)

Yiicel:

Herkes geliyor da geri, o niye donmiiyordu anlayamiyordu bir tiirlii. (p. 167)

Ofluoglu:

Neden donmedigini anlayamiyordu. (p. 152)
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In the novel, Gatsby joined the army and so he had to leave Daisy behind. Although
many of the soldiers returned to their homes after the war, Gatsby was sent to Oxford
instead. Daisy couldn’t understand why he didn’t return. It is observed that Ofluoglu
makes a faithful translation. On the other hand, Yiicel makes an addition to the
abovementioned sentence. ‘Herkes geliyor da geri’ can only be an inference made
from this sentence so it is an addition which makes the original sentence longer. The
source sentence is quite loud and clear. The action is only returning from somewhere.
So, turning a simple sentence to a less simple one with extra information falls under the

category of expansion, which damages the plainness of the original work.
1.4.Ennoblement and Popularization

Ennoblement means making the text more poetic. A text can be ennobled through
correcting misused expressions and choosing elegant words. At this point rewriting
comes into question. The source text can be rewritten in a more elevated style through
figures of speech and using impressive and sonorous words. When the translations have
been examined thoroughly, it is seen that Ofluoglu has followed a source-oriented
strategy and added nothing and changed almost nothing while translating. On the other
hand, Can Yiicel has a distinctive writing/translating style. As he is a poet/translator, he
reflects this quality of him to his translations and therefore it is possible to encounter
ennoblement throughout his translation. Moreover, as a result of the examination of The
Great Gatsby, it has come to light that there are numerous examples of popularization.
Although The Great Gatshy is a literary work, through Yiicel’s translation, it cannot be
said a translation but a new work in itself because he rewritten most of the sentences.
The most remarkable feature of his style is his using spoken language frequently. He
often replaces formal expressions with informal ones. While this makes the text more
readable, it damages the style and foreignness of the original work. His applying to
popularization so frequently makes his translation more domesticated. The examples

below will help to clarify the subject better:
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Example 1:

Fitzgerald:

‘If somebody’ll come here and sit with him,” he snapped authoritatively. He
watched while the two men standing closest glanced at each other and went
unwillingly into the room. Then Tom shut the door on them and came down the single
step, his eyes avoiding the table. As he passed close to me he whispered: ‘Let’s get
out.” (p. 90)

Yiicel:

“Yok mu yahu kimse, gelsin de su adamin yaninda dursun,” diye de bir emir
savurdu. Ta onde duran iki kisi ismarlasip isteksizce odaya girerken Tom da
arkalarindan bakti. Kapatti kapiy: lizerlerine, masadan gozlerini kagirarak atladi esigi.

Yanimdan gegerken, “Hadi kiralim burdan,” dedi. (p. 158)

Ofluoglu:

Emir verircesine, “Biri gelip icerde onunla otursun,” dedi. En yakinda duran iki
adam bakistilar ve sonra istemeyerek igeri girdiler. Tom, kapiy1 istlerine kapadi.
Esikten indi. G6zlerini masadan kagirtyordu. Yanimdan gecerken, “Buradan ¢ikalim,”

diye fisildad1. (p. 143)

After losing his wife, Mrtyle, in a car accident, Mr. Wilson goes into depression and
begins to behave oddly. Therefore, people around him do not leave him alone. Tom
decides to get out after learning about the details of the accident. The sentence ‘If
somebody’ll come here and sit with him’ has been translated into Turkish by Ydicel as
“Yok mu yahu kimse, gelsin de su adamin yaninda dursun’ and by Ofluoglu as ‘Biri
gelip icerde onunla otursun’. While Ofluoglu abides by the original text, Yiicel’s use of
the word ‘yahu’ and ‘su adam’ are indications of spoken language. He has also used
‘emir savurmak’ in return for ‘to snap authoritatively’ and ‘ismarlagmak’ for ‘to
glance’, both of which are colloquial expressions in Turkish language. Moreover, Yiicel

has translated the sentence ‘Let’s get out’ as ‘Hadi kiralim burdan’ which is a slang
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expression. This is not the speech expected from an educated man like Tom. The accent
and the language use are the distinctive features which give clues about the characters in
the novel. Yiicel uses colloquial language or even slang for all the characters through
which the distinction between the characters is vanished. These all support the idea that
Yiicel favors spoken language which exemplifies the deforming tendency
popularization. Moreover, “ta”, “yahu” and “hadi kiralim burdan” are also indications

of domestication in Yiicel’s translation.

Example 2:

Fitzgerald:

We went in. To my overwhelming surprise the living-room was deserted.

For half a minute there wasn’t a sound. Then from the living-room | heard a sort of
choking murmur and part of laugh, followed by Daisy’s voice on a clear artificial note:

‘I certainly am awfully glad to see you again.’ (p. 55)

Yiicel:

Girdik igeri. A, bir de ne bakayim, odada kimseler yok.

Bir yarim dakka kadar ses olmadi hi¢. Derken oturma odasindan boguk bir miriltiyla

kesik bir giilme geldi, ardindan yapmacikh secik bir tonla Daisy’nin sesi:

“Seni gordiigiime ne sevindim, ne sevindim bilsen.” (p. 98)

Ofluoglu:

Iceri girdik. Oturma odasinin bos oldugunu hayretle gordiim.

Yarim dakika hig¢ ses ¢ikmadi. Sonra, oturma odasinda bir ¢esit boguntu ve miriltiyla

bir kahkahanin bir par¢acigini duydum, ardindan Daisy’nin berrak ama yapmacik sesi




54

geldi:

“Gergekten de seni tekrar gordiigiime sevindim.” (p. 88-89)

In this quoted passage, it can be easily realized that Yiicel uses colloquial language. He
writes as if he were talking. His word choice like ‘dakka’ instead of ‘dakika’ and
‘yapmacikli segik’ in return for ‘artificial’ is also remarkable. Making an inference from
his last sentence, “Seni gordiigiime ne sevindim, ne sevindim bilsen”, he has tried to
give the sense of ‘artificiality’. Although there is no example to slang or colloquial
language use in this example, Yiicel changes the sentences and adapts them into his own
style and this simplifies a literary work. Because Fitzgerald uses figurative language
throughout the novel and he only writes in colloquial language or slang when he wants
to reveal the personality traits of the characters. As for Ofluoglu, she has only used
‘boguntu’ which can be said to be slang. Apart from this, she shows a perfect example
to a source-oriented translation. Hence, Yiicel’s translation exemplifies popularization

as a deforming tendency.

Example 3:

Fitzgerald:

‘Oh hello, old sport,” he said, as if he hadn’t seen me for years. | thought for a

moment he was going to shake hands. (p. 57)

Yiicel:

“Aaa, sen misin, mirim,” dedi, yillardir ilk defa karsilasiyorduk sanki. A, baktim,

nerdeyse tokalasacak. (p. 102)

Ofluoglu:

Sanki beni yillardir gérmemis gibi, “A, merhaba, dostum,” dedi. Bir an el sikisacagiz

sandim. (p. 92)
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This is another example of popularization. The original has been altered by a colloquial
one by Can Yiicel. ‘A, baktim, nerdeyse tokalasacak’ is an indication of spoken
language. He also disregards “oh hello” and he uses “aaa, sen misin” in return for it.
Yiicel is known for using colloquial and even slang usages in his translations but such
usages deform the source text. Since it is known that Gatsby tries to be accepted by the
high-class society and he tries to appear like a wealthy and an educated man being a
truly gentleman. Therefore, during the novel he uses perfect English. On the other hand,
the narrator, Nick, is an educated man and so he is expected to use English perfectly, as
well. Yiicel is unable to reflect the characters properly with his colloquial language
usages. Hovewer, Ofluoglu has only changed the order of the sentences which is an
example for rationalization. Regarding popularization, she has done nothing to make

the text ‘popular’.

Example 4:

Fitzgerald:

Our eyes lifted over the rose-beds and the hot lawn and the weedy refuse of the dog-

days along-shore. (p. 75)

Yiicel:

Gozlerimiz giil yastiklari, kaynayan ¢imenlik ve eyyamm bahurun kiyr boyunca

yosunlagmis ¢opler iistiinden ast1. (p. 133)

Ofluoglu:

Gozlerimiz, giil fideliklerinde, sicak ¢cimenlikte, kiy1 boyunca uzanan otlu, ¢oplii yolda

gezindi. (p. 120)

Although there are numerous instances of popularization in Can Yiicel’s translation,
there are a quite number of excerpts being examples to ennoblement because of his
poetic writing style. In this excerpt, one may notice that he has used figures of speech
when he has likened ‘rose-beds’ to ‘giil yastiklar1’. Moreover, he uses the expression

‘eyyam bahur’ which means ‘yilin en sicak giinleri’ in Turkish which is an equivalent
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for ‘dog days’ meaning “the hottest days of the year” in English (Macmillan, p. 409).
However, Ofluoglu has omitted the expression ‘dog days’ and translated rose-beds as
‘giil fidelikleri’. Ofluoglu’s translation apart from her omission the expression is close
to source-oriented translation approach and such a comparison between her and Yiicel
comes to a conclusion that Yiicel has exercised ennoblement in his translation.
Fitzgerald uses figurative language frequently; however, in this example “dog days” is
not a literary usage. There is a thythm here achieved through the use of “0” vowel: Our
eyes lifted over the rose-beds and the hot lawn and the weedy refuse of the dog-days
along-shore. Also, the compound words “rose-beds”, “dog-days” and “along-shore”
seems to stand apart but constitutes a whole. It is observed that Fitzgerald prefers to use
simple words effectively but through ennoblement, Yiicel breaks the simplicity of the
original. Moreover, by mentioning “eyyami bahur” he shows that he follows the

domestication strategy in his translation.

Example 5:

Fitzgerald:

But it was all going by too fast now for his blurred eyes and he knew that he had lost

that part of it, the freshest and the best, forever. (p. 97)

Yiicel:

Ama Oyle hizlanmist1 ki tiren ve gozleri dyle buguluydu Kki; o zaman anlad: iste, o

sevdanin canevini, en taze, en giizel yanini 6miirliik yitirdigini. (p. 170)

Ofluoglu:

Ama artik hersey cilgin bir hizla yanlarindan gecip gidiyordu. Gézleri bulanmisti,
goremiyordu ve artik o yasantinin en gilizel pargasini, en tazesini, en iyisini, Sonsuza

dek yitirdigini biliyordu. (p. 154)

Gatsby tells Nick about his past days and their love with Daisy on the day of his death.
After returning from war, Gatsby finds out that Daisy has married another man.

Hopeless, mirthless and penniless Gatsby takes a journey on the last of his army pay to
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Louisville where he has met Daisy for the first time. He strolls around the streets where
he has courted Daisy and fallen in love with her. While returning by train, he knows that
he has lost his hope, his good old times and his love forever. On such a melancholic
scene, such thoughts pass through his mind. Yicel has reflected excellently such a
depressive state of mind by virtue of his poetic use of language. He has clarified that
Gatsby is in a train by stating ‘tiren’ and it goes too fast. ‘Blurred’ means “difficult to
see clearly or causing difficulty in seeing something clearly” (Macmillan, p. 141). Yiicel
has used the word ‘bugulu’ metaphorically referring to his tearful eyes. Moreover,
‘sevdanin canevi’ and ‘6mirliikk yitirmek’ are poetic and emotional expressions. When
the translations are compared, it is seen that Ofluoglu has preferred to use a plain
language. This proves that ennoblement is exercised in this example by Yiicel.
Fitzgerald makes a highly emotional description through common words. He has the
ability to achieve a striking effect with less and simpler words. Yiicel deforms the style

of Fitzgerald through his poetic and elevated language use in this example.
1.5.Qualitative Impoverishment

Qualitative impoverishment means interchanging a word, a phrase or an expression with
a defective equivalent. Here ‘defective’ signifies that a word may lose its iconic or
sonorous richness after being translated to another language. Some words cannot be
separated from their meaning and sound. Therefore, translating such words to another
language being completely distinctive in both form and structure often causes
difficulties. In this case, creating the same effect in Turkish is troublesome. Both
translators have practiced some strategies to overcome the difficulty but in general
transferring a word from English to Turkish with its special features has caused troubles
to translators and they have sometimes been unable to transfer it properly. The examples
below will highlight the subject better:

Example 1:

Fitzgerald:

He took out a pile of shirts and began throwing them, one by one, before us, shirts of

sheer linen and thick silk and fine flannel, which lost their folds as they fell and
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covered the table in many-colored disarray. While we admired he brought more and the
soft rich heap mounted higher- shirts with stripes and scrolls and plaids in coral and

apple green and lavender and faint orange, with monograms of Indian blue. (p. 59)

Yiicel:

Cekti, bir kucak gémlek ¢ikardi, birer birer 6niimiize firlatmaga basladi; saf ketenden,
agir ipekten, cins faniladan gomlekler, diistiikce katlar1 bozularak, masanin tizerinde
rengarenk bir karmasi halinde tinazlanmaga basladi. Biz hayranlikla ayilip bayilirken
dahasini getirdi, o yumusak pariltili yigin yiikseldikce yiikseldi, mercan kirmizisi, ¢cagla

yesili, mor, kavunigi {izerine ¢ini mavi markali, ¢izgili, tahrilli gomlekler... (p. 105)

Ofluoglu:

Bir deste gomlek aldi, birer birer onlimiize atmaya bagladi; ince ketenden, kalin
ipekten, incecik tiiylii kumaslardan gomlekler, masanin iistiine diiserken agiliyor,
karmakarigik bir yiginla kiimeleniyordu. Biz gomleklere hayran hayran bakarken, o
bagkalarmi c¢ikariyor, bu yumusacik gosterisli y1gin gitgide yiikseliyordu — cizgili
gomlekler, farbelali gomlekler, plili gomlekler, turuncu, elma yesili, eflatun, sari

gomlekler, koyu mavi marka isli gémlekler... (p. 95)

There are a number of sensory descriptions which contribute to the iconic nature of The
Great Gatsby. This example is one of them. Linen, silk and flannel are different kinds
of fabric. Fitzgerald has enabled a rhythm by adding appropriate adjectives in front of
the words: sheer linen, thick silk and fine flannel. Their pronunciations are like that
sheer /'fir/ linen /'linon/, thick /'01k/ silk /'s1lk/ and fine /'fam/ flanel /' flaenal/. Actually
Fitzgerald wants to make the text be more realistic through such vivid descriptions and
striking word choice. Yiicel has chosen to say saf keten, agir ipek, cins fanila while
Ofluoglu has preferred to say ince keten, kalin ipek, incecik tiiylii kumas, all of which
are unable to create the same phonetic effect. The translations have failed to transmit the
phonic features of the original. In conclusion, in both translations qualitative

impoverishment appears as a deforming tendency.
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Example 2:

Fitzgerald:

Her face, above a spotted dress of dark blue crepe-de-chine, contained no facet or
gleam of beauty, but there was an immediately perceptible vitality about her as if the

nerves of her body were continually smouldering. (p. 18)

Yiicel:

Koyu mavi noktali kirep doé sin entarisinin yukarsinda beliren yiiziiniin ne bir
giizelligi, ne bir ¢ekiciligi vardi, ama sinirleri durmadan i¢in i¢in yaniyormuscasina,

insana hemencecik ¢arpan bir canlilikla donanmist1 dort bir yani. (p. 34)

Ofluoglu:

Koyu mavi benekli ipek elbise giymisti. Yiiziinde giizellikten ne bir iz ne de bir pirilti
vardi, ama i¢inde sinirleri alev alev yaniyormus gibi elle tutulur bir canlilik derhal

seziliyordu. (p. 30)

This is a description of Tom’s lover, Myrtle Wilson. She has a dream of becoming a
woman of upper class and she acts as if she were already among those rich people. In
this excerpt she wears “a dress of crepe de chine”. During the 1920s, lavish evening
dresses “became an obvious symbol of the wearer’s wealth and social standing” and
such dresses were made of “luxurious fabrics such as velvet, satin, crepe de chine, or
silver and gold lamé” (Drowne and Huber, p. 101). Although she does not come from a
wealthy family, she wears dresses made of expensive fabrics like crepe de chine. It is an
indication of the importance of status and class throughout the society in those times
and Fitzgerald emphasizes every detail regarding the Jazz Age in the novel. Therefore,
the author’s motives should be given properly in the translated texts in order not to lose

the underlying meaning of the source text.

To this end, the meaning of the term should be highlighted. “Crepe de Chine, also
spelled Crépe De Chine, (French: “crepe of China”), is a light and fine plain-woven

dress fabric produced either with all-silk warp and weft or else with a silk warp and
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hard-spun worsted weft” according to Britannica (www.britannica.com). In Turkish it is

known as ‘krepddsin’ just as Yiicel translated. However, Ofluoglu has translated it as
‘ipek elbise’. Crepe-de-chine is a fabric made of silk or similar material. Silk is its
material, not its name. The gaudiness of the period is reflected in the novel through
elements indicating luxury. Therefore, wealth and vanity should be conveyed as themes
In translations. In this example ‘crepe de chine’ is an indicator of wealth and it should
be emphasized. What Ofluoglu has done brought with itself a qualitative deficiency

because both the meaning and the sound are lost here and this deforms the source text.

Example 3:

Fitzgerald:

However, that was my fault, for he was one of those who used to sneer most bitterly at
Gatsby on the courage of Gatsby’s liquor, and | should have known better than to call
him. (p. 108)

Yiicel:

Kabahat bendeydi asil, o beyfendi Gatsby’nin igkisiyle yiireklenip arkasindan

demedigini birakmayanlardan biriydi, ne diye ararsin onu, degil mi? (p. 188)

Ofluoglu:

Bu da benim yamilgimdi, c¢iinkii Gatsby’nin igkisiyle cesaret bulup, onu en c¢ok

yerenlerden biriydi. Akil edip onu aramamam gerekirdi. (p. 170)

Fitzgerald portrays American life during the Jazz Age in The Great Gatsby. It was the
time when the alcohol flowed like water at homes across the country and it was a
growing problem before Prohibition came into law, which means the production,
distribution, and sale of alcohol in the United States was not allowed (Drowne and
Huber, p. 13). According to Douglas Taylor, “No other novel of the period, with the
exception of The Sun Also Rises, can be said to have succeeded so perfectly in
transforming the mind and manners of its time into something artistically worthy of the

intense moral and social conditions which produce them” (1991, p. 209). Indeed,
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throughout the novel, alcoholic beverages are commonly encountered. Fitzgerald’s
frequent mentioning about the liquors is an emphasis on alcohol dependence during the
1920s. In the novel, Gatsby is famous for his unbelievably luxurious house-parties
where lots of people attend regardless of being invited and have a feast and drink
without limits. The ambiance, the gleaming house, the jazz band are all enchanting. In
such a pompous atmosphere, people have alcoholic beverages and get drunk. As almost
nobody knows about the host, Gatsby, they talk about him. This excerpt is about one of
those people attending to Gatsby’s parties, drink his liquor and tattle about him.
‘Liquor’ means ‘alcoholic drinks’ according to Macmillan English Dictionary (p. 833).
Both Yiicel and Ofluoglu have translated it as ‘igki’ which is semantically true.
However, ‘i¢ki’ does not meet the sonorous composition of ‘liquor’. In fact, its Turkish
equivalent ‘likér’ could have been used. For that reason, qualitative impoverishment has

come into being in this example.

Example 4:

Fitzgerald:

With fenders spread like wings we scattered light through half Astoria — only half, for
as we twisted among the pillars of the elevated | heard the familiar ‘jug-jug-spat!’ of a
motorcycle, and a frantic policeman rode alongside. (p.44)

Yiicel:

Arabanin ¢amurluklar1 kanat gibi agilmig, Astoria’nin yar1 yoluna kadar 1siklart kirip
dagitarak yiirlidiik gectik; yar1 yola kadar diyorum, c¢ilinkii asma yolun siitunlari
arasinda virajlarken arkadan bir motosikletin o bildik ta-tata’sim1 duydum, derken

yanimizda ¢ileden ¢ikmis bir polisin kafas1 belirdi. (p. 78)

Ofluoglu:

Camurluklarimiz kanat gibi iki yana yayillmisti. Astoria Mabhallesinin yarisini
aydinlatarak geciyorduk — sadece yarisini, c¢ilinkii iist yolun siitunlar1 arasinda
ilerlerken, bir motosikletin “cat-cat-pat” diyen giiriiltiisiinii duyduk. Aninda sinirli,

telasli bir polis memuru yani bagimizda goriindii, yan yana gidiyorduk. (p. 71)
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‘Jug-jug-spat’ is an excellent example to onomatopoeia imitating the sound of a
motorcycle. Although it is just a mimetic word, it has some underlying meaning in the
novel. Fitzgerald has a peculiar style appealing to the senses. He makes the reader hear,
feel and see. Through this technique, he takes the reader inside the story. In this
example, he makes the reader hear the sounds of a motorcycle. Onomatopoeic words
like these are almost impossible to transfer into another language without loss. In this
example, ‘jug-jug-spat’ was transferred into Turkish as ‘ta-tata’ by Yiicel and ‘cat-cat-
pat’ by Ofluoglu. As seen clearly that the words vary even within the same language.
So, expecting to get a full translation with meaning, sonorous richness and iconic
features seem to be fictitious and as a result qualitative impoverishment in these

examples is inevitable.

Example 5:

Fitzgerald:

The reluctance to go home was not confined to wayward men. (p. 34)

Yiicel:

Eve gitmeye isteksizlik gosterenler sade yaramaz erkekler degildi. (p. 61)

Ofluoglu:

Eve gitmemekte direten sadece evin yolu tutturulan erkekler degildi. (p. 56)

A ‘wayward’ child or someone with ‘wayward’ behavior is difficult to control and does
unexpected things or another meaning of wayward is ‘not organized or controlled in the
right way’ according to Macmillan English Dictionary (p. 1621). Both translators have
failed to convey its sonorousness in their translations. The sounds of “wa” in wayward
have been lost so has the rhythm. Although Yiicel has given the meaning of the word,

Ofluoglu has been unable to do so. Consequently, as Yiicel could not convey the sound
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in his translation, and as Ofluoglu could not ensure sound and meaning, qualitative

impoverishment have been found as a deforming tendency in both translations.
1.6.Quantitative Impoverishment

Quantitative impoverishment means lexical loss in translation. It occurs where different
signifiers are used for the same signified. There may be more signifiers for the same
word in a language but there can be less in another language. The main point here is to
choose the right signifier and to convey the core meaning while translating. The

following selected examples will be the indicators of this deforming tendency:

Example 1:

Fitzgerald:

I had been actually invited. A chauffer in a uniform of robin’s-egg blue crossed my
lawn early that Saturday morning with a surprisingly formal note from his employer:
the honour would be entirely Gatsby’s, it said, if I would attend his ‘little party’ that
night. (p. 27)

Yiicel:

Ben resmen davetliydim. Bir cumartesi sabahi, erkenden, camgébegi iiniformali bir
sofor, bahge kapimdan girdi igeri, elinde efendisinden, alabildigine resmi bir pusula:
Biitiin seref Gatsby’ye ait olacakmis, bu aksamki ufak partiye tesrif edersem,
deniliyordu. (p. 39)

Ofluoglu:

Ben gergekten c¢agrilmistim. Bir cumartesi sabahiydi, erken saatte boncuk mavisi
tiniformal1 bir sofér bahgemin ¢imlerini asip geldi, efendisinden sasirtici resmiyette bir
mektup getirdi: Aksam verecegi kiiciik davete katilirsam Gatsby biiyiik onur duyacak,
diye yaziliydi. (p. 50)

The Great Gatshy possesses a method of “poetic suggestion rather than accumulation”

and “a careful symbolism is used to suggest a depth that sometimes isn’t there”
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according to Brian M. Barbour (p. 350). Accordingly, throughout the novel, Fitzgerald
frequently uses color symbolism. This is to make the reader get inside the different
characters’ lives. As the symbolism began to flourish in the 1920s, Fitzgerald was
affected greatly from it and this was reflected in his novel. There are colors in almost
every chapter and each of them has a special meaning: green may stand for Gatsby’s
original dream and hope; white for purity; yellow for luxury, grey for corruption and
decay; red for violence and danger; blue for loneliness and melancholy. Apart from the
main colors there are some extraordinary colors in the novel. For instance, the shirts of
Gatsby being “in coral and apple green and lavender and faint orange, with monograms
of Indian blue” (Fitzgerald, p. 59) and chauffer’s uniform of ‘robin’s-egg blue’ are
unusual colors and show the extent of Gatsby’s fortune and portray luxury once again.
In this example ‘robin’s-egg blue’ seems to be unfamiliar to Turkish culture. It is a kind
of blue, actually the color of robin’s egg which is “a small brown European bird with a

red chest” (Macmillan, p. 1229). It is a greenish-blue color

(www.oxforddictionaries.com). Its translations into Turkish as “cam gobegi” by Yiicel
and “boncuk mavisi” by Ofluoglu fail to correspond the original color. Cam gébegi in
other words duck-egg blue means “a soft, turquoise-blue  shade”

(www.oxforddictionaries.com) and ‘boncuk mavisi’ is a kind of blue like the color of

cloudless sky or like violet blue. There is apparently a difference between these colors,
as the nuance has disappeared in both translations; quantitative impoverishment has
been found as a deforming tendency. Moreover, it is clearly seen that both of the

translators make domestication in this example.

Example 2:

Fitzgerald:

‘I can tell you right now,” she answered. ‘He owned some drugstores, a lot of

drugstores. He built them up himself.” (p. 70)

Yiicel:

“Hi¢ zahmet etme ben sana sdyleyeyim,” diye karsilik verdi Daisy. “Aktar

diikkanlar var, siiriiyle hem. Hepsini de kendi kurmus.” (p. 124)



http://www.oxforddictionaries.com/
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Ofluoglu:

Daisy, “Ben sana sOyleyeyim,” dedi. “Eczaneleri varmis, bir¢cok eczaneleri. Kendi

kurmus hepsini.” (p. 112)

The protagonist, Gatsby, is a wealthy man. How he has made such an enormous fortune
and what he does is a mystery. There are some speculations about him. He is said to be
a bootlegger who produces, distributes, or sells alcohol illegally and to have some
drugstores which he uses for this purpose during Prohibition years. In 1920s,
Prohibition law put a ban on selling and buying alcohol. At that time, the only way to
get drinks was either through illegal ways or a prescription from a doctor (Drowne and
Huber, p. 138). Therefore, drugstores were used as shell companies to traffic in alcohol.
A ‘drugstore’ is a “chemist’s — a shop that sells medicines, beauty products, and
toiletries” (Macmillan, p. 232). Ofluoglu has used the term ‘eczane’ which is an
equivalent in Turkish. Yet Yicel has translated it as ‘aktar diikkani’ changing the
meaning of the drugstore because ‘aktar diikkan1’ in Turkish is a place where herbs and
herbal medicines are sold. The two words are quite different from each other and Yiicel
has failed to express the difference between them and so quantitative impoverishment is
exercised in Yiicel’s translation as a deforming tendency. Moreover, by mentioning
about the word “aktar”, Yicel indicates that he adopts domestication strategy in his

translation, which deforms the foreignness of the source text.

Example 3:

Fitzgerald:
‘She’s lovely,’ said Daisy.

‘The man bending over her is her director.’

‘I’ve never met so many celebrities,” Daisy exclaimed. ‘I liked that man — what was his

name? — with the sort of blue nose.’
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Gatsby identified him, adding that he was a small producer. (p.67)

Yiicel:
“Glizel kadin,” dedi Daisy.

“Ustiine egilen adam da recisorii.”

“Hi¢ bu kadar meshuru bir arada gérmemistim,” diye ¢igirdi Daisy. “Pek sevdim o

adam1 — neydi ad1 ? mavimtrak hani burnu.”

Gatsby tanitt1 adami, siradan bir recisor oldugunu da ekledi. (p. 120)

Ofluoglu:
Daisy, “Cok giizelmis,” dedi.

“Ona dogru egilen adam da rejisorii.”

Daisy, “Hi¢ bu kadar {inlii kisiyi bir arada gérmemistim,” dedi. “Su adam hosuma gitti

—neydi ad1? — mavimsi burnu vardi?”

Gatsby adamim kim oldugunu anlatti ve kii¢iik capta bir prodiiktéor oldugunu da
sozlerine ekledi. (p. 108)

‘Director’ means ‘“‘someone who is in charge of making a film or programme, or
something a play ready for performance, especially by telling the actors and technical
staff what to do” according to Macmillan Dictionary for Advanced Learners (p. 388).
‘Producer’ is defined as “someone whose job is to organize the work and money
involved in making a film, play, television programme, CD, etc.” in the same dictionary
(p. 1124). Ofluoglu uses ‘rejisor’ and ‘prodiiktor’ in the place of ‘director’ and

‘producer’ respectively. However, Yiicel translates both words as ‘recisor’. The nuance
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between the words has been lost in his translation and this has led to quantitative

impoverishment.

Example 4:

Fitzgerald:

Each of us said over and over that it was a ‘crazy idea’ — we all talked at once to a
baffled clerk and thought, or pretended to think, that we were being very funny... (p.
80)

Yiicel:

Bir yandan “divanelik bu” deyip duruyor, bir yandan da saskin bir katibe meram
anlatmaga calistyor, arada pek giiliing laflar ettigimizi saniyor ya da dyle sanarmis gibi

davrantyorduk. (p. 141)

Ofluoglu:

Her birimiz bunun “delilik” oldugunda diretiyorduk — saskin bir otel gorevlisiyle
konustuk, sonra da bu yaptigimizin ¢ok, ama c¢ok hos ve giiliing oldugunu sandik, ya da

Oyle goriindiik... (p. 128)

On a hot and muggy day of the summer, Gatsby and Nick visit Daisy and Tom in their
house. As the weather is too hot, they decide to go to the Plaza Hotel and hire
bathrooms and take cold baths there upon Daisy’s suggestion. Then they go into the
hotel and talk to the clerk. ‘Clerk’ obviously signifies a receptionist here. ‘Otel
gorevlisi’ has the same meaning as clerk in Turkish. On the other hand, as stated before,
a word may have numerous signifiers. The ‘clerk’ has a few meanings such as
“someone whose job is to look after the documents in an office, court etc.” or “shop
assistant” or “receptionist in a hotel” (Macmillan, p. 252). Choosing the right equivalent
would help to preserve the semantic flow. Ofluoglu does not break the flow with her
translation as ‘otel gorevlisi’. However, Yiicel, translating clerk as ‘katip’, fails to find
the correct equivalent and it causes a lexical loss in his translation causing quantitative

impoverishment as a deforming tendency in his translation.
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Example 5:

Fitzgerald:

‘Highballs?’ asked the head waiter. (p. 45)

Yiicel:

“Highball mu emredersiniz?” diye sordu bas garson. (p. 80)

Ofluoglu:

Bas garson, “Kokteyl mi efendim?” diye sordu. (p. 73)

‘Highball’ is “a drink consisting of a spirit, especially whisky, and a mixer such as soda,

served with ice in a tall glass” (www.oxforddictionaries.com). It is understood from this

definition that it is a kind of cocktail containing alcohol. Yiicel follows a foreignization
strategy in this example and leaves the original name of the drink in his work. However,
Ofluoglu translates it as ‘kokteyl’. ‘Kokteyl’ is the general name of mixed drinks but
‘highball’ is a specific name. So translating highball as ‘kokteyl’ is to efface the
difference between them and this causes quantitative impoverishment in Ofluoglu’s

translation.
1.7.The Destruction of Rhythms

Every literary work regardless of being prose or poetry has some kind of rhythm.
Failing to convey this rhythm to the target text destroys the foreignness of the source-
text and harms its very essence. This deforming tendency may also occur when the
punctuation is changed arbitrarily. In order to be more concrete in this issue, it will be

exemplified as follows:

Example 1:

Fitzgerald:

‘A man named Biloxi. “Blocks” Biloxi, and he made boxes — that’s a fact — and he was
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from Biloxi, Tennessee.’ (p. 81)

Yiicel:

“Sahi Biloxi’ydi adi. Bulok’dan Biloxi, bilezik¢iydi; ciddi sdyliiyorum, hem de

Tennessee’nin Biloxi ilinden gelmeydi.” (p. 143)

Ofluoglu:

“Kutaxi adinda bir adam. Kutu Kutaxi, tstelik kutu yapardi — ger¢ek bu —

Tenessee’de bu ada benzer bir kasabadanmis.” (p. 130)

Biloxi is the one who faints at Daisy’s wedding because of the boiling heat of June. He
enters into the story abruptly and as Arnold Weinstein states “almost like an epiphany,
he is a radiant image of what Gatsby has only been striving to be: the complete self-
made man.” (p. 380). And he adds that “Like a child’s game, ‘Blocks’ are put together
to make Biloxi; he is a fabrication, and he makes such objects for others: ‘he made
boxes,” boxes which contain whatever fictive meaning we insert in them” (p. 380).
There is a kind of ‘rhythm’ in this excerpt created through the repetition of ‘b’: “Blocks
Biloxi making boxes from Biloxi.” Fitzgerald makes name and place exactly the same
“to emphasize the pure artifice of this gambit” (p. 380). Yiicel has tried to achieve the
same effect by changing ‘box’ into ‘bilezik’ which has a completely different meaning.
As Yiicel has turned ‘box’ into ‘bilezik’ which means ‘bracelet’ in English, it can be put
forward that he sacrifices the meaning for the form. Anyhow he achieves the rhythm
like that: Bulok Biloxi- bilezik-Biloxi. On the other hand, Ofluoglu has followed a
completely different strategy and changed the name Biloxi. Instead, she has made up a
name: Kutaxi. She has tried to maintain the repetition like that: Kutu Kutaxi- kutu. She
has used ‘kutu’ which is the equivalent of ‘box’ and attuned the other words to it.
However, she has omitted the city of Biloxi in Tennessee. Although both translators
have struggled to achieve the same rhythm in their translations, they somehow have
failed to satisfy. In conclusion, the destruction of rhythms is encountered as a deforming

tendency in both translations.
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Example 2:

Fitzgerald:

Then the butler, behind his shoulder: ‘Philadelphia wants you on the phone, sir.’
‘All right, in a minute. Tell them I’ll be right there... Good-night.’
‘Good-night.’

‘Good-night.” He smiled — and suddenly there seemed to be a pleasant significance in
having been among the last to go, as if he had desired it all the time. ‘Good-night, old
sport... Good-night.” (p. 35)

Yiicel:

Derken kahya, sirtindan dogru:

“Beyefendi,” dedi, “telefondan istiyorlar size, Philadelfia’dan.”
“Geliyorum simdi. Soyle, beklesinler bir dakika... Hayirh geceler.”
“Size de.”

“Allah rahathk versin.” Gilimsedi ve birdenbire benim sona kalanlar arasinda
olusum, sanki o 6teden beri boyle istemis de dyle olmus gibi, tath bir anlam kazandi

adeta... “Hayirh geceler.” (p. 63)

Ofluoglu:

... Gene omuz basinda biten usak:

“Philadelphia’dan telefonla ariyorlar, efendim,” dedi.

“Pekala, bir dakika beklesinler. Hemen geliyorum... Tyi geceler.”

“Iyi geceler.” Giiliimsedi — ansizin son gidenler arasinda olmamin sevimli bir yan

belirdi, sanki hep gecikmemizi istermis gibiydi. “Iyi geceler, dostum... Iyi geceler.”

(p. 57)
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At the first sight, the repetition of ‘good-night’ draws attention. There is a rhythmical
effect in this excerpt. Ofluoglu obeys the repetition and translates all of them as ‘iyi
geceler’. Nevertheless, Yiicel disregards it and translates ‘good nights’ as ‘hayirh
geceler’, ‘size de’, ‘Allah rahatlik versin’ and ‘hayirli geceler’ respectively. ‘Hayirli
geceler and ‘Allah rahatlik versin’ can be accepted as expressions having Islamic
religious connotations, which demonstrate Yiicel’s domestication strategy.
Furthermore, he omits ‘old sport’ being of a vital importance throughout the novel. “Old
sport” is another repetition used by Gatsby frequently to establish his position in
society. He calls everyone old sport which is an indication of his struggle for gaining
acceptance by the rich society as a newly rich man. Not being able to ensure the
repetition through omission or word choice results in failure in conveying the
rhythmical nature of the source text to the target one. Since Yiicel has destroyed the

rhythm, deformation becomes inevitable in this example.

Example 3:

Fitzgerald:

Then wear the golden hat, if that will move her;

If you can bounce high, bounce for her too,

Till she cry, ‘Lover, gold-hatted, high-bouncing lover,
I must have you!’

Thomas Parke D’invilliers (p. 2)

Yiicel:

Gonlii olacaksa, var, sirma kaftanlar kusan;
Ve istiyorsa, yiiksel yiikselebildigin kadar,

Ta ki “Sultanim benim, sirma kaftanlim!” diye

Kossun sana nazli yar.
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Thomas Parke D’invilliers (p. 8)

Ofluoglu:

Etkileyecekse onu, git giy sirmali sapkant,

Sicra onun i¢in de, sigrayabilirsen eger,

Ta ki sana, “Ey sirma sapkali, ylikseklere si¢rayan sevgili, gel,
Gel, benim ol artik!” desin o giizel.

Thomas Parke D’invilliers (p. 5)

The Great Gatsby begins with an epigraph consisting of a poem. Thomas Parke
D’invilliers is not a real person but a character from another novel of Fitzgerald named
This Side of Paradise. So it can be said that Fitzgerald quotes himself. These lines are
the indication of a novel summarized wholly in just a few sentences. ‘Golden-hatted’
Gatsby did his best, threw extravagant parties and led a luxurious life and so he
‘bounced high’ to take Daisy’s attention. The poem consists of 4 lines and has abab
rhyme scheme with a rhythm lying emphasis on ‘high-bouncing lover’. In Ofluoglu’s
translation the rhyme scheme is abcc and Yiicel’s is abcb, both of which cannot meet
the source text’s scheme. Although the rhythm of ‘bouncing’ has been achieved in
Ofluoglu’s translation to a certain extent, Yiicel has failed to do so. Moreover, color
symbolism is really important for the novel. In almost every chapter, color appears as a
symbol. In this example, the color ‘golden’ serves for the ‘gold’ theme of the novel,
which is associated with wealth and vanity. Both translators have translated it as
‘sirma’, which causes the theme and symbolism has been lost through translation. On
the other hand, Yiicel has proved himself as a rewriter here. He has used some words
peculiar to the Ottoman Empire such as ‘kaftan’ and ‘sultan’ which are not found in the
original lines. He gets the source text closer to the target reader through domestication
strategy. Moreover, as these lines give clues about the novel at the first glance, adapting
them into Turkish culture misleads the reader and causes the underlying meaning and

clues to get lost through translation. Consequently, the word choice of both translators
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destroys both the rhythm and the meaning. Therefore, the destruction of rhythms occurs

as a deforming tendency in both translations.

Example 4:

Fitzgerald:

‘I’'m the Sheik of Araby.
Your love belongs to me.
At night when you’re asleep

Into your tent I’ll creep —  (p. 50)

Yiicel:

“Ben bir Arap Emiriyim.
Sen benimsin, ben de senin.
Sen uyurken, geceleyin,

Cadirina girecegim.” (p. 90)

Ofluoglu:

“Ben bir Arap Seyhiyim.
Askinin bekgisiyim,

Sen ¢adirda uyurken,

Seni seven birisiyim.” (p. 81)

‘The Sheik of Araby’ is a popular song written in 1921. It is Jazz music which is “a type

of music of black American origin which emerged at the beginning of the 20th century,

characterized by improvisation, syncopation, and usually a regular or forceful rhythm”

(Oxford Dictionaries, www.oxforddictionaries.com). The beats are sometimes strong
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and sometimes weak. The rhythms are unpredictable and they can be changed at any
time just like the incidents in The Great Gatsby. The lyrics are also noteworthy because
they represent Gatsby’s thoughts. As he is so wealthy, ‘Sheik of Araby’ is Gatsby
himself. “Your love belongs to me’ means that he believes that Daisy loves him as well.
And the ‘tent’ stands for Daisy’s house. In terms of analysis in accordance with
Berman’s categorization, the rhyme scheme of the poem is ‘aabb’ whereas it is like
‘abba’ in Yiicel’s translation and ‘aaba’ in Ofluoglu’s translation. For the sake of the
rhyme, Ofluoglu changed the original lines into ‘askinin bekg¢isiyim’ and ‘seni seven
birisiyim’. Moreover, her strategy to change the meaning and even rewriting the original
may stem from her wish to avoid the sexual connotations of the sentence “Into your tent
I’ll creep”. On the other hand, Yiicel has got closer to source-oriented pole in spite of
the fact that he has followed a target-oriented approach throughout his translation. In
conclusion, Jazz music is a crucial symbol in the novel. The rhythm of the jazz music
should be conveyed to the target texts. Unfortunately, through such abovementioned
changes, both of the translators have broken the rhythm causing the destruction of

rhythms to occur in this example.

Example 5:

Fitzgerald:
In the morning,
In the evening,

Ain’t we got fun —

One thing’s sure and nothing’s surer
The rich get richer and the poor get — children.
In the meantime,

In between time — (p. 61)
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Yiicel:
“Gegen aksam,
Gegen sabah,

N’eglendik, N’eglendik...”

“Anladim ama, bunu bilmeyecek ne var;
Zenginler para, fakirler ¢ocuk yapar,
Arada tabi arada,

Kimi yatakta, kimi ayakta.” (p. 108)

Ofluoglu:
“Sabah demez,
Aksam demez,

Nasil da eglenirdik...”

“Bilinen tek sey, ama tek sey
Varhklmin varhk, yoksulun — ¢ocuk edindigi.
Ama bu arada,

Giinler, yillar arasinda...” (p. 99)

Klipspringer plays the song ‘Ain’t we got fun” when Daisy comes to Gatsby’s mansion
for the first time. This song represents pleasure seeking, luxurious life styles of the
period called ‘The Jazz Age’ in America. Gatsby is cheerful and the ‘fun’ in the song

may refer to his childish joy of reunion with Daisy after years. The two themes of the
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song, “having fun” and “getting richer” perfectly reflect the common values of the
roaring twenties. The rhyme scheme of the song is like that: aab — and abcc. Ofluoglu
has kept this scheme in her translation. Moreover, she has caught the rhythm to a certain
extent with her translation such as ‘Bilinen tek sey, ama tek sey’ and ‘varliklinin varlik’
in the place of ‘one thing’s sure and nothing’s surer’ and ‘the rich get richer’
respectively. She seems to be closer to source text when compared to Yiicel’s
translation. The rhyme scheme being abc and aabb of Yiicel’s translation fails to
comply with the original one. It can be observed that he fails to ensure the same
rhythmical effect as Fitzgerald. Moreover, the novel’s time-theme is summarized in
these words: “In the meantime/In between time”. According to R. W. Stallman what is
emphasized here is “a hole in time” and he adds that “It is this empty in-between time
that Fitzgerald renders in The Great Gatsby, that void of the corrupted present cancelled
out by the corrupted past — America’s as well as Gatsby’s” (p. 222). That’s to say,
“Gatsby has violated time in corrupting that in-between time of his life since he violated
Daisy; and in violating Daisy, who represents the time theme as day, Gatsby violated
time” (p. 222). Gatsby cannot distinguish now from past or future. He is in-between his
past and present and he is confused. Yiicel prefers to translate “In the meantime/In-
between time” as “Arada tabi arada/Kimi yatakta, kimi ayakta” which causes his
translation to fail in conveying the time-theme of the novel. Since he fails to convey
both the theme and the rhythm of the source text, his translation sets an example to the

destruction of rhythms as a deforming tendency.
1.8.The Destruction of Underlying Networks of Signification

Every text, especially literary ones, has an underlying meaning. Words may seem
simple individually but keep a deep meaning and play an important role in conveying
the underlying message. The lexical items being pertinent to each other constitute the
underlying network of a text and not being aware of such network of words and
translating them regardless of their secret meanings destroy the sub-text. The chosen

examples below will be helpful to explain the subject clearly:
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Example 1:

Fitzgerald:

The lights grow brighter as the earth lurches away from the sun, and now the orchestra

is playing yellow cocktail music, and the opera of voices pitches a key higher. (p. 27)

Yiicel:

Yeryiizli giinesten el etek cektikge, 1siklar da giirlesir; orkestra gamh bir kokteyl

havasi ¢alar; insan sesleri de bir perde yiikselir. (p. 49)

Ofluoglu:

Diinya giinesten uzaklastikga, 1siklar ¢ogalmakta, orkestra baygin sari1 bir kokteyl

miizigi ¢almakta, insan sesleri climbiisii bir perde yiikkselmektedir. (p. 44)

Color symbolism is notable in The Great Gatsby because almost every color has a
special meaning attached to it. Colors make the novel more vivid and lively. In this
excerpt, the effect of ‘cocktail music’ has been intensified by the color ‘yellow’.
Cocktail music refers to the jazz music played at Gatsby’s parties throughout the novel.
But the ‘yellow’ is related to the yellow/gold theme of the book. It signifies wealth and
gaudiness of the parties but also gives the idea of corruption and decay which can be
deduced from the social changes occurred during 1920s. During the roaring twenties, as
a consequence of the economic prosperity, people began to lead extravagant lives, to
attend parties, drink alcohol and dance. They began to be more materialistic. Therefore,
it can be said that the society underwent a change in a negative way and people were
corrupted in many ways. As the color theme is so vital for the novel, omitting it is to fail
to give the hidden meaning. In conclusion, since Ofluoglu has remarked the color
yellow as °‘sari’, Yiicel’s translation presents an example to the destruction of

underlying networks of signification.
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Example 2:

Fitzgerald:

On Sunday morning while church bells rang in the villages alongshore, the world and

its mistress returned to Gatsby’s house and twinkled hilariously on his lawn. (p. 39)

Yiicel:

Pazar sabahlar1 kiy1 boyu koylerinde ahret ¢anlari ¢ala dursun, diinya ve giizeli,

Gatsby’nin evine doner gelir, climbiislii savki vururdu ¢imenligine. (p. 71)

Ofluoglu:

Pazar sabahi, kiy1 boyunca, kdylerde kilise ¢anlar1 calarken, diinya ve kadinlar

Gatsby’nin evine dondiiler, ¢cimlerin tistiinde piril piril 1s1ldadilar. (p. 64)

Lexical items related to each other have an impact on the significance of the text. Each
word serves for an aim in the sentence. Therefore, word choices and the proper
translation of such words are of vital importance. As this is the case, omission or
mistranslation of a word or a sentence destructs the hidden meaning. In the
abovementioned example, ‘church bells’ is translated as “ahret canlar1” by Yiicel and
“kilise c¢anlar1” by Ofluoglu. As the story takes place in America where most of the
population is Christian, mentioning about ‘ahret’ a belief peculiar to Islam makes no
sense. This is a strategy called domestication which enables the source text to be closer
to the target reader but in this case, it just destroys the underlying meaning of the text.
Because the expressions ‘church bells’ and ‘the world and its mistress’ form a
contextual link. ‘The church bells’ symbolizing virtue is in contradiction with ‘world’s
mistress’ standing for immorality. While people are supposed to be at churches, they go
to the parties instead. The Great Gatsby can be considered as a social satire criticizing
the immoral behaviors of the society. People become a ‘mistress of the world” without
going to church and without submission to God and accordingly decline of religion is

unavoidable throughout the society. All in all, it is evident that Yiicel has failed to
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convey the underlying meaning of the sentences and this serves as an example to the
destruction of underlying networks.

Example 3:

Fitzgerald:

As we crossed Blackwell’s island a limousine passed us, driven by a white chauffeur,
in which sat three modish negroes, two bucks and a girl. I laughed aloud as the yolks

of their eyeballs rolled towards us in haughty rivalry. (p. 44)

Yiicel:

Blackwell adasinin orda, yanimizdan Limousine markali bir araba gecti, direksiyonda
beyaz bir sofor, arkada, kilpiranga-kizil-¢gengi ii¢ zenci, iki delikanhyla bir kiz. “Nasil
geciyoruz sizi!” diye nispet vererek bize bakarlarken, gozlerinin aklarmin firil firil

dondiigiinii goriince, tutamadim kendimi, kahkahayla giildiim. (p. 79)

Ofluoglu:

Blackwell adasi hizasindayken, uzun siyah bir otomobil gecti yanimizdan, sofori
beyazdi, yolcular1 da son moda giyinmis {i¢ zenci, iki sen delikanh ve bir kizdi.
Bobiirlenerek goz bebeklerini bize ¢evirdiklerini gériince, dayanamadim, bir kahkaha

attim. (p. 72)

According to Arnold Weinstein, in this excerpt “we see America the melting pot, with
its southeastern Europeans and its Negroes, and the possibility of limousines and wealth
for all” and more specifically we see “the death or decline of the Europeans and the rise
or dawning of the Blacks...” (p. 378). Indeed, this scene is significant to show the class
mobility. The status of black people, once being slaves or belonging to the lowest class
of the community for centuries, has now been changed. Their being in a ‘Limousine’
driven by a ‘white’ chauffer is the most concrete evidence of this. On the other hand,
there are some racist implications here. ‘Buck’ is “a contemptuous term used to refer to

an American Indian male or a black male” (www.dictionary.reference.com). This word

is used offensively for young black men. The racist overtone is obvious here. ‘The yolks
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of their eyeballs’ is another racist reference because ‘yolk’ means “the yellow internal
part of a bird’s egg, which is surrounded by the white” according to Oxford Dictionaries

(www.oxforddictionaries.com). Instead of saying “pupils of the eyes” Fitzgerald prefers

to use the term “yolk” indicating the presence of discrimination. Both Yiicel and
Ofluoglu have preferred to efface such racist terms while translating. However,
translating the term ‘buck’ as ‘delikanli’ has destructed the underlying network of the

text in both translations which lead to annihilation of the core meaning of the original.

Example 4:

Fitzgerald:

‘Klipspringer plays the piano,” said Gatsby, cutting him of. ‘Don’t you, Ewing, old

sport?’
‘I don’t play well. I don’t — I hardly plat at all, ’m all out of prac—*

‘We’ll go downstairs,” interrupted Gatsby. He flipped a switch. The grey windows
disappeared as the house glowed full of light. (p. 61)

Yiicel:

“Klipspringer iyi piyano ¢alar,” diye soziinii kesti Gatsby. Bir diigmeye dokundu, kiil
rengi camlar kayboldu, igerisi 1s18a boguldu. (p. 107)

Ofluoglu:

Gatsby, adamin sdziinii keserek, “Klipspringer piyano calar,” dedi. “Oyle degil mi,

Ewing, dostum?”
“lyi galmam. Hatta... hi¢ calmam da denilebilir. Coktandir calma...”

Gatsby gene araya girdi, “Asagiya inelim,” Bir diigme ¢evirdi, pencerelerin boz rengi

kayboldu, ev bastan asagi 1518a boguldu. (p. 98)



http://www.oxforddictionaries.com/definition/english/white#white__19
http://www.oxforddictionaries.com/

81

Every sentence or even every word may serve a purpose. This is a striking example
showing that omission destroys the underlying network of a text. Yiicel has omitted the

part:
‘Don’t you, Ewing, old sport?’
‘I don’t play well. I don’t — I hardly plat at all, I’m all out of prac—-.

This excerpt is significant in displaying Gatsby’s behavioral change. Most probably
with the effect of Daisy, he acts like Tom Buchanan. That kind, polite, generous man, a
real gentleman, Gatsby turns out to be a bossy one. If this part is omitted, the underlying
message cannot be understood by the target readers. Thus the destruction of underlying

networks of signification occurs as a deforming tendency in Yiicel’s translation.

Example 5:

Fitzgerald:

Then | turned back to Gatsby — and was startled at his expression. He looked — and this
is said in all contempt for the babbled slander of his garden (end note) — as if he had
‘killed a man’. (p. 86)

Yiicel:

Sonra Gatsby’ye dondiim yeniden, ama bu sefer sastim kaldim. Benim de bahgesinde
agizlara sakiz olan iftiralara kapildigimi sanmayin ama, “daha demin birini 6ldiirmiis

bir adam” hali vardu istiinde. (p. 151)

Ofluoglu:

Sonra Gatsby’ye dondiim — yiiziindeki ifadeyi goriince sasirdim. Yiiziindeki ifadeye
gore, sanki — ve bunu sOylerken de evinin bahg¢esinde mirildanilan sdylentileri gene de

kiiglimsiiyordum — sanki “adam 6ldiirmisti.” (p. 137)

Endnotes, footnotes, clarification and expansion are reasonable strategies to explain the

networks. Throughout The Great Gatsby, there are in total (62) endnotes clarifying




82

certain sentences or some proper names and places and, etc. Nevertheless, none of these
endnotes take a place in target texts. The translators simply ignore these notes and make
no reference to them. For instance, there is an endnote in the abovementioned example.
It is like that: “the babbled slander of his garden The original ‘slander’ in the garden
came when the serpent whispered his words in Adam’s ear. This reference is one of a
number of Edenic references in the novel, and Nick shifts between paradise lost (as
here) and paradise regained.” (Fitzgerald, p. 121). Without this note, one may not
understand the context exactly. After reading this note, it can be inferred that Tom
stands for the serpent in the Garden of Eden and Gatsby is Adam who has a pure love to
Daisy. As Tom reveals that Gatsby is a bootlegger, he seems to Nick as if he had killed
somebody. As seen in this example, disregarding the endnotes leads to the destruction

of underlying networks of signification as a deforming tendency in both translations.
1.9.The Destruction of Linguistic Patternings

Type of sentences, sentence constructions, signifiers, metaphors and etc., all constitute
the systematic nature of a text. (Berman, 2012, p. 249). The destruction of linguistic
patterning occurs when the systems in a text are destroyed while being translated into
another language. If there is repetition having a contextual importance in the source
text, it should be transferred to the target text in order to ensure the content integrity.
Target text should be both linguistically homogenous and semantically coherent. In
order to maintain both of these features in the target text, the translators need to be
careful with their translation strategies. For instance, if a translator chooses to follow the
domestication strategy, she or he should follow it from the very beginning to the end in
order not to destroy the system of the source text or vice versa. The specific examples

will highlight the subject better:

Example 1:

Fitzgerald: Yiicel: Ofluoglu:

... ‘God’s truth.” (p. 42) ... ‘bak Allah sahit!” (p. 75) | ... ‘Tanr1 adina’ ... (p. 68)

... ‘Oh God!’... (p. 56) ... “Yarabbim!”... (p.| ... “Ah, Tanrim!”... (p. 90)
100)
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... ‘sonofa God’... (p. 63)

. ‘Tanrrnm ogluydu’...

(p. 113)

‘Tanri’nin  ogludur’...

(p. 101)

‘My God...” (p. 66)

Not translated

‘Aman Tanrim....” (p. 106)

. ‘or any act of God’...

(p. 68)

Not translated

‘Tanrmin baska bir
afeti’... (p. 109)

... ‘like the mind of God.’
(p. 71)

‘Tanrmin
gibi’... (p. 126)

zihniymis

. ‘Tanrmin usu gibi’ ...
(p. 114)

‘God!” (p. 85)

‘Allaah!’ (p. 150)

‘Tanrim!” (p. 136)

... ‘Oh, my God!” ...

(p. 88)

. ‘Ah, Allahim, ah!” ...
(p. 154)

. ‘aman Tanrmm!’... (p.
140)

...‘Oh, my Ga-od! Oh, my
Ga-od!’...

... ‘Ah, Allahim, ah! Ah,
Allahim ah!” ... (p. 155)

... ‘Ah Tan-nm! Ah, Tan-
rim!’ ... (p. 141)

. ‘couldn’t fool God.” ...
...°God knows’...

. ‘you can’t fool God!’
(p. 102)

...“Tanrr’y1 aldatamazsin’
... ‘Tann biliyor’ ...

...‘Tanrr’yr aldatamazsin!’
. (p. 177)

... Tanriy1
aldatamayacagint’...

... ‘Tanr bilir’ ...
... ‘Tanriy1 aldatamazsin!’

(p. 160)

Religion is emphasized during The Great Gatsby and according to Henry Dan Piper
“Like T. S. Eliot’s The Waste Land, The Great Gatsby is a religious work because it has
as its source a deeply religious emotion” (p. 111). Accordingly, there is a rhythmic flow
created through frequent use of the word ‘God’ in almost every chapter. Ofluoglu has
transferred this repetition into Turkish as “Tanr1” whereas Yiicel is unable to do so
because he has used “Tanrim”, “Allahim”, “Yarabbim” in return for “God” while
translating. He has even omitted the word ‘God’ in some cases. Moreover, ‘Allahim’
and ‘Yarabbim’ are the terms used for God in Islam. ‘Tanr1’ is a general name given to
God in Turkish but in Islamic religion it is not accepted as one of the names of God.
Translating “God” sometimes as ‘Tanr1’ and sometimes as ‘Allah’ is in contradiction
within itself. In this example, Yiicel has proved himself to use both domestication and

foreignization strategies at the same time. This deforms the fluency and the system of
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the source text thus bringing the destruction of linguistic patternings with itself in his

translation.

Example 2:

Fitzgerald:

Yiicel:

Ofluoglu:

Have you read The Rise of
Coloured Empires by this
man Goddard? (p. 10)

Okudun mu Zenci
Imparatorluklarinin
Dogugsu’nu? Goddar diye
bir adam var ya, onun
kitabi. (p. 21)

Goddard denen adamin
Zenci
Imparatouluklarimin
Dogusu adl kitabinm
okudun mu sen? (p. 18)

... The Saturday Evening
Post ... (p. 14)

...Saturday Evening Post
gazetesinden... (p. 26)

...Saturday Evening Post
dergisini... (p. 23)

Several copies of Town
Tattle lay on the table
together with a copy of
Simon Called Peter, and...

(p. 20)

Sehir Dedikodusu’nun
eski sayilar, Simon Denen
Peter adl1 bir romanla ...

(p. 37)

Dedikodu dergileri, bir
ask romani ve ... (p. 34)

... and returned with
Volume One of the
‘Stoddard Lectures’. (p.
30)

... Stoddard Takrirleri nin
Birinci Cildini kapti
getirdi. (p. 54)

... ve Stoddard -
Konferanslar kitabinin
birinci cildiyle dondii. (p.
49)

... a Chicago paper ... (p.
51)

... bir Chicago gazetesi
... (p.-91)

...bir Chicago gazetesi...
(p. 82)

| think it was the Journal?
(p. 54)

Journal’daydi galiba. (p.
97)

Sanirim The Journal
gazetesi. (p. 87)

... acopy of Clay’s
Economics ... (p. 54)

...Economics adli kitabs ...
(p. 97)

... Clay’in Ekonomi
kitabini... (p. 87)

The carefully-selected examples above are from the titles of some newspapers,

magazines and books. During The Great Gatsby such specific names are frequently

mentioned and thus their translations into Turkish pose some problems. The translators

seem to be indecisive regarding their translation strategies; whether to follow a
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domestication or a foreignization strategy. For example, Yiicel translates the book titles
into Turkish while leaving the last one in English as Economics. Moreover, Yiicel does
not alter the titles of the newpapers like “Saturday Evening Post gazetesi”. On the
other hand, Ofluoglu sometimes translates the titles into Turkish such as “Zenci
Imparatouluklarimin Dogusu” and sometimes she makes generalization by saying
“dedikodu dergileri, bir agsk roman1” instead of mentioning the names of Town Tattle
and Simon Called Peter. Especially in this example, the name of the novel Simon called
Peter should have been mentioned by Ofluoglu because it refers to Gatsby who uses
another name and tries to be someone else. Actually he is Gatz called Gatshy. So,
translating it as “bir agk roman1” means destructing the underlying meaning of it and
this deforms the original text. As illustrated above, the systems consisting of a text may
be broken through inconsistent translation strategies applied by the translators.
Translating a text under the guidance of different strategies at the same time destroys
the ‘system’ of the source text causing the destruction of linguistic patternings to occur

as a deforming tendency.

Example 3:

Fitzgerald: Yiicel: Ofluoglu:

... ‘in California’ ... ... ‘California’da’ ... ... ‘California’da’ ...

(p. 11) (p. 21) (p. 19)
... ‘Fifth Avenue’ ... ... Fifth Avenue’... (p. 36) | ... ‘Besinci Cadde’ ...
(p. 19) (p. 33)

... ‘towards the West
Hundreds’ ... (p. 19)

... “‘West Hunreds semtine
dogru’ ... (p. 37)

...” bat1 yoniinde kentin
kuzeyine’... (p. 33)

... ‘Monte Carlo’ ...
‘Marseilles’ ... (p. 23)

... ‘Monte Carlo’ ...
‘Marsilya’ ... (p. 42)

... ‘Monte Carlo’ ...
‘Marsilya’ ... (p. 38)

... ‘Chicago’... (p. 32)

...”Chicago’... (p. 57)

... ‘Chicago’ ... (p. 52)

... ‘Times Square’ ...

(p. 40)

... ‘Times Meydan1’ ...

(p. 73)

... ‘Times Meydan1’ ...

(p. 66)
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‘San Francisco.’ (p. 42)

‘San Francisco’dan.’

(p. 76)

‘San Fransisco.’ (p. 68)

‘That’s the one from
Montenegro.’

‘Orderi di Danilo,’ ran the

‘Karadag’dan gelen nisan
bu iste.’

‘Orderi di Danilo’ diye

‘Bu Karadag’dan aldigim
nisan.’

Ustiindeki yazida, ‘Orderi

circular legend, gidiyor kavisli yazi. di Danilo, Montenegro,
‘Montenegro, Nicolas ‘Montenegro, Nicolas Nicolas Rex,” yaziliydi.
Rex.” (p. 43) Rex.” (p. 77)
(p. 69)
... ‘on the Grand Canal’ ... | ... “Venedik’teki” ... ... “Venedik’te Biiyiik
(p. 43) Kanal’in Gstiinde” ...
(p. 77)
(p. 70)
... ‘Blackwell’s Island’ ... | ... ‘Blackwell Adas1’ ... ... ‘Blackwell adast’ ...
(p. 44) (p. 79)
(p. 72)
... ‘in the West Fifties’ ... ... ‘Bat1 Elliler semtindeki’ | ... ‘Ellinci ve altmisinci
(p. 50) ... (p- 89) sokaklarin bati yakasinda’
... (p- 81)
... ‘Coney Island’ ... ... ‘Coney Island’... ... ‘plaja’ ... (p. 86)
(p. 53) (p. 96)
... ‘Castle Rackrent’ ... ... ‘Rackrent Hisar1’ ... ... ‘Bizim satonun’ ...
(p. 55) (p. 98) (p. 88)
... ‘in Little Girl Bay’ ‘Kiigtik Kiz Korfezi’nde’ ... ‘Kiiciik Kiz
... (p. 114) Korfezi’nde’ ... (p. 102)
(p. 64)
... ‘The Barbary Coast’ ... | ..."” Barbary Sahilleri’ ... ... * Berberistan kiyilara’
(p. 64) (p. 114) ... (p. 103)

... ‘Gad’s Hill’ ... (p.102)

... *Gad’s Hill’ ... (p. 178)

... ‘Gad Tepesi’ ...

(p. 161)
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The names of places in The Great Gatsby are of great importance because they set
various precedents about the American society in the 1920s. The problem arises about
the translation strategy of the translators. When the case study is completed, it is
observed that both Yiicel and Ofluoglu are inconsistent with their strategies. Sometimes
they choose domestication strategy and try to make the names sound Turkish just as in
the examples of ‘Marsilya’, ‘Kiigiik Kiz Korfezi’, ‘Berberistan kiyilari® in return for
‘Marseilles’, ‘Little Girl Bay’, ‘The Barbary Coast’ respectively while sometimes they
follow a foreignization strategy by leaving the words as they are like ‘Coney Island’,
‘Gad’s Hill’ and ‘Chicago’. Such confusing strategy of the translators causes the
patterning to be destructed as seen evidently in the abovementioned examples.

Example 4:

Fitzgerald: Yiicel: Ofluoglu:

Mr. Gatsby (p. 5) Mr. Gatsby (p. 14) Mr. Gatsby (p. 11)

Mr. Mckee (p. 20) Mr. McKee (p. 38) Mr. McKee (p. 35)

Mr. Vladimir Tostoff Mr. Vladimir Tosstoff (p. | Bay Vladimir Tosstoff (p.
(0.33) 59) 54)

Mr. Chrystie’s wife (p. 40) | Mr. Chrystie’nin karis1 (p. | Bay Christie’nin esi (p. 65)

72)
Mr. Wolfshiem (p. 45) Mr. Wolfshiem (p. 81) Mr. Wolfshiem (p. 73)
Mrs Wilson (p. 87) Mrs Wilson (p. 153) Mrs Wilson (p. 139)
Mrs McKee (p. 21) Mrs McKee (p.39) Mrs McKee (p.36)
Mrs Eberhardt (p. 21) Mrs Eberhard (p.39) Mrs Ebehardt (p.36)

Mrs Sigourney Howard (p. | Mrs Sigourney Howard (p. | Bayan Sigourney Howard
35) 62) (p. 57)
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There is a repetition of titles throughout the novel. Five examples are chosen for the
study but there are plenty of them in The Great Gatsby. Yiicel always leaves all the
titles as they are. In this example the repetition is broken by Ofluoglu translating ‘Mr’
as ‘Bay’ and ‘Mrs’ as ‘Bayan’ two times. She sometimes leaves them as ‘Mr’ and ‘Mrs’
and sometimes translates them as ‘Bay’ and ‘Bayan’ and this destructs the linguistic
patterning of the novel. Moreover, it is clear that Yiicel prefers to follow domestication

strategy while Ofluoglu is seen to be indecisive with the strategy.

Example 5:

Fitzgerald: Yiicel: Ofluoglu:

Kaiser Wilhelm (p. 22)

Kayzer Wilhelm (p. 41)

Kayzer Vilhelm (p. 40)

Frisco (p. 27)

Frisco (p. 49)

Frisko (p. 45)

Bill Biloxi (p. 81)

Bill Biloxi (p. 143)

Ken Kutaxi (p. 130)

Clarence Endive (p. 40)

Clarence Endive (p. 72)

Clarence Endive (p. 65)

Hubert Auerbach (p.40)

Hubert Auerbach (p. 72)

Hubert Auerbach (p. 659

Edgar Beaver (p. 40)

Edgar Beaver (p. 72)

Edgar Beaver (p. 65)

The first three names are taken from different parts of the novel. In the novel, the
speculations about Gatsby are sometimes mentioned by different characters. One of the
speculations is that he is said to be a nephew or a cousin of Kaiser Wilhelm, the ruler of
Germany during World War 1. Both Yiicel and Ofluoglu have written his name as it is
read. Ofluoglu has also replaced the consonant ‘w’ with the letter ‘v’. Another example
is ‘Frisco’, a jazz dancer and comedian, is transferred into Turkish as Frisko by
Ofluoglu. She has exchanged the letter ‘c’ with ‘k> which makes the name sound
Turkish. Bill Biloxi is another name in the novel. He is not a famous character like the
other two. Ofluoglu has changed the name into Ken Kutaxi. Because the nickname of
the character is ‘Blocks’ Biloxi and he makes boxes. Ofluoglu has adapted the name to

his nickname: ‘Kutu’ Kutaxi. It is evident that there are no changes in the other names
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throughout the novel. Both of the translators are indecisive about their strategy and this
destroys the patterning of the source text. In conclusion, it is obvious that the decisions

of the translators play a crucial role in the destruction of linguistic patterning.
1.10. The Destruction of Vernacular Networks or Their Exoticization

The term ‘vernacular’ is “the language spoken by a particular group or in a particular
area, when it is different from the formal written language’ according to Macmillan
English Dictionary for Advanced Learners (Macmillan, p. 1593). The destruction of
vernacular networks occurs when such a local speech is neutralized or omitted during
the translation act. Exoticization of vernacular networks is, on the contrary, preserving
the local richness of a work through replacing them with an equivalent. According to
Berman, two ways of exoticization are “italicizing vernacular elements or replacing
them with an equivalent” (2012, p. 294).

In The Great Gatsby, the vernacular or slang of 1920s American society is frequently
encountered. The words peculiar to Jazz age and the use of special language of some
characters like Meyer Wolfsheim and accordingly the translators’ decisions and actions
on this issue exemplify this deforming tendency in the novel. The following examples

will present the issue in an explicative way:

Example 1:

Fitzgerald:

‘I liked that man — what was his name? — with the sort of blue nose.” (p.67)

Yiicel:

“Pek sevdim o adami — neydi ad1? mavimtrak hani burnu.” (p. 120)

Ofluoglu:

“Su adam hosuma gitti — neydi ad1? — mavimsi burnu vardi?” (p. 108)
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‘Blue nose’ is a slang used in America during 1920s meaning “a puritanical person, a

prude” (www.alphadictionary.com). Both Yiicel and Ofluoglu have translated this word

by disregarding its connotations. To be more precise, the abovementioned man has not
got a ‘blue’ nose; ‘blue’ here is an adjective relating to his character rather than his
physical appearance. As both of the translators have tried to find a Turkish equivalent to
this slang, they have led to exoticization as a deforming tendency in their works.

Example 2:

Fitzgerald:

‘I almost made a mistake, too,” she declared vigorously. ‘I almost married a little kike

who’d been after me for years...” (p. 23)

Yiicel:

“Ben de az kalsin, basim1 nara yakiyordum,” diye bir laf att1 ortaya. “Ramak kaldi,

yillardir ardimda kosan bir ite variyordum...” (p. 43)

Ofluoglu:

Hirsla, “Ben de az kalsin bir hata isliyordum,” diyordu. “Yillardir ardimda kosan bir

zibidiyle az kald1 evlenecektim...” (p. 39)

In every society, there are some kinds of offensive words relating to its own history or
culture. A word may be taken as insulting in a country while it may not in another. The
term ‘kike’ is an example of such offensive usages. It is “a contemptuous term used to

refer to a person of Jewish religion or descent” (www.dictionary.reference.com). It is a

disparaging word in many cultures but the case is not the same in Turkey. Yiicel has
preferred to use ‘it’ while Ofluoglu has used the term ‘zibidi’ in return for ‘kike’. Both
of the Turkish words are taken as derogatory thus it can be said that the translators have
adapted the word ‘kike’ to Turkish. In conclusion the translators’ attempt to replace a
term which cannot be accepted as insulting in Turkish with a semantically different term
which is offensive in Turkish culture has caused exoticization to take place as a
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deforming tendency and domestication is revealed itself as a translation strategy in this

example.

Example 3:

Fitzgerald:

‘I understand you’re looking for a business gonnection.’ (p. 45)

Yiicel:

“Bir is ortakhigi artyormussunuz galiba,” dedi. (p. 82)

Ofluoglu:

“Anladigima gore bir is iligkisi kurmak istermissin?” (p. 74)

In this excerpt, Meyer Wolfhiem, a friend of Gatsby, talks to Nick. He mentions about a
‘a business gonnection’ instead of ‘connection’. As seen in this example he misspells
some words most probably because he is an uneducated man connected with some
illegal affairs. Fitzgerald uses the dialogue parts in order to give clues about characters’
personal traits. Throughout the novel, every character speaks in accordance with his/her
educational level, good manners or characteristics. Yiicel and Ofluoglu have
disregarded the misspelling and carried out a ‘neutralization’ strategy since they have
not made any change in the spelling of the word in their own translations and this has
led the characteristic features to get lost. Consequently, the destruction of vernacular

networks has been exercised here.

Example 4:

Fiztgerald:
‘He is an Oggsford man.’
‘Oh!’

‘He went to Oggsford College in England. You know Oggsford College?’
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‘I have heard of it.’

‘It’s one of the most famous colleges in the world.” (p. 46)

Yiicel:

“Okusfort’da okumus hem.”

“Oyle mi?”

“Ingilteredeki Okusfort Kolecinde. Biliyorsun neresi, degil mi?”
“Duydum, evet.”

“Diinyanin en meshur koleclerinden biri.” (p. 83)

Ofluoglu:

“Ogford’da okumus.”

“Yal”

“Ingiltere’deki Ogford Universitesine gitmis. Bilir misin Ogford’u?”
“Duydum.”

“Diinyanin en Unlii iniversitelerinden biridir.” (p. 75)

This is a conversation between Nick and Mr. Wolfsheim about Gatsby. There are
rumors about Gatsby being a complete mystery to the people around him and this is one
of them. Mr. Wolfsheim says that Gatsby studied at Oxford College in England. The
thing here is that he mispronounced the word ‘Oxford’ as ‘Oggsford’. Yiicel has
misspelled it as ‘Okusfort’ as well. On the other side, Ofluoglu has translated it as
‘Ogford’. Both of the translators followed the same strategy and transferred the word
‘Oggsford’ into Turkish with misspellings. However, Yiicel has turned the ‘college’ into
‘kolec’ instead of ‘kolej’, which is an addition of him. He has made such an alteration in

order to strengthen the emphasis on Mr. Wolfsheim’s lack of education. Therefore, it
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can be said that in this example both of the translators destructed the source text through

exoticization.

Example 5:

Fitzgerald:

I never saw this great-uncle, but I’'m supposed to look like him — with special reference

to the rather hard-boiled painting that hangs in father’s office. (p. 4)

Yiicel:

Kendini hi¢ gérmedim ama, pek benzermisim biiyiilk amcama, dyle diyorlar; babamin

yazihanesinde asik surath bir resmi vardir, onu stirerler 6ne hep. (p. 11)

Ofluoglu:

Bu biiyiik amcay1 hi¢ tanimadim, ama ben ona benzermisim, babamin is yerinde asili,

gormiis gecirmis yagli boya resme gore, boyle derler. (p. 8)

The example above is a good case in point to slang usage in the novel. In this sentence

“hard-boiled” is a slang meaning “tough and cold” (www.alphadictionary.com). Yiicel

translates it as “asik surathi” and Ofluoglu as “gormiis gecirmis”. Although Yiicel’s
translation is closer to its actual meaning, both translations have failed to present a
whole equivalent of the word. Both of them could not reflect the era, namely Jazz Age,
in which such creative language usage was prevalent. Therefore, it can be said that in

both translations exoticization takes place as a deforming tendency.
1.11. The Destruction of Expressions and Idioms

Expressions, idioms or proverbs are culturally-bound and reflect the features of the
community which they stem from. Finding an equivalent for these words or sentences
during translation process turns the target text into a domesticated one. This will
eventually disrupt the foreignness of the source text. The following selected examples
will make this deforming tendency clear:
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Example 1:

Fitzgerald:

In my younger and more vulnerable years my father gave me some advice that I’ve

been turning over in my mind ever since.

‘Whenever you feel like criticizing anyone,” he told me, ‘just remember that all the

people in this world haven’t had the advantages that you’ve had.” (p. 3)

Yiicel:
Toy ¢agimda bir 6giit vermisti babam, hala kiipedir kulagima.

“Ne zaman,” demisti, “birini tenkide davranacak olsan, hatirindan ¢ikarma, herkes

senin imkanlarinla gelmemistir diinyaya!” (p. 9)

Ofluoglu:

Daha geng, daha duygusal yillarimda babamin verdigi bir 68iidii o giin bugiindiir

diisiincelerimde evirip ¢eviririm.

“Birini kmamaya kalkistin m1 unutma, yeryliziinde herkes sendeki olanaklara

erisememistir,” demisti. (p. 7)

The abovementioned excerpt is the introductory sentences of The Great Gatshy. Nick
mentions about his father’s advice that he has been ‘turning over his mind’ ever since.
‘to turn something over in one’s mind’ means “to think carefully about all the details of
something” according to Macmillan English Dictionary for Advanced Learners
(Macmillan, p. 1548). Ofluoglu has adopted a source-oriented approach with her
translation ‘diisiincelerimde evirip ¢eviririm.” On the other hand, Yiicel has said
‘kiipedir kulagima’ which is a Turkish idiom meaning ‘being a lesson’. By finding an
equivalent to this expression, Yiicel has deformed the foreignness of the source-text and
this led to the destruction of expressions and idioms in his translation and this also

indicates that he favors domestication strategy.
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Example 2:

Fitzgerald:

‘Come on,” said Mr. Sloane to Tom, ‘we’re late. We’ve got to go.” And then to me:

‘Tell him we couldn’t wait, will you?’ (p. 66)

Yiicel:

“Gelsene, hadi,” dedi Mr. Sloane Tom’a, “ge¢ kaldik. Yolcu yolunda gerek.” Sonra

bana dondii: “Acelemiz var, bekleyemedik kendisini, sdyleyiverin, olur mu?” (p. 118)

Ofluoglu:

Mr. Sloane Tom’a seslendi, “Haydi gel, ge¢ kaldik. Gitmemiz gerek.” Sonra bana

dondii, “Bekleyemedigimizi, kendisine, sdyleyin, olur mu?” (p. 107)

‘Have/has got to’ is a grammatical structure used in the cases “when you should or must
do something” (Macmillan, p. 655). It signalizes a necessity. In the example, the
meaning of ‘we’ve got to go’ has completely been given by Ofluoglu translating it as
‘gitmemiz gerek’. Yiicel, however, has translated it as ‘yolcu yolunda gerek’ which is a
proverb meaning ‘someone who will set out on a journey should not lose time’.
Although the proverb has the same meaning with the expression ‘we’ve got to go’, this
deforms the source text according to Berman. In conclusion, the destruction of
expressions and idioms has been exercised in Yiicel’s translation and this example also

shows that Yiicel adopts domestication strategy.

Example 3:

Fitzgerald:

So naturally Michaelis tried to find out what had happened, but Wilson wouldn’t say a
word — instead he began to throw curious suspicious glances at his visitor and ask him
what he’d been doing at certain times on certain days. Just as the latter was getting
uneasy, some workmen came past the door bound for his restaurant, and Michaelis
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took the opportunity to get away, intending to come back later. But he didn’t. He
supposed he forgot to, that’s all. (p. 87)

Yiicel:

E, tabii Michaelis de ne olup bittigini sokmege kalkisti, ama agzindan laf alamadi,
iistelik Wilson misafirini tuhaf tuhaf, dyle iskilli igkilli siizmege filan giin nerdeydin,
falan saatte ne yapiyordun diye sigaya ¢ekmege basladi. Michaelis de pirelenir gibi
oldu; allahtan, o sirada 6nlerinden bir is¢i gegti, bakti, kahveye dogru gidiyor, firsat bu
firsat deyip kagti ordan. Sonradan bir daha yoklamakti ya niyeti, kismet olmadi.

AKhindan ¢ikmus olacak herhalde. (p. 153)

Ofluoglu:

Michaelis, tabii, neler olup bittigini anlamaya calismis ama Wilson tek soz
soylememisti. Tam aksine, konuguna merakla, siipheyle bakmaya baglamis ve belirli
giinlerde, belirli saatlerde neler yaptigina dair sorular sormustu. Michaelis’in cani
sikilmaya baslarken, kahvesine bir kag is¢i girmis, Michaelis de bunu bahane bilip
ayrilmigti. Tekrar donecekti. Ama donmemisti. Unutmustu anlasilan... (p. 139)

In the abstract above, ‘not to say a word’, ‘to get uneasy’ and ‘to forget’ are common
expressions used in English. Ofluoglu has translated these expressions as ‘tek soz
sOylememek’, ‘cani sikilmaya baglamak’ and ‘unutmak’ respectively. It can be said that
Ofluoglu has made a source-oriented translation and tried to make a minimum change in
the original. Nevertheless, Yiicel has found an equivalent idiom for each expression
above. He has used the idiom ‘agzindan laf alamamak’ in return for ‘not to say a word’,
‘pirelenmek’ instead of ‘to get uneasy’ and finally ‘aklindan ¢ikmak’ in the place of ‘to
forget’. According to TDK ‘agzindan laf almak’ is an idiom inferring “karsisindakini
konusturarak birtakim seyleri 6grenmek™ that is in English ‘to learn something through
making somebody talk’. The other expression is ‘pirelenmek’ which comes to mean

“iskillenmek, huylanmak, kuskulanmak” (www.tdk.gov.tr); that is in English ‘to

become suspicious, uneasy and upset.” The last one is the verb ‘forget’. Yiicel has used

the idiom ‘aklindan ¢ikmak’ in return for it. The idiom stands for the verb “unutmak”
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(www.tdk.gov.tr). As seen explicitly, Yiicel has given the core meaning of the

expressions but he has preferred to use idioms. Although there is equivalency between
the expressions and idioms, the text has lost its foreignness. Consequently, it can be
asserted that the destruction of expressions and idioms takes place in Yiicel’s translation

in this example and also domestication strategy is adopted by him.

Example 4:

Fitzgerald:
When he saw us Tom jumped up and took half a dozen steps in our direction.

‘Where’ve you been?’ he demanded eagerly. ‘Daisy’s furious because you haven’t

called up.’
“This is Mr. Gatsby, Mr. Buchanan.’

They shook hands briefly, and a strained, unfamiliar look of embarrassment came over

Gatsby’s face.

‘How’ve you been, anyhow?’ demanded Tom of me. ‘How’d you happen to come up

this far to eat?’
‘I’ve been having lunch with Mr. Gatsby.’

| turned towards Mr. Gatsby, but he was no longer there. (p. 48)

Yiicel:
Tom bizi goriince, yerinden firladi, yiiriidii bize dogru.

“Kayiplara karigtin yahu!” diye sitem etti. “Bize ugramadin diye Daisy ifrit kesildi

sana.”
“Tanistirayim size: Mr. Gatsby, Mr. Buchanan.”

Kisaca el sikistilar; Gatsby’nin yiizlinde bir sikkinlik belirdi, kaslarmi catt1 dyle, bir
tuhaf.
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“E, nasilsin, bakalim?” diye sordu Tom. “Hangi riizgar att1 seni buralara?”
“Mr. Gatsby ile birlikte geldik de.”

Mr. Gatsby’ye dondiim. Aa, yok adam ortada! (p. 85)

Ofluoglu:

Tom Buchanan bizi goriir géormez, hemen bize dogru yiirlimege basladi.

Dostca, “Nerelerdeydin sen?” diye sordu. “Hi¢ aramadin diye Daisy ¢ok kizd1.”
“Seni Mr. Gatsby ile tanigtirayim. Mr. Buchanan.”

Kisa bir el sikistan sonra, Gatsby’nin yiiziinde, daha dnce gérmedigim sikintili, ezik bir

ifade belirdi.

Tom bana donerek, “Peki, nasilsin, neler yapiyorsun?” dedi. “Nasil oldu da, ta

buralara yemege geldin?”
“Mr. Gatsby ile yemek yiyorduk.”

Gatsby’e dondiim, ama gitmisti. (p. 77)

‘Furious’ is being “extremely angry” (Macmillan, p. 576). While Ofluoglu has rendered
it as ‘cok kizmak’, Yiicel has preferred to use the idiom ‘ifrit kesilmek’. Although ‘ifrit
kesilmek’ meaning “gok dfkelenmek, ¢ok kizmak™ according to TDK (www.tdk.gov.tr),

has the same connotation with ‘furious’, changing an adjective to an idiom and finding
an equivalent for it in the target culture give harm to the source text. Moreover, the
sentence in the source text “how’d you happen to come up this far to eat?” is translated
into Turkish by Ofluoglu as “Nasil oldu da, ta buralara yemege geldin?” which
demonstrates that she is faithful to the original text. On the other hand, Yiicel has used
the sentence “Hangi riizgar att1 seni buralara?” (TDK: bir yere uzun siire ugramamisken
beklenmedik bir zamanda gelenlere sitem yollu sdylenen bir s6z) which is semantically

close to the source text but as it is a Turkish proverb, it deforms the foreignness of the
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original text. Therefore, this indicates the existence of the destruction of expressions

and idioms along with domestication in Yiicel’s work.

Example 5:

Fitzgerald:

‘And if you think I didn’t have my share of suffering — look here, when | went to
give up that flat and saw that damn box of dog biscuits sitting there on the sideboard, |

sat down and cried like a baby. By God, it was awful — (p. 114)

Yiicel:

“Benim diigiin bayram ettigimi samyorsun galiba, sen gine dyle bil ama, apartiman
dairesine teslime gittiydim, komodinin istinde o dinine yandigimin kopek
biskiiitlerini gdrmez miyim, ¢oktiim oraciga, bebeler gibi hiingiir hiingilir agladim. Ben

bilirim ne ¢ektigimi!” (p. 157)

Ofluoglu:

“Ya ben ac1 cekmedim mi saniyorsun — bana bak, a apartmani bosaltmaya gittigim
vakit, biifenin iistinde o kahrolasi1 kopek mamalarini goriir gormez oturdum, ¢ocuklar

gibi bagira bagira agladim. Aman Tanrim, ne korkungtu...” (p. 198)

The utterances above belong to Tom Buchanan who has lost his mistress in an accident.
It is explicit that he moves on his life as if nothing has happened and nobody has died.
In these sentences, he advocates that he has suffered a lot as well contrary to what is
believed. The sentence “and if you think I didn’t have my share of suffering” is
translated into Turkish by Ofluoglu as “ya ben aci ¢ekmedim mi saniyorsun” and by
Yiicel as “benim diiglin bayram ettigimi saniyorsun galiba”. Ofluoglu seems to be closer
to the source-oriented approach in this example while Yiicel has used an idiom in return
for it. ‘diiglin bayram etmek’ is “cok sevinmek, ¢ok seving duymak™ according to TDK

(www.tdk.gov.tr). In this sentence, Yiicel asserts as well that Tom is not very happy but

he conveys this message via an idiom. On the other side, there is another word ‘damn’

which is “used for emphasizing what you are saying, especially when you are annoyed
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about something” (Macmillan, p. 347). Ofluoglu has translated is as ‘kahrolasi’ while
Yiicel has given a place to an idiom in his translation: ‘dinine yandigim’ which is “6fke,

kizginlik vb. duygular1 belirtmek i¢in kullanilan bir ilenme s6zi” (www.tdk.gov.tr).

Although Yiicel has given the same meaning by using an equivalent idiom, it anyway
destructs the foreignness of the word and for this reason; it can be asserted that as a
consequence of domestication strategy, the destruction of expressions and idioms is

exercised in Yiicel’s translation.
1.12. The Effacement of Superimposition of Languages

There may be different forms of language in a source text and if the traces of these
forms are wiped out during a translation process, the originality and thus the foreignness
of the text will be damaged. When the differences between the languages are
annihilated, the uniqueness and authenticity of the source text are lost. The excerpts
below will highlight this deforming tendency better:

Example 1:

Fitzgerald:

“’Gradulate me,” she muttered. ‘Never had a drink before, but oh how I do enjoy it.’
‘What’s the matter Daisy?’

I was scared, I can tell you; I’d never seen a girl like that before.

‘Here, deares’.” She groped around in a waste-basket she had with her on the bed and
pulled out the string of pearls. ‘Take ‘em downstairs and give ‘em back to whoever
they belong to. Tell ‘em all Daisy’s change’ her mine. Say: “Daisy’s change’ her
mine!” ’ (p. 49)

Yiicel:

“T-t-tebrik etsene beni,” diye pepeledi. “ilk bugiin dokundurdum agzima. Ooo, ne

giizel seymis meger igki.”

“Nen var, Daisy, ne oldu?”



http://www.tdk.gov.tr/

101

Aklim basimdan gitti. Tk defa gériiyorum bdyle sey, kolay degil.

“Gel, canimni¢i,” diye ¢agirdi beni. Yataginin icine aldigir kagit sepetini taraklayip
icinden inci gerdanligi ¢ikardi. “Al bunu gotiir asagi, sa’bi kimse, ver ona! Séle, de Ki

onlara: Daisy caydi bu isten. Caydi de, caydi bu isten!” (p. 88)

Ofluoglu:

“Beni kutla” diye murildandi. “Daha 6nce hi¢ igmemistim, ama ne hosuma gitti

bilsen!”
“Neyin var Daisy?”
Inanm, korkmustum; bir kiz1 bu durumda hi¢ gérmemistim.

“Aliniz, sevgililer.” Bir eliyle, yatagin istiinde duran ¢op kutusunu arandi, sonra
boynundaki bir dizi inciyi ¢ekip cikardi. “Alin sunlarr asagiya goétiirlin, kiminse ona
verin. Soyleyin herkese, ‘Daisy kararmmdan dondii.” Soyleyin, ‘Daisy, kararmdan
dondii.” ” (p. 79)

This is a memory of Jordan Baker about Daisy’s wedding. Daisy gets drunk on her
wedding day because she has received a letter most probably coming from Gatsby. So
this is a speech of a sad and drunk girl. In order to give the feeling of such misery, and
to put an emphasis on her drunkenness, Fitzgerald omits some letters. He writes how

299 (134 2 (13 299 13

Daisy talks such as “’Gradulate me”, “Deares’”, “’em”, “change’”, “mine” instead of
“congratulate me”, “dearest”, “them”, “changed”, “mind” respectively. Although Yiicel
tries to give the feeling to a certain extent through “t-t-tebrik etsene beni, “sa’bi” and
“sole”, he fails to be completely successful. Likewise, Ofluoglu has effaced the different
language use of Daisy’s because of her drunkenness and so she hasn’t succeeded in
transferring the gloomy atmosphere of the novel to the reader in her translation. In
conclusion, the deforming tendency the effacement of superimpositions of languages

has been detected in both target texts.
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Example 2:

Fitzgerald:

‘The bles-sed pre-cious! Did mother get powder on your old yellowy hair? Stand up
now, and say — How-de-do.’ (p. 74)

Yiicel:

“Cicim benim! Annen senin sirmacik saglarin1 mi1 pudraladi yoksa? Kalk da hadi, ‘hos

geldiniz’ de beylere!” (p. 132)

Ofluoglu:

“Cici, seker, biricik bebek! Annecigin, giizelim sar1 saclarina pudra m1 buladi? Haydi

kalk simdi ve nasilsimz? de.” (p. 119)

In this part, Daisy introduces her little daughter to the guests. She talks like a child. She
uses the phrase ‘how-de-do’ which is an eye dialect of ‘how do you do’. Eye dialect is
“(The use of) nonstandard respelling (sometimes for comic effect) to represent dialectal
or colloquial pronunciation (as Aw knaow for standard | know), or standard
pronunciation not predictable from regular orthography (as enuff for standard enough)”

according to Oxford Dictionaries (www.oxforddictionaries.com). Yiicel and Ofluoglu

translated it as ‘hosgeldiniz’ and ‘nasilsiniz’ respectively. So, both translators have
failed to give the same ““childish” impression of Daisy in their translations and this has
caused the effacement of superimpositions of languages to take place in both target

texts.

Example 3:

Fitzgerald:
‘What happened? — that’s what [ want to know.’

‘Auto hit her. Ins’antly killed.’
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‘Instantly killed,” repeated Tom, staring.

‘She ran out ina road. Son-of-a-bitch didn’t even stopus car.’
‘There was two cars,’ said Michaelis, ‘one comin’, one goin’, see?’
‘Going where?’ asked the policeman keenly.

‘One goin’ each way. Well, she’ — his hand rose towards the blankets but stopped
halfway and fell to his side — she ran out there an’ the one comin’ from N’York knock
right into her, goin’ thirty or forty miles an hour.

‘See the accident?’ asked the policeman.

‘No, but the car passed me down the road, going faster’n forty. Going fifty, sixty.’

(p. 89)

Yiicel:

“Ne oldu? Onu 6grenmek istiyorum.”

“Araba carpti. Birden oldii.”

“Birden 6ldi,” diye tekrarladi Tom, gozlerini dikmis Oyle.
“Yolun ortasina kosuvermis. Orospu ¢ocugu durmamus bile.”
“iki araba vard1,” dedi Michaelis, “biri geliyor, biri gidiyordu.”
“Nereye gidiyordu?” diye soruyu dayadi polis.

“Canim gidiyor dediysem, biri bir taraftan, biri bir taraftan. O sira iste...” Eli,
battaniyelerin oraya dogru kalkti, durdu, ama yar1 yerde, yanma diistii... “Yolun
ortasina kostu o; New York’dan gelen araba da bindirdi kadincagiza, saatte en asagi

bir otuz, kirk mil gidiyordu.”
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“kazay1 gordiin mii sen?”” diye sordu polis.

“Gormedim, ama daha asagida yanimdan gegcti araba, kirk filan degil, dyle elli altms

mille gidiyordu.” (p. 156)

Ofluoglu:

“Ne oldu? — bunu bilmek istiyordum.”

“Otomobil ¢arpti. Aninda 61dii.”

Tom dik dik bakarak, “Aninda 61dd,” dedi.

“Yola kogsmus. Arabay1 durdurmamis bile, orospunun pici.”
Michaelis, “Iki araba vardi.” Dedi. “Biri geliyor, &biirii gidiyordu.”
Polis merakla, ciddiyetle, “Nereye gidiyordu?” diye sordu.

“Her biri aksi yonde gidiyordu. Sonra, kadin-“ eli kalkti, battaniye yiginina
dogrulurken, yarit yolda kaldi, gene yanina sarkti, “ — disariya kostu, New York
yoniinden gelen araba gelip ona c¢arpti. Saatte seksen, doksan kilometre hizla

gidiyordu.”

Polis, “Kazay1 gordiin mii?” dedi.

“Hayir, ama yolun alt tarafinda araba benim yanimdan gecti, sekseni gecmisti hizi,

belki doksan vardi.” (p. 142)

After the accident in which Mrs. Wilson has died, Tom and a police officer talk to the

people in order to get the details of it. This part is full of the examples on colloquial
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language usage in a literary work. These are; “ins’antly”, “ina”, “stopus”, “there was”,

“comin’”, “goin’”, “N’York”, “knock” and ‘“faster’n forty” which have been used

2 (15 2 (13 2 (13

instead of such words as “instantly”, “in a”, “stop”,

2 (13 2 (13

there were”, “coming”, “going”,

“New York”, “knocked” and “faster than forty” respectively. These are translated into
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Turkish regardless of the apostrophes (‘). Moreover, it is remarkable that there is no
difference between ‘ins’antly’ and ‘instantly’ or between “goin’” and “going” in the
translations. The excitement of the eyewitness because of the accident is lost in the
translations. Both Yiicel and Ofluoglu disregard the nuance and erase the differences
while translating. All in all, this sets an example to the deforming tendency the
effacement of superimpositions of languages in both translations.

Example 4:

Fitzgerald:

‘Absolutely real — have pages and everything. I thought they’d be a nice durable
cardboard. Matter of fact, they’re absolutely real. Pages and — Here! Lemme show
you.’ (p. 30)

Yiicel:

“Vallaha sahici-- sayfas1 mayfasi, hepsi tamam ha! Ilkin iyi cins mukavvadan yapilmis

sandim. Ise bak, yahu, hepsi sahici, sayfasi mayfasi!... Gelin, gelin! Gostereyim.”

(p. 54)

Ofluoglu:

“Ger¢cek mi gercek. Sayfalari var, her seyi tamam. Ben kartondan kitap taklidi
sanmigtim. Oysa gergekten gercek. Sayfalari var. Bakin! Gostereyim.” (p. 49)

In The Great Gatsby, at a party, one of the guests, named Owl Eyes, finds out Gatsby’s
fantastic and Gothic library full of real books. He is shocked at first because in those
days people try to appear more sophisticated and wealthy with huge libraries but they
create one made of ‘cardboards’. But it is not the case with Gatsby. It is completely real.
The importance of this excerpt is that it contains spoken language. Although The Great
Gatsby is a literary work full of figures of speech, it sometimes uses colloguial language
in order to make the characters more vivid. ‘Lemme’ is a short form of ‘Let me’. It is

used in spoken language. However, the translators disregard the colloquial language and
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translate it as ‘gdstereyim’. There is no difference between a literary or colloquial
language in this example. By doing so, both translators are understood to exercise the

deforming tendency the effacement of superimpositions of languages in their works.

Example 5:

Fitzgerald:

‘Wha’s matter?’ he enquired calmly. ‘Did we run outa gas?’

‘At first I din’ notice we’d stopped.’

A pause. Then, taking a long breath and straightening his shoulders, he remarked in a

determined voice: “Wonder’ff tell me where there’s a gas’line station?’ (p. 36)

Yiicel:

“Ne oldu, ne var?” diye sakin sakin sordu. “Benzin mi bitti yoksa?”

“lIkin durdugumuzun farkina varamadim,” dedi.

Sustu. Sonra derin bir nefes aldi, omuzlarim arkaya atip soyle bir dikildi, kararli bir

sesle sordu:

“Yakinda bir benzinci var mi1 burda?” (p. 65)

Ofluoglu:

Sogukkanlilikla, “Ne oluyor?” diye sordu. “Benzin mi bitti?”

“Once durdugumuzu farketmedim.”
Sustu. Sonra derin bir nefes aldi, omuzlarini dogrulttu, kararli bir sesle sordu,

“Acaba buralarda bir benzin istasyonu var mi?” (p. 59)
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Fitzgerald has a distinctive writing style in which he combines colloquial and formal
English skillfully. In dialogue parts, he mostly prefers to use colloquial language while
in description parts he uses literary language. On the one hand, he makes the characters
lively and real through natural dialogues, on the other hand, he reminds the reader that
they are reading a literary text through his use of figures of speech. In order to reflect
his style to translations, the translators should follow the same strategy as he does.
There are a few examples for colloquial language usages in this excerpt. “Wha’s” is
used in return for “What’s”, “outa” for “out of”, “din’” for “didn’t”, “wonder’ff”’ for “I
wonder if you” and “gas’line” for “gasoline”. In this example, the character is drunk, he
Is even unaware of having an accident and thinks that the car has been run out of gas.
His drunkenness is revealed not only through his absurd questions but also his words
with missing letters. Both Yiicel and Ofluoglu have erased the differences and translated
them as if there were not any missing letters and they were not spoken language usages.
Thus the signs of drunkenness of the character have been lost through translation. This
demonstrates that the effacement of superimpositions of languages has been applied as a

deforming tendency by both translators in this excerpt.
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CONCLUSION

This study has aimed at comparing the two Turkish translations of The Great Gatsby by
F. Scott Fitzgerald in terms of Antoine Berman’s Negative Analytic and accordingly
analyzing the choices of the translators regarding Lawrence Venuti’s domestication and
foreignization strategies used during the translation process. Can Yiicel and Filiz
Ofluoglu are the translators whose works have been under study for this purpose. In
order to seek answers for the research questions stated in this study, the translations
have been analyzed comparatively in accordance with the twelve deforming tendencies
suggested by Berman and five examples have been given to each of them. As for the

deforming tendencies, the findings can be summarized as follows:

The first deforming tendency is rationalization. It has been encountered in both of the
translations frequently because of the different language structures of Turkish and
English. These two languages are distinctive because of their peculiar orthographic and
punctuation rules. Therefore, it is inevitable to observe the features of rationalization in

each translation.

The second tendency is clarification which means to make the text clearer. It is evident
that Yiicel has used this tendency in his translation more often. For example, he
translates “the name” (Fitzgerald, p. 38) as “Jordan Baker” (Yiicel, p. 68). Through
disambiguation, he has created a clearer and more understandable text for the target
reader and this proves that he has followed a target-oriented approach while translating.
On the other hand, throughout Ofluoglu’s translation, clarification is rarely

encountered.

Expansion is the third tendency. It is the result of rationalization, clarification or
addition to the target text. Whereas both of the translators have adopted this tendency, it
is obvious that Yiicel has used expansion in his translation more often than Ofluoglu.
This stems from the fact that Yiicel has followed an appropriating and adaptation
strategy which makes the source text close to the target one. He has added some words

and even sentences to make the original text clear and familiar to the target reader.

The fourth one is ennoblement and popularization. While ennoblement is to make the

text more poetic, the latter one is to make it more colloquial. There are few examples in
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Ofluoglu’s translation to this tendency. However, it can be asserted that, in almost every
sentence of Yiicel’s translation, there is popularization as a deforming tendency. He
frequently uses colloquial language such as “balonlamak™ (p. 16), “babacanca bir saplak
atmak™ (p. 33) and “bakin hele... pek cici sey dogrusu” (p. 36). Since Yiicel is a
poet/translator, it is not surprising that there are also instances to ennoblement. For
example, “eyyamu bahur” (p. 133) and “sevdanin canevi” (p. 170) are poetic
expressions. He sometimes uses in a poetic and elevated style while frequently prefers
to use colloquial language and even slang. He professionally combines the two in his
work. On the one hand he offers that the reader is reading a literary work through
ennoblement, on the other hand he makes the reader feel at home even reading a foreign
work through popularization. This can only be achieved by means of the domestication

strategy that he has followed.

Another tendency is qualitative impoverishment which means the words lose their
iconic features after the translation process. There are a lot of examples to this tendency
in both of the translations since it is almost impossible to transfer a word with its
sonorous richness to another language. For example, “sheer linen, thick silk, fine
flannel” (Fitzgerald, p. 59) are the words chosen by Fitzgerald to describe Gatsby’s
shirts. It is clear that the phonetic effect is lost through translation as “saf keten, agir
ipek, cins fanila” (Yicel, p. 105) and “ince keten, kalin ipek, incecik tiiylii kumas”
(Ofluoglu, p. 95). Therefore, it is evident that it is quite difficult to get the same effect

between the languages coming from different linguistic family.

The sixth tendency is quantitative impoverishment connoting lexical loss in translation.
There have been found only a few examples in Ofluoglu’s text while there are great
number of them in Yicel’s translation, for instance, while “drugstore” and “clerk at a
hotel” have been translated into Turkish as “eczane” (p. 112) and “otel gorevlisi” (p.
128) by Ofluoglu, Yiicel has preferred to use “aktar” (p. 124) and “katip” (p. 141),
respectively. It is observed that Ofluoglu has mostly tried to transfer the words without
deforming their foreignness, which indicates that she has adopted a source-oriented
approach. On the other hand, Yiicel has chosen to domesticate the words in order to

make the source text closer to the target reader.
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The destruction of rhythms is the seventh tendency discussed in this thesis. Although
this tendency has been encountered in both of the translations, it is apparent that Yiicel
has applied to it more often than Ofluoglu. Yiicel has sometimes sacrificed rhythm and
meaning to make the source text close to the target reader. This breaks the rhythmic
flow and thus the fluency of the work and consequently damages the foreignness of the

source text.

The eight one is the destruction of underlying networks of signification which means to
be unable to give the underlying meaning of the text. Although there are some examples
in Ofluoglu’s translation, actually it is Yiicel who causes this tendency to occur in his
translation more frequently. For example, he translates “yellow cocktail music” as
“gaml1 bir kokteyl havas1” (p. 49). By omitting the color ‘yellow’, Yiicel is unable to
reflect yellow/gold theme of the novel. He disregards the network of the words creating
a sub-message for the readers and accordingly he fails to convey the main theme of the

text, which in the end destructs the source text’s foreignness.

Another tendency is the destruction of linguistic patternings which occurs when the
systems in a text are destroyed while being translated into another language. It is
observed that in both translations, the source text has been destroyed. Linguistic
homogeneity and semantic coherence have not been conveyed in target texts. Not only
Yiicel but also Ofluoglu have led to this deforming tendency many times in their

translations.

The tenth tendency is the destruction of vernacular networks or their exoticization
which is related to vernaculars, slangs, accents and special languages used in a text.
There are a few examples in The Great Gatsby to this deforming tendency in both
translations. Both Yiicel and Ofluoglu have sometimes destructed the language
structures and have sometimes chosen to domesticate it. For example, Ofluoglu and
Yiicel translate “gonnection” as “is iliskisi” (p. 74) and “is ortakhig1” (p. 82)
respectively. It is obvious that the misspelling of Mr. Wolfsheim is lost through
translation. Hence, the source language has been destructed and the source text has lost
its foreignness.
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Destruction of expressions and idioms is another tendency encountered in Yiicel’s work
mostly. It is to find equivalent expressions in target culture instead of the original
expressions. Ofluoglu has tried to translate the expressions, idioms or proverbs within
their cultural formation. However, Yiicel has always found a Turkish equivalent to such
expressions which causes the source text to be domesticated. This is a serious damage to
the foreignness of the source text. The setting and the cues should be consistent because
it may sound crazy that someone from America is using an expression peculiar to
Turkish such as “kafir” (Yiicel, p. 24), “saltanat” (p. 87), “cingene cergisi” (p. 146),
“cenabet” (p. 153), “hiinkar ¢adir1” (p. 164), “topragi bol olmak” (p. 190) and “hamam”
(p. 192).

The last tendency is the effacement of superimposition of languages which is related to
erasing different forms of languages. There are some examples to abbreviations or to
colloquial languages in the novel. In the translations there is no difference between
“them” and “’em” (Fitzgerald, p. 49), or between ‘faster than forty” and “faster’n forty”
(Fitzgerald, p. 89). Yiicel and Ofluoglu have chosen to ignore the differences and
translated them all the same and thus the nuance is lost. Therefore, it can be said that

annihilation even a word in a text damages its foreignness.

Following the detailed analysis in the light of Antoine Berman’s Negative Analytic, the

research questions stated at the beginning of the study will be answered below:

1. Which deforming tendencies have been detected in the translations? What is the

most prevalent deforming tendency?

In the light of the textual analysis, all the twelve deforming tendencies have been
detected more or less in both Yiicel’s and Ofluoglu’s translations. However, in Yiicel’s
work there are a number of tendencies while there are only a few in Ofluoglu’s work.
To be more precise about the subject, frequencies of deformations observed in 120

examples given in the case study are as follows:

Twelve Deforming Yiicel: Ofluoglu:
Tendencies

Rationalization 5 5
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Clarification 5 -
Expansion 4 1
Ennoblement and 5 -

Popularization

Quialitative 4 5
Impoverishment

Quantitative 4 2
Impoverishment

The Destruction of 5 3
Rhythms

The Destruction of 5 2
Underlying Networks of

Signification

The Destruction of 4 4

Linguistic Patternings

The Destruction of 5 5
Vernacular Networks
and their Exoticization

The Destruction of 5 -
Expressions and Idioms

The Effacement of 5 5
Superimposition of
Languages

The preceding table shows the frequency of the deforming tendencies used by the
translators. The most prevalent tendencies applied by both translators are
rationalization, qualitative impoverishment, the destruction of linguistic patternings, the
destruction of vernacular networks and their exoticization and the effacement of
superimposition of languages. Moreover, the destruction of linguistic patterning is seen
to be used as a deforming tendency at an equal rate by the two translators. On the other
hand, clarification, expansion, ennoblement and popularization, quantitative

impoverishment, the destruction of rhythms, the destruction of underlying networks of
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signification and the destruction of expressions and idioms are the tendencies which are
more frequently used by Can Yiicel. In any case, Yiicel has certainly used these
deforming tendencies more often than Filiz Ofluoglu. It is related to Yiicel’s translation
strategy. He is often said to be a ‘rewriter’ rather than a ‘translator’. He adapts the
source text into Turkish culture; therefore, it is inevitable to observe these deforming
tendencies frequently in his work. When the target-oriented translation strategy that he
has followed is combined with his poetic talent, it is natural to create a work which
leaves its original features behind and adapts itself to a new cultural and linguistic

system resulting in a great many deforming tendencies.

2. What is the main translation strategy of the translators: domestication or

foreignization?

It has been observed that the translators have adopted different strategies during
translation process. While Yiicel has followed a target-oriented translation approach
which necessitates using domestication strategy, Ofluoglu has preferred to make a
source-oriented translation which requires foreignization strategy to be followed. Yiicel
makes the text closer to the target reader as much as possible through culture-specific
language use. On the other hand, Ofluoglu has preserved source text’s foreignness to a

great extent through making a faithful translation.

Yiicel uses domestication strategy in order to make the text familiar to the target reader.
He frequently uses specific words peculiar to Turkish culture. He translates “the king’s
daughter, the golden girl” (Fitzgerald, p. 76) as “padisahin kizi, o altin sultan” (p. 135)
while Ofluoglu translates as “bir kralin altin kiz1” (p. 122). ‘Padisah’ and ‘sultan’ are
culture-specific terms which indicate Yiicel’s preference about the domestication
strategy. On the other hand, Yiicel frequently gets benefit from the Turkish proverbs
and idioms like “yolcu yolunda gerek” (p. 118) and “Hangi riizgar att1 seni buralara?”
(p.85) in return for “we’ve got to go” (Fitzgerald, p. 66) and “How’d you happen to
come up this far to eat?” (Fitzgerald, p. 48) while Ofluoglu translates them as
“gitmemiz gerek” (p. 107) and “Nasil oldu da ta buralara yemege geldin?” (p. 77)
respectively. Yiicel finds a Turkish proverb or idiom in the place of the original ones.
Through this strategy, the foreignness of the source text is completely lost. Moreover,

Yiicel frequently refers to the religious items such as “Allah rahatlik versin” (p. 63) in
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return for “good night” (p. 35); “ahret ¢anlar1” (p. 71) for “church bells” (p. 39) and
“0glen vakti, bir kiyamet” (p. 80) for “roaring noon” (p. 44). On the other side,
Ofluoglu uses “iyi geceler” (p. 57), “kilise ¢anlar1” (p. 64) and “patirtili bir 6gle vakti”
(p. 72), respectively. It is clear that Ofluoglu makes a faithful translation while Yiicel
changes the meaning of the expressions with religious ones peculiar to Islam, which
proves that he follows a target-oriented approach. Although he makes the source text

familiar to the target reader, he deforms the foreignness of the original work.

Moreover, the specific features of The Jazz Age are quite visible in The Great Gatsby.
Characters reflect the ostentatious atmosphere of the period through their garish clothes,
big houses, expensive cars and extravagant parties. The language used by the characters
also indicates the period’s peculiarity. While the rich upper class people are careful
about using proper English, low class people mostly have poor English and often use
slang and colloquial language. All these features should be reflected in the translations;
however, it is Ofluoglu who preserves such peculiarities to a great extent in her
translation through foreignization strategy and conveys the materialistic values of the
period to the reader successfully. On the other hand, although Yiicel uses some specific
words such as “kirepddsin” (p. 34) or “highball” (p.188) in his translation in order to
reflect the gaudiness of the period, through his domestication strategy, he has failed to

convey the themes of wealth and vanity properly.

3. Does the strategy affect the frequency or type of the deforming tendencies? To
what extent has the foreignness of the source text been preserved in the target

texts?

It is clear that Can Yiicel and Filiz Ofluoglu have used different strategies during
translation process. The strategies that they have followed are interconnected in that
some deforming tendencies are closely linked with the domestication strategy. For
example, the destruction of expressions and idioms, popularization, quantitative
impoverishment and the destruction of underlying networks of signification are four of
them. Since these tendencies may contain some cultural elements, the more the number
of these deforming tendencies are, the more domesticated the text will be. As for the
translators, in accordance with the strategies that they use, the type of deforming

tendencies differs in their translations. To be more precise, Can Yiicel adopts
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domestication strategy and accordingly he changes the original idioms, proverbs or
expressions with the Turkish ones and this led to destruction of expressions and idioms
as a deforming tendency in his translation. For example, he uses “kiipedir kulagima” (p.
7) in return for “turning over in my mind” (Fitzgerald, p. 3); “dinine yandigimimn” (p.
157) for “damn” (Fitzgerald, p. 114) and “diigiin bayram etmek” (p. 157) for “not
having one’s share of suffering” (Fitzgerald, p. 114) while Ofluoglu translates them as
“duistincelerimde evirip ¢evirmek™ (p. 7), “kahrolas1” (p. 180) and “ac1 gekmemek” (p.
180), respectively. As seen in these examples, Yiicel wants to make the target reader
familiar with the source text and he moves the source text to the target reader through
such changes while Ofluoglu stays close to the target text and moves the reader towards
it. In accordance with the strategy that he has adopted, Yiicel frequently changes the
original expressions and uses culture-specific vocabulary, colloquial language and slang
to get the reader inside of the story. All of such interventions to the source text cause
more deforming tendencies to take place in his translation. At this point, the strategy

determines the type and the frequency of the deforming tendencies.

Consequently, the foreignness of The Great Gatsby could not be preserved by Can
Yiicel while it has been preserved by Ofluoglu to a great extent. It can be said that
Ofluoglu has adopted the idea of closeness to the original writing and accordingly she
has adhered to the universe of discourse of the source culture rather than that of the
target culture. She has accomplished considerably the objectives of a ‘faithful
translation’. On the other hand, it has been observed that Yiicel has used expressive
language with a culture-specific vocabulary. He has paid no attention of the original
style and reflected his own style to the translation. For the sake of creating natural
utterances, his language use has shifted from colloquial to slang which distorts author’s
tone. However, it is crucial to indicate that in spite of all the stylistic changes he has
made, he has given the core meaning of the source text. Since translation can be
accepted as a rewriting, it is natural that Yiicel has reflected his ideology to the
translation. All in all, as F. Schleiermacher stated, Yiicel “leaves the reader in peace as
much as possible and moves the writer toward him” (2012, p. 49) while Ofluoglu does
vice versa in her translation. It can be said that the frequency and type of the deforming
tendencies in Can Yicel’s translation and his domestication strategy has led his

translation fail to ensure the foreignness of the novel. On the other hand, Ofluoglu
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achieved to protect the source text’s foreignness to a certain extent by means of

following a foreignization strategy and making a faithful translation.
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