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Thesis Abstract
Fatma Idin, “Translation of Heteroglossia: The Case of Turkish Translations

of Heteroglot Novels by Black British Writers”

The aim of the present study is to explore how heteroglossia is treated in Turkish
translations of novels. Mikhail Bakhtin’s theoretical views on heteroglossia are
employed in order to carry out stylistic analyses of novels by five Black British
women writers: Brick Lane by Monica Ali, Small Island by Andrea Levy, The
Ventriloquist’s Tale by Pauline Melville, Trumpet by Jackie Kay and White Teeth by
Zadie Smith. After a discussion of the discourse on heteroglossia within the scope of
Translation Studies, the Turkish translations of the novels, which are Brick Lane
(2004), Kiiciik Ada (2006), Karmindan Konusanin Oykiisii (2000), Trompet (2000)
and Inci Gibi Digler (2001) are analyzed within a descriptive and target-oriented
framework. It is observed that different strategies are used by the individual
translators and that choices have been made in an inconsistent way. Specifically, the
translators tend to adopt hybrid translation and oscillate between the strategies of
domestication and foreignization. It is argued that, however challenging it is to
translate heteroglossia, it is still possible to foreground traces of the linguistic and
cultural specificity of heteroglot novels. On the basis of the findings of this study
with respect to the target context, it is concluded that these texts and their translations
are likely to make the reader aware of the diversity of voices. Furthermore, it is
emphasized that these translations tend to destabilize the expectation of fluent
translations and contribute to the achivement of cultural identity through

heteroglossia.
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Thesis Abstract
Fatma Idin, * ‘Heteroglossia’ Cevirisi: Britanyal1 Siyahi ve Asyal1 Britanyali
Yazarlara Ait Heteroglot Romanlarmn Tiirkce Cevirileri Uzerine
Ornek-Olay Incelemesi”

Bu tezin amaci romanda “heteroglossia” nin nasil ele alindigini incelemektir. Mikhail
Bakhtin’in heteroglossia iizerine kuramsal diisiincelerinden yararlanilarak Monica
Ali’den Brick Lane, Andrea Levy’den Small Island, Pauline Melville’den The
Ventriloquist’s Tale, Jackie Key’den Trumpet ve Zadie Smith’ten White Teeth adli
romanlarin bicemsel incelemesi yapilmaktadir. Heteroglossia, ¢eviribilim
kapsaminda tartigildiktan sonra romanlarm Tiirkce cevirileri [Brick Lane (2004),
Kiiciik Ada, Karnindan Konusanin Oykiisii (2000), Trompet (2000), Inci Gibi Disler
(2001)] betimleyici ve erek odakli bir yaklasimla incelenmektedir. Incelemenin
sonucunda cevirmenlerin farkls stratejiler izledikleri ve yaptiklari se¢cimlerde tutarh
davranmadiklari, “yerlilestirme” ve “yabancilastirma” stratejileri arasinda gidip
gelen melez bir ¢eviri anlayisini benimsedikleri gézlenmektedir. Heteroglossia
cevirisi ne kadar gii¢ olursa olsun, heteroglot romanlara 6zgii dilsel ve kiiltiirel
ozellikleri belirgin kilmanin miimkiin oldugu savunulmaktadir. incelemenin
sonuclar1 erek odak baglaminda degerlendirildiginde bu tiir metinlerin ve
cevirilerinin okuyucuyu farkli seslerden haberdar kildig1 sonucuna varilmaktadir.
Ayrica, bu cevirilerin akici ¢eviri beklentisini sarstig1 ve heteroglossia yoluyla

kiiltiirel kimligin ingaasina katkida bulundugu vurgulanmaktadir.

v



ACKNOWLEDGEMENTS

First of all, I would like to thank my thesis advisor Assistant Professor Jonathan
Maurice Ross for his invaluable comments, suggestions and guidance. I also wish to
thank Associate Professor Alev Bulut, Assistant Professor Martin Cyr Hicks,
Assistant Professor Oguz Baykara and Dr. Nilgiin Firat for kindly accepting to be
members of the Examining Committee.

I am deeply grateful to translators Mefkure Bayatli, Oya Dalgi¢, Fisun Demir
and Gokce Kose for kindly and generously devoting their time to my questions. [
express my thanks to Assistant Professor Oguz Baykara for kindly sharing his
comments with me. I owe gratitude to Associate Professor Alev Bulut and Assistant
Professor Dilek Kantarci for generously sharing their sources with me. I am also
thankful to Assistant Professor Hilal Erkazanci for answering my questions in the e-
mails.

Last but by no means least, I am gratefully indebted to my friends and my

family for their warm support.



CONTENTS

CHAPTER 1: INTRODUCTION. ...ttt 1

CHAPTER 2: HETEROGLOSSIA: A FUNDAMENTAL STYLISTIC

FEATURE OF THE NOVEL..... ..., 10
Definition of Heteroglossia and Heteroglossia in the Novel......................... 10
Heteroglossia: The Ground of Style.............coooiiiiiiiiii 12
SUMIMATY . ..t e e e, 14

CHAPTER 3: THE PRINCIPAL WAYS IN WHICH HETEROGLOSSIA

ENTERS THE NOVEL..... ..o, 16
The Speech of Characters.........co.ovueiiii i 16
The Speech of Narrators. ... ....o.ovueiiiii e 35
Authorial Speech. ... . ..o 40
Incorporated GENTES. ......co.eueint it 48
SUMIMATY . ..t 56

CHAPTER 4: SCHOLARLY APPROACHES TO THE TRANSLATION
OF HETEROGLOSSIA. .. .. 57

CHAPTER 5: DESCRIPTIVE TRANSLATION ANALYSES OF BRICK
LANE, KUCUK ADA, KARNINDAN KONUSANIN OYKUSU, TROMPET

AND INCIGIBIDISLER............c.ooeoieee e 71
BFICK LANE........ovonee e ettt e e e ettt et eeeeens 71
KUGUk AdQ. . .......coooii e 84
Karmindan Konusanin OYKiisii...................cc.oueiiiiiiiiiiiiieiieiieiieiieie 93
TrOmper......ccouvviiviiiiiiiiiiiiiiiiiiiiii 100
INCT GIDI DiSIET. ... e e e e e e 107
CHAPTER 6: CONCLUSION.. ... ..ttt e, 120
APPENDICES. ... .o 130
A. Interviews with the Translators.............ccoooiiiiiiiiiii i, 131

B. Source and Target Text COVETS.......ouiiuiiiiiiiiiiiiiei e 139
REFERENCES . ... e, 150

vi



CHAPTER 1
INTRODUCTION
The very emergence of Translation Studies as a discipline in its own right has
brought more attention to the importance of translations in themselves. Thus, ideas
such as that translation is secondary to the “original” or that “something always gets
lost in translation” have been increasingly questioned.

Etymologically including the Latin prefix of “trans-", which means “across”,
translation essentially involves a movement from a source text/culture to a target
text/culture. It is not only texts that get translated. Due to migration, in our ever-
globalising world people also are translated. Michael Cronin (2006) compares the
condition of the migrant to the condition of the translated being and argues that
translation occurs both in the physical and the symbolic sense of movement. Along
similar lines, the Indian-born British author Salman Rushdie (1991) describes
himself as a translated person and contests the belief that something gets lost while
being translated:

The word “Translation” comes, etymologically, from the Latin for “bearing

across.” Having been borne across the world, we are translated men. It is

normally supposed that something always gets lost in translation; I cling,

obstinately, to the notion that something can also be gained. (p. 17)

Do these translated persons really lack something or do they, as Rushdie claims, gain
something? Undoubtedly, being acquainted with both cultures provides Rushdie with
a broad perspective and varied sources for his writing. As Catherine Cundy (1996)
has commented, “[t]he dual consciousness, created as a result of this linguistic

division, is the source of much of the versatility and play in Rushdie’s use of English

in his fiction” (p. 1). This case holds true for other “translated writers” as well. As



black people within a predominantly white society, they belong to a minority, yet
they are also aware of the “mainstream” or dominant culture; thus, they possess
multiple identities, and this inevitably has some influence on their writing.

The fiction of/by such translated people tends to involve various languages
and language varieties. This multiplicity of languages is called “heteroglossia”.
Heteroglossia is the translation of the Russian raznorecie, a word coined by Russian
scholar Bakhtin to allude to the multiplicity of actual “languages” which are at any
time spoken by the speakers of “any” language (Dentith, 1995). Bakhtin (1986)
maintains that “language enters life through concrete utterances (which manifest
language) and life enters language through concrete utterances as well” (p. 63). We
hear a social and individual voice in each utterance. These voices are different
languages adopted by speakers of different social groups, classes, origins,
backgrounds and generations. According to Bakhtin (1986), “language and speech
communication (as a dialogic exchange of utterances) can never be identical” (p.
108) and “with respect to a person, love, hatred, pity, tenderness, and emotions in
general are always dialogic in some measure” (p. 113). By the word “dialogic”,
Bakhtin (1986) means that “all words or utterances are directed toward an answer, a
response” (p. 673). For Bakhtin, all language is dynamic and engaged.

In The Translator’s Turn, Douglas Robinson (1991) compares translation to
dialogue. Similarly, in his article entitled “Dialogism, Heteroglossia, and Late
Medieval Translation”, Daniel J. Pinti (1995) relates Bakhtin’s thoughts of dialogism
to translation, arguing that “a translation is always a response to a previous text,
hence fundamentally dialogic” (p. 110). Conceiving of translation as a form of
indirect speech, Pinti (1995) notes “the translator ‘reports’ what someone (in another

language) has said” (p. 112). Therefore, translation is “multivoiced” in that it moves



from the voice of the original speaker/author to the voice of the translator and finally
the hearer/reader.

Language in any case is dialogic in that it is infused with culture as a result of
dialogic interaction and thus anybody who participates in this interaction leaves a
trace of himself/herself (Greenall, 2006). Texts and discourses are stamped with
these traces and they are polyphonic.

Polyphony is a similar term to heteroglossia. It also implies the way in which
meaning is produced by discourse through the use of “social diversity of speech
types” (Bakhtin, 1981, p. 32). The use of language in polyphonic novels results in the
emergence of texts which are hard to read and translate. This means that translating
such texts may require just as much creativity as writing them does, and the level of
creativity required increases the more the translator attempts to reflect the
heteroglossic character of the text.

In this study, my aim is to study the translation of heteroglot novels, by
presenting descriptive analyses of the translations of five heteroglot novels from
English into Turkish, taking into consideration their linguistic, stylistic and cultural
dimensions, in the hope of finding out how the translators approach the translation of
heteroglot items and what the translational choices they make reveal about the
possibility of the translation of heteroglossia in the target context. The existence of
heteroglossia within a literary text such as a novel shapes its style. Indeed, according
to Bakhtin (1981), heteroglossia forms the basis for style. Since style implies the
penetration of form and content, it encompasses all the choices made at textual and
contextual levels.

As mentioned before, heteroglossia refers to multiple voices and different

uses of language. This plurality of language entails conflict. Indeed, heteroglossia



emerges from the conflict among voices. The novel as a genre provides a particularly
rich site for this conflict. While voices are in competition to be heard, there are
deviations from standard language, which can be defined as prevailing forms of
language reproduced by multiple members of a society, even by majorities. In order
to transmit these deviations, translators also opt for following a strategy of translation
that deviates from what Antoine Berman and others have rightly identified as the
general tendency in translation, that is, of domestication. At this point, the views of
Berman (1985), Gayatri C. Spivak (1992) and Lawrence Venuti (1995) encourage
creative solutions to the translation of heteroglossia.

Although these three theorists are not the sole proponents of “foreignizing”
translation, they are especially important in this regard. They all oppose the
assimilation of the foreign text to the target language and culture; however, they put
forward their ideas using different terminology.

Antoine Berman (2000) defines translation as “the trial of the foreign” (p.
284). Since translation is essentially an ethnocentric act, translators tend to
familiarize translations. Berman (2000) calls this process “deformation of the foreign
text” (p. 286) and goes on to classify the tendencies of translators that cause this
deformation as,

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 the superimposition of languages. (p. 288)

Complementing Bakhtin’s views of heteroglossia in the novel, Berman (2000) claims
that “the polylogic aim of prose inevitably includes a plurality of vernacular

elements” (p. 294). Vernaculars are either erased or translators resort to

“exoticization” (turning the foreign from abroad into the foreign at home) with the



aim of preserving them in translation (p. 294). According to Berman, the
superimposition of the diversity of languages, discursive types and voices is the
central problem caused by translating a novel and calls for double consideration in
translation (p. 287).

While Berman sets out to classify the tendencies of translators, Venuti aims to
foreground the translator by discussing his/her invisibility. In The Translator’s
Invisibility (1995) Venuti describes the way translations tend to be perceived and
received in US culture as follows:

A translated text, whether prose or poetry, fiction or nonfiction, is judged

acceptable by most publishers, reviewers, and readers when it reads fluently,

when the absence of any linguistic or stylistic peculiarities makes it seem
transparent, giving the appearance that it reflects the foreign writer’s
personality or intention or the essential meaning of the foreign text—the
appearance, in other words, that the translation is not in fact a translation, but

the “original.” (p. 1)

While underlining the invisibility of the translator, Venuti also draws attention to the
effacement of the peculiarities of the foreign text. It is these peculiarities which make
the foreign text what it is. Therefore, Berman and Venuti discuss the same
phenomenon, the trial of the foreign, but they express it in different ways. Berman
advocates the visibility of the source culture in the target language while Venuti
focuses on the visibility of the translator.

In her essay entitled “The Politics of Translation”, Spivak (1992) maintains
that translation can be used as a political tool as long as the translator surrenders to
the text. As a result of colonization, it has normally been the dominant who have
given voice to the weak, but Spivak (2000) wants to change this situation through
translations by means of translators who surrender to the source text, which most of

the time entails being literal. Surrendering to the text is only possible by preserving

its distinct features. Using translation as a tool of resistance, the colonized can make



their voices heard. Sharing similar views with Berman and Venuti, Spivak also
criticizes the effacement of the foreign and the replacement of the foreign elements
with domestic ones.

The theoretical background of my study will be guided by Mikhail Bakhtin’s
theories focusing on the social and political dimension of language and literature, as
well as by the critical approaches of Berman, Venuti and Spivak. Since I am going to
analyze the translations from a target-oriented perspective, the Descriptive
Translation Studies of Gideon Toury (1995), who states that translated texts are
“facts” of the target culture (1980, pp. 82-83), will guide me throughout the study.
Besides, Toury’s norms (1995) will provide me with a methodological tool.

In the light of the above-mentioned approaches, this study attempts to answer
the following questions: (1) What problems of translation might heteroglot novels
cause? (2) How do the translators attempt to solve the problems of translating
heteroglot novels? (3) What are the implications of the translators’ decisions for the
possibilities of the translation of heteroglossia in the target context?

The present study will focus on the translations of the novels written by five
contemporary black British women writers, namely Andrea Levy, Jackie Kay,
Monica Ali, Pauline Melville and Zadie Smith. The source texts to be analyzed are
Brick Lane (2004) by Monica Ali, Small Island (2004) by Andrea Levy, The
Ventriloquist’s Tale (1998) by Pauline Melville, Trumpet (1999) by Jackie Kay and
White Teeth (2001) by Zadie Smith. There are several reasons for my restriction of
the corpus of this study to these texts alone. The main reason is that the novels these
writers have ended up producing are heteroglot. What is more, they treat similar
subject matters, e.g. immigrant experience. Furthermore, the novels have all been

translated into Turkish in the same decade. This can be seen as important: since



language transforms over time, a corpus consisting of contemporary target texts
enables one to make more solidly-grounded cross-textual comparisons. Additionally,
apart from sharing “hybrid” origins, all the writers mentioned won established prizes
for literature. Andrea Levy won the Orange, Whitbread Commonwealth Writer’s
Prizes in 2004; Jackie Kay won the 1998 Guardian Fiction Prize; Monica Ali won
the Granta Best of Young British Novelists 2003; Pauline Melville won the
Whitbread First Novel Award 1997; and Zadie Smith won the 2000 Whitbread First
Novel Award. It should be noted that although I have chosen to include women
writers only in order to ensure the homogeneity of my corpus, I will not be dealing
with gender aspects of their works.

The target texts to be analyzed in this study are Brick Lane (2004) translated
by Gokge Kose, Kiiciik Ada (2006) translated by Emre Aganoglu, Karnindan
Konusanmin Oykiisii (2000) translated by Oya Dalgig, Trompet (2000) translated by
Fisun Demir and /nci Gibi Digsler (2001) translated by Mefkure Bayatl. The stylistic
and descriptive analyses will be carried out by focusing on the primary sources, that
is, the novels themselves and the translated texts. Other sources, such as reviews,
essays and interviews on the novels and authors will be used to supplement my
findings. However, the fact that not much has been written on the translated texts
indicates the paucity of, and need for, translation criticism in Turkey. Other sources
used to supplement my descriptive analyses of the translated texts were interviews'
with the translators of the individual novels.

It is worth mentioning that this is not the first study on the translation of
heteroglossia and the study of the translation of heteroglossia is gaining impetus. For
instance, in 2006 a special issue of Target was entitled “Heterolingualism in/and

Translation”. Hilal Erkazanci, a lecturer in Translation and Interpreting Studies at

' Despite my efforts, I could not contact Emre Aganoglu, the translator of Kiiciik Ada.



Hacettepe University, wrote a doctoral thesis entitled “Heteroglossia in Turkish
translations: locating the style of literary translation in an audience-design
perspective” (2006). Her thesis differs from the present study in that Erkazanci deals
with heteroglossia in Turkish translations within the framework of sociolinguistics
and politics, and the novels she studied are unlike the ones in this study. In her
dissertation, Erkazanci analyses the discourses on standard Turkish, how they
influence translational strategies and act as an implicit censoring apparatus for the
translators who deal with heteroglossic texts and are thus led to internalise
standardisation. With regard to the translation of heteroglossic texts, Erkazanci also
focuses on how the translator is influenced by the Turkish audience in re-shaping the
style of a literary text.

Marja Suominen, a graduate of the University of Helsinki, wrote her master’s
thesis, entitled “Heteroglot Soldiers” (1999), on the translation of a heteroglot novel.
In her thesis she takes up the English and Greek translations of the Finnish novel
Tuntematon sotilas “The Unknown Soldier”. Suominen deals with how heteroglossia
fuctions in the Finnish novel and to what extent the heteroglossia present in the
source text is conveyed in the target texts. She tries to find out the effects of the
translation of heteroglot items on the target readers adopting a target-oriented
approach. The scholarly articles written on the translation of heteroglossia by Reine
Meylaerts (2006), Carmen Milldn-Varela (2004), Myriam Suchet (2006), Paul
Bandia (2007), Rocio G. Sumillera (2008), Catherine Claire Thomson (2004), James
St André (2006) and Tong King Lee (2009) will be described in detail in the fourth
chapter. Other sources that have been helpful in exploring the translation of

heteroglossia include Alev Bulut’s article on the translation of ethnic culture-specific



items in multicultural texts (2006), and Basil Hatim and Ian Mason’s writings on
dialect translation (1990).

The present thesis consists of six chapters. Chapter 1, which you have been
reading, serves as the introduction to my thesis. Chapter 2 will focus on the
definition of “heteroglossia” and describe heteroglossia in the novel in the light of
Bakhtin’s philosophy of language and literature. Heteroglossia will also be treated as
a stylistic feature of the novel, and this will lead on to a stylistic analysis of the
heteroglot novels in this study in Chapter 3. Chapter 3 will present the principal ways
in which heteroglossia manifests itself in the novel based on Bakhtin’s listing of the
diversity of voices: (1) the speech of characters, (2) the speech of narrators, (3)
authorial speech, (4) incorporated genres. Each unit will be supplemented with
examples from the source texts.

The studies of various scholars on the translation of heteroglossia will be
presented in Chapter 4. These studies are of use in helping us to understand what has
been done in the field and the tendencies of translators toward the matter of
translating heteroglossia.

Chapter 5 will provide descriptive analyses of the translated texts within the
framework of Descriptive Translation Studies, with the focus being on character-
specific language forms and incorporated genres, which will enable us to discover
how the translators approach the translation of heteroglot items.

In Chapter 6, the findings of the descriptive analyses will be discussed from a
target-oriented perspective and the possibilities of further research based on the

implications of the present thesis will be raised.



CHAPTER 2

HETEROGLOSSIA: A FUNDAMENTAL STYLISTIC FEATURE OF THE
NOVEL

Definition of Heteroglossia and Heteroglossia in the Novel

One voice alone concludes nothing and decides nothing. Two voices is the minimum
for life, the minimum for existence. (Bakhtin, 1973, p. 213)

There are multiple subjects and thus multiple utterances in the world. These
utterances come in different languages adopted by speakers from different social
groups, classes, origins, backgrounds, generations and so on. In the words of
Hajdukowski-Ahmed (1998), they are “unique (nonrepeatable) and heterogeneous;
they are saturated with voices, accents, values, intentionality, and worldviews in
dialogue within the self (inner speech) or with others” (p. 646). Bakhtin called this
multiplicity of languages “heteroglossia”” (raznorecie). Raznorecie was coined by
Bakhtin himself. Bakhtin (1981) defines language as a stratification of numerous
discourses such as,
Social dialects, characteristic group behavior, professional jargons, generic
languages, languages of generations and age groups, tendentious languages,
languages of the authorities, of passing fashions, languages that serve the
specific sociopolitical purposes of the day, even of the hour. (p. 263)
According to Bakhtin (1981), there is a constant conflict between these varieties of
language. Language moves towards and against the center. This center is constituted
by centripetal forces and embodied in a unitary language, which is a system of
linguistic norms that are opposed to the heteroglossia of language. Centripetal forces,

as Bakhtim claims, try to unite verbal and ideological thought (1981, 1986). At the

other end of the scale there are centrifugal forces, “languages of social groups,

2 “Heteroglossia” is a translation (Morson & Emerson, 1990) of Mikhail Bakhtin’s term raznorecie.
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professional and generic languages, languages of generations and so forth” (Bakhtin,
1981, p. 272). This means that heteroglossia, which characterizes language, has a
socio-ideological dimension (Hajdukowski-Ahmed, 1998). This dimension will be
reshaped over time as language is a living and developing thing. In The Dialogic
Imagination, Bakhtin (1981) explains this situation:

At any given moment... a language is stratified not only into dialects in the

strict sense of the word (i.e. dialects that are set off according to formal

linguistic [especially phonetic] markers), but is stratified as well into
languages that are socio-ideological: languages belonging to professions, to
genres, languages peculiar to particular generations, etc. This stratification
and diversity of speech [raznore€ivost’] will spread wider and penetrate to
ever deeper levels so long as a language is alive and still in the process of

becoming. (p. Xix)

Bakhtin (1981) claims that the processes of centralization and decentralization, of
unification and disunification, intersect in the utterance. Every utterance is dependent
on the influence of other speech acts, or of the social and physical context in which
the utterance occurs. Human beings converse with one another; as they converse,
their dialogue is reshaped by the conscious and unconscious contributions of each of
the participants.

The novel is, for Bakhtin, the prime site where centripetal and centrifugal
forces intersect and conflict. As long as there is conflict in the novel between
characters’ voices or between the narrator’s voice and the characters’, there will be
“heteroglossia”, multiple voices expressing multiple ideologies from different strata
of language. This always means that the novel is “polyphonic”—speaking more than
one language. In heteroglot novels, one hears many voices in conflict: these voices
are engaged in a dialogue in which no point of view is privileged, no final word is
heard. The author knows nothing more than the characters do and may be surprised

by their words at any point. In this respect, Dostoevsky’s novels constitute great

examples of polyphonic novels. In Problems of Dostoevsky’s Poetics, Bakhtin (1973)
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claims that Dostoevsky’s novels are polyphonic in that they grant the voices of the
main characters as much authority as the narrator’s voice, which encourages an
active dialogue among the voices of narrator and characters (p. 1).

The stratification of language and the constant conflict between these strata is
the indispensable prerequisite for the novel as a genre (Bakhtin, 1981). Bakhtin
identifies “the speech of characters”, “the speeches of narrators”, “authorial speech”
and “incorporated genres” as the principle ways of permitting and organizing
heteroglossia in the novel. They bring with them “a multiplicity of social voices and
a wide variety of their links and interrelationships”, which are among the
fundamental features of the stylistics of the novel together with “the movement of the
theme through different languages and speech types, its dispersion into the rivulets
and droplets of social heteroglossia” (p. 263).

Heteroglossia: The Ground of Style

It is precisely the diversity of speech, and not the unity of a normative shared
language, that is the ground of style. (Bakhtin, 1981, p. 308)

The Dictionary of Stylistics defines style as “the manner of expression in writing or
speaking” (Wales, 1990, p. 435). One speaker will never convey the same
information, or express the same idea or sentiment, in an identical fashion to another
speaker. Style is like a footprint of a writer and every writer has his/her own way of
handling a subject. Thus, even though—in my opinion—there may not be an
indefinite number of subjects, the way of handling these subjects are limitless, as are
the varieties of styles.

In a piece of writing or speech, what is written or said cannot be independent
of how it is written or said. Content and form are inseparable or “indissoluble”, as
Susan Sontag (1982) maintains in her essay “On Style” (p. 137). The way the form

and content of texts interact to produce meaning falls within the field of stylistics.
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Setting the scene, that is contextualizing, is important everywhere. Modern
stylistics has moved from text-oriented level to contextualized stylistics (Verdonk &
Weber, 1995) because style discloses one’s own personality. Geoffrey N. Leech and
Michael H. Short (1981) point out this relationship:

Traditionally an intimate connection has been seen between style and an

author’s personality. This is urged by the Latin tag ‘Stilus virum arguit’ (The

style proclaims the man). For that matter, all of us are familiar with the
experience of trying, perhaps managing, to guess the author of a piece of

writing simply on the evidence of his language. (p. 11)

Given this link between “personality” and style, it would seem legitimate to presume
that the styles of the five writers examined in this study have been shaped by their
distinct backgrounds. Because they were born of parents of different ancestries, all of
these writers have become acquainted with different cultures and different languages,
lects and accents. Moreover, they live in a cosmopolitan environment, Britain in the
early twenty-first century. Monica Ali, for example, was born in Bangladesh and
grew up in England, where her mother is from, and now lives in London. Jackie Kay
was born to a Nigerian father and a Scottish mother in Edinburgh, Scotland. Later,
she was adopted by a Scottish family. Now, she lives in Manchester with her son.
Andrea Levy was born in London to Jamaican parents who immigrated to England.
Levy has a Jewish paternal grandfather and a Scottish maternal great-grandfather.
Pauline Melville was born to a British mother and a Guyanese father in Guyana, the
sole English-speaking country in the South America continent, and today lives in
England. Zadie Smith was born to a black Jamaican mother and a white British father
in London. She did her undergraduate degree at Cambridge University and is
continuing her studies at Harvard University.

Having at least dual identities due to their family backgrounds, these writers

treat similar themes (e.g. the experiences of black Britons) in their novels. Their
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textual choices and narrative techniques display some similarities too. This stems
from the context in which they live. As they are contemporaneous, they have lived
amidst a similar socio-cultural and political context.

D1 Jin, a translator and translation theorist, suggests a counter-remark to
George-Louis Leclerc de Buffon’s comment “the style is the man” (2003, p. 132),
namely “the style is the character”. In a novel with rounded, well worked-out
characters, the way each character thinks and speaks is a part of the author’s
personality (D1 Jin, 2003). Whilst all the characters can carry something of the
author’s personality and life, or a single character can bear some traces of the author,
the style of a novel is the sum of all the styles represented by the characters and the
author. This concurs with Bakhtin’s finding that “[t]he style of a novel is to be found
in the combination of its styles; the language of a novel is the system of its

b

‘languages’ 7 (1981, p. 262). Defining heteroglossia and language stratification in
The Dialogic Imagination as the most fundamental factors of style, Bakhtin (1981)
mentions heterogeneity of style as follows:
The novel as a whole is a phenomenon multiform in style and variform in
speech and voice. In it the investigator is confronted with several
heterogeneous stylistic unities, often located on different linguistic levels and
subject to different stylistic controls. (p. 261)
Summary
In Chapter 2, I have tried to describe “heteroglossia,” which is the central concept of
the present study. Bakhtin’s definition of heteroglossia has been taken as a basis and
applied to the case of the novel. It has been maintained that the novel is the prime
site where heteroglossia can be observed. A linkage has been formed between
heteroglossia and stylistic features of novel. We have seen that, according to Baktin,

heteroglossia is an inherent feature of the novel. The definition of style has been

discussed and different views upon style have been posited. Chapter 2 has also
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offered an overview of the ways in which heteroglossia manifests itself in the novel,

which will be dealt with in greater detail in Chapter 3.
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CHAPTER 3

THE PRINCIPAL WAYS IN WHICH HETEROGLOSSIA ENTERS
THE NOVEL

The Speech of Characters

As was mentioned in Chapter 2, heteroglossia enters the novel in four principal

99 <c 99 <

ways: “the speech of characters,” “the speeches of narrators,” “authorial speech” and
“incorporated genres” (Bakhtin, 1981, p. 263). Since these entry modes fall within
the scope of a stylistic anaysis of a novel and stylistic analysis is essential to the
present study, it is obviously vital to dwell upon these main ways through which
heteroglossia manifests itself in the novel.

A common way in which heteroglossia enters the novel is the language used
by characters. Bakhtin (1981) maintains that characters’ languages are “verbally and
semantically autonomous; each character’s speech possesses its own belief system
[...]” (p. 315). Individual utterances, however, are influenced by others’ utterances
because an utterance cannot be independent of the addressee or the context in which
the interaction occurs. Accoring to Bakhtin (1986), there is a constant interaction
between the addresser and the addressee:

Our speech, that is, all our utterances (including creative works), is filled with

others’ words, varying degrees of otherness and varying degrees of ‘our-own-

ness,” varying degrees of awareness and detachment. These words of others
carry with them their own expression, their own evaluative tone, which we

assimilate, rework, and re-accentuate. (p. 89)

Bakhtin (1981) believes that every utterance bears something of those uttered before
and after:

The word in living conversation is directly, blatantly, oriented toward a future
answer-word: it provokes an answer, anticipates it and structures itself in the
answer’s direction. Forming itself in an atmosphere of the already spoken, the

16



word is at the same time determined by that which has not been said but
which is needed and in fact anticipated by the answering word. (p. 280)

Thus, the language used by characters varies both according to the addresser and the
addressee.

In Feminist Stylistics, Sara Mills (1995) concludes “[e]ven though certain
language choices feel very personal, [...] it is necessary to recognize that,
nevertheless, our choices are determined by social forces rather than individual ones”
(p- 10). Therefore, when examining the language of characters in the heteroglot
novel, it is important to consider the background, social status and self-identification
of the speaker and the (related) variety of language he/she chooses to use. Varieties
of language can be divided into three main types: regional, social and personal
variation (Crystal, 1995). Regional variation pertains to accent and dialect; social
variation is based on gender, occupation, profession and other specialised fields; and
personal variation is about individual differences, deviance (i.e. failure to conform to
the rules of the language), discourse, use of humor, jokes etc. Each character has
his/her own voice, i.e. idiolect. According to Halliday, McIntosh and Strevens
(1964), on the other hand, language variation falls into two main types: user-related
varieties (i.e. varieties depending on who speaks, such as dialects) and use-related
varieties (e.g. registers). User-related varieties are grouped into geographical dialects,
temporal dialects, social dialects (based on social stratification, e.g. high and low
class), (non)standard dialects, and idiolects. David Crystal (1997) defines idiolect in
The Cambridge Encylopedia of Language as follows:

Probably no two people are identical in the way they use language or react to

the usage of others. Minor differences in phonology, grammar, and

vocabulary are normal, so that everyone has, to a limited extent, ‘a personal

dialect.” [T]he linguistic system as found in a single speaker... is known as an
idiolect. (p. 284)
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Use-related varieties (e.g. registers) are based on field of discourse (social function
of the text e.g. a religious sermon), mode of discourse (i.e. phonic or graphic) and
tenor of discourse (the relationship between the addresser and the addressee, e.g.
formal, colloquial) (Hatim & Mason, 1990).

As the novels discussed in this study contain characters of different ages,
generations, origins, cultures and social classes, it is possible to encounter within
them examples of a number of varieties of language I have mentioned, whether that
be through the direct speeches of characters or through stretches of text that can be
seen as reflecting the perspective of individual characters. Since the novels are rich
in characters, it would be better to study the examples separately for each novel.

Brick Lane
Brick Lane deals with the immigrant experience of a Bangladeshi family in London.
The story centers on Nazneen, who, after an arranged marriage to a man twenty years
older than her, leaves behind her sister and home in Bangladesh and comes to a
completely strange country upon being told by her husband that they would stay
there for a short time. She finds herself living in Brick Lane, a street in the East End
of London heavily populated by Bangladeshis. She speaks very little English and
knows no one there except her husband Chanu, who is also a stranger to her.

Nazneen devotes her life to her husband as she tries to make sense of the new
world. Although she feels discontented, she does her duty as a devoted wife. While
she meets her fate calmly, her sister, Hasina, runs away with a man she loves. The
letters become the only form of communication between Nazneen and Hasina.
Except for Razia, a neighborhood friend, Nazneen has few acquaintances and thus

feels lonely.
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Chanu, on the other hand, strives to make an academic career but fails to do
so. Following the death of her first baby, Nazneen becomes depressed. In spite of her
husband’s sympathy, she feels trapped in her marriage. The letters upset Nazneen.
Her sister who, unlike Nazneen, resists her chosen fate, breaks up with her husband
and strives to get by in the cruel world of Dhakar. Nazneen gives birth to two girls in
the following years and Chanu becomes a real companion for her. Meanwhile, Chanu
gives up his job and plans to go back to Dhakar with his family. However, they need
to save money first. While Chanu starts to work as a taxi driver, Nazneen starts
tailoring. Through this tailoring job, she meets Karim, the middleman who brings her
piecework from time to time. Meanwhile, Shahana, the elder daughter, grows up and
becomes a rebellious girl. She sometimes has conflicts with her father. Nazneen is
ovewhelmed by the pressures posed by the triangle of her home, her husband and her
daughters. Furthermore, Nazneen finds herself attracted to Karim, who is also the
leader of a local Islamic group, but she tries to repress her feelings towards him. In
contrast to her husband, Karim is a handsome young man, and Nazneen eventually
starts to have an affair with Karim. It takes her a very long time to share her secret
with Razia. Fighting with her thoughts, she feels exhausted and gets ill. During that
period, Chanu, who is determined to leave for Dhaka, shows his wife great
tenderness. He even takes his wife and daughter on a sight-seeing tour in London for
the first time in their married life. Eventually, Nazneen makes her decision. She
decides to end her affair with Karim and stays in London with her daughters. Chanu
leaves for Dhaka with the idea of bringing his family later.

Being semi-illiterate, Nazneen does not speak English when we encounter her
at the beginning of the story. She learns a few words day by day. The first time she

sees people ice-skating on TV, she cannot pronounce the word correctly: * ‘Ice e-
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skating,” said Nazneen. [...] ‘Ice es-kating,” she said, with deliberation.” (Ali, 2004,
p. 36)

Later, she gains a better command of English: “ ‘We paid what we owed,’
said Nazneen. Her voice clogged up her ears. “We paid at least three hundred pounds
on top of that. I am not going to pay any more...” ” (p. 444).

As can be seen from the excerpt above, Nazneen, whose knowledge of
English was limited to a few common words at the beginning of the novel, starts to
form lexically sophisticated and grammatically correct sentences.

Alongside London, Bangladesh remains an important location in the story, as
can be recognised through Nazneen's letters to her sister Hasina, whom Nazneen left
behind in Bangladesh. It is apparent from the grammatical form of the following
sentence that the quoted letter has been written by someone whose mother tongue is
a language other than English: “All times I making mistakes, all times I going off
from straight Path and He is giving chance again and again and then again” (p.
220).

Shanana is the rebellious daughter of Nazneen and Chanu. She is used to
western culture and often quarrels with her father, who is attached to the eastern way
of life. As Abu-Jaber puts it, Chanu “lectures his daughters pompously about the past
grandeurs of Bangladesh, India and Muslims, but Shahana resists the dictates of the
past, moving into her own as a daughter of both East and West” (2003). She speaks
English very well and even corrects her father’s mistakes. Upon hearing Chanu’s
English “What is the wrong with you”, Shahana corrects her father: “Do you mean,”
[...] “What is wrong with you?” [...] “Not ‘the wrong’ ” (Ali, 2004, p. 201).

A similar quarrel occurs between the Bangladeshi Razia and her drug-user

son Tariq. Tariq is often full of anger towards his mother. His idiolect is affected by
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his circle of friends and environment as he is a member of a “junky” group.
Therefore he uses the sociolect of that group, which is characterized by slang
expressions and derogatory words: “That’s all I need. You bitch” (p. 427).

Borrowed words of Bengali origin “ma”, “amma”, “sari” are frequently used
by the characters as the following would illustrate: “Ma! Ma! I’'m dying” (p. 426),
“Amma have Dhaka sari on” (p. 435).

The Bangladeshis are a Muslim community, so it is not unusual to come
across the following Arabic greeting phrases: “Salaam Ale-Koum”, “Walaikum-
asalaam” (p. 485).

Nazneen’s secret lover, a devout young Bengali named Karim, has a distinct
feature to his way of speaking. He usually speaks fluently, for example, when he asks
Nazneen: “Why do you think they call themselves Lion Hearts? [...] Do you know
what it means?” (p. 284). However, when he gets excited he stutters: “On th-th-the
phone. [...]” (p. 234).

The language used by other characters tends to reveal at least something of
their identity. The nonstandard English in the following sentence suggests that the
sentence is uttered by a black man: “ ‘I ain’t no postate,” he grumbled” (p. 285). The
abbreviated forms of “ain’t” and “postate” in the sense of “am not” and “apostate”
respectively occur particularly frequently in the habitual speech of black British
people.

Inner thoughts of the characters can be deemed as a subcategory of the speech
of characters: “Look, Azad (I was there! Don’t you remember? I was there, and you

always call him Dr), I asked [...]” (p. 795).
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Small Island
Small Island is about the expectations and disappontment of two couples living in the
UK. Queenie and Bernard, a white couple in London, get separated when Bernard
volunteers to join the forces in the Far East during the Second World War. However,
his return to London is so delayed that he is believed to be dead.

Gilbert, a young Jamaican, on the other hand, comes back to England after
the war with big expectations. However, he ends up finding a job as a truck driver
since job opportunities are limited due to his skin color. Queenie, having to support
herself and her mentally-ill father-in-law, rents the rooms in her house to boarders.
After newly-married Gilbert becomes one of her tenants, he brings in his wife
Hortense. Gilbert and Hortense have a rushed marriage in Jamaica. Gilbert marries
her since she has enough money to pay for his passage to England and then to set up
house for them in London. Hortense, hoping to work as a teacher in England, is
disappointed by what she finds when she arrives. The two Jamaicans discover that
they are not welcome in England. People there do not even know where exactly
Jamaica is located. In Bernard’s absence, Queenie has an affair with a Jamaican
airman, Michael. It is a big coincidence, since Michael is the man with whom
Hortense was in love but whom she had never heard of after he left Jamaica. Queenie
hides her pregnancy successfully and gives birth to a baby. Hortense is a great help
to her at the birth. However, she is shocked by the color of the baby since it is black.
It takes Gilbert some time to convince Hortense that he is not the baby’s father.

During his war-time experiences, Bernard develops xenophobic feelings.
After traumatic wartime service in the Far East, he returns to England and lives in
Brighton for two years, and then suddenly decides to show up. However, he feels

resentment towards Gilbert and Hortense. Although Queenie likes her tenants,
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Bernard’s abhorrance of them and other blacks causes Gilbert and Hortense to leave
the house. Queenie asks them to take the baby away with them. They go away with
the baby and never see Queenie again.

Small Island centers around the stories of four main characters: Gilbert,
Hortense, Queenie and Bernard. Belonging to different origins and raised in different
settings, the characters’ ways of speaking English differ. In his review in The
Guardian, Mike Phillips states Levy “creates a style which reproduces the rhythm
and content of her characters' speech. [...] Queenie sounds like a Londoner brought
up in the early part of the last century” (Phillips, 2004, para. 3). This view can be
illustrated with the following quotation: “Have you thought about all that? Because 1
have. I’ve done nothing but think about it. And you know what? I haven’t got the
guts for it” (Levy, 2004, p. 521). According to Phillips, “Bernard sounds like a man
who has served in the Far East” (2004, para. 3). The following quotation may help
conceive of Phillip’s point: “You can teach a dog to attack anything to the death.
Any dumb animal will keep coming at you with no thought for themselves. That’s
not intelligence, that’s obedience. But that doesn’t win wars” (Levy, 2004, 352).

Gilbert and Hortense are Jamaican immigrants living in England. Therefore,
they both speak Jamaican English. However, the Jamaican influence is felt to be
stronger in Gilbert’s speech: “What — you wan’ me sleep in the hallway? You no see
I caan step round it. Your mummy never tell you what caan be step over?” (p. 25).
The following quote belongs to Hortense: “With no help from you. Where were you?
Why you no come to meet me? Why you no waving and calling my name with
longing in your tone?” (p. 18).

Due to her ambition and pride, Hortense aspires to be a member of the

English upper class. For that reason, she struggles to speak English as high-class
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English people do: “Would you be so kind as to tell me where I might find the
toilet?” (p. 31).

At one point, Hortense reveals her thoughts about the way she and her
husband Gilbert speak English with these words:

Anyone hearing Gilbert Joseph speak would know without hesitation that this

man was not English. No matter that he is dressed in his best suit, his hair

greased, his fingernails clean, he talked (and walked) in a rough Jamaican
way. Whereas I, since arriving in this country, had determined to speak in an

English manner. (p. 449)

There are also minor characters like Miss Jewel and the whore in Calcutta. Miss
Jewel is an uneducated Jamaican villager, which is reflected in her language: “Me
nuh know, Miss Hortense. When me mudda did pregnant dem she smaddy obeah’er.
A likkle spell yah no” (p. 43).

Jane Ciabattari from the The National Book Critics Circle states “Levy takes
care to ensure that the English-as-a-second-language spoken by many Indians rings
true” (2009, para. 25). For instance, the author makes frequent use of the present
continuous tense when writing dialogue by Indian people. In the following excerpt,
the whore in Calcutta speaks very little English: “How you are liking it, Tommy?”

(Levy, 2004, p. 412).

The Ventriloquist’s Tale

Chofy McKinnon, a family man living in the savannah of Guyana, is unhappy with
his life. He decides to leave for the city of Georgetown to find a job. Aunt Wilfreda,
who needs an eye operation, accompanies him to Georgetown. Chofy starts to work
temporarily in a library. However, he finds it difficult to work fixed hours because
back home there is no boundary between free time and work time. Then he meets
Rosa Mendelson, a European woman coming to do research on Evelyn Waugh, and

they have an affair. Chofy visits Aunt Wilfreda to ask her to help his friend with her
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work on Evelyn Waugh. Although Aunt Wilfreda does not want to tell anything
about the past, Chofy visits her with Rosa and that makes the old woman even worse.
After Chofy and Rosa leave, Wilfreda remembers the old days.

Born of a Scottish father with two Wapisian wives, Wilfreda grows up in a
big family in Waronawa. Her witnessing of the love affair between her sister
Beatrice and her brother Danny precipitates a chain of events. Beatrice and Danny
have to run away. The mothers link this incestuous relationship to the sun eclipse,
which is believed by the Amerindians to be a crime of the sun and moon. Mr.
McKinnon asks Father Napier, a priest who is sent as a missionary, to find his
children. This is a chance for Father Napier to prove himself as, since the day of his
arrival, he has been treated in an unfriendly manner by the McKinnons. He finds
Beatrice and Danny and brings them back to Waronawa. However, Danny keeps a
distance to Beatrice. While Beatrice gives birth to their son, Sonny, Danny marries
another woman and moves away. Beatrice blames Father Napier for the change in
Danny’s attitude and takes revenge on him. Father Napier becomes mentally ill and
is sent to England. Leaving his son to Wilfreda, who is now married and has
children, Beatrice moves to Canada. Beatrice marries a man named Horatio and has
four children. Sonny, on the other hand, leaves home and is never seen again. While
Rosa tries to convince Chofy to visit Rupununi, Chofy’s wife comes to Georgetown
to tell her husband that their son Bla-Bla has been seriously injured and is lying in
the hospital. Bla-Bla is dead and Chofy returns home with his wife and Aunt
Wilfreda. Rosa returns home too.

In the New York Times, Melville’s novel was praised for its juxtaposition of
the “superstitious” world of natives with the “rationalist” world of the newcomers.

The novel was decribed as complex and multilayered: “[N]othing is black and white
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in this complex, multilayered novel” (Parini, 1998, para. 10). The language of the
novel also contributes to this multilayered structure of the novel.

The story is set in Guyana, the only English-speaking country in South
America. Guyanese people speak Caribbean English. Reviewer Opal Palmer Adisa
(1992) of Women’s Review of Books remarks on Melville’s ability to capture both
Caribbean and British dialects (p. 12). To illustrate Adisa’s point, one can point to
the yell produced by Anita, the cook in Georgetown, upon seeing the white men
coming: “Dey’s come. De Americans” (Melville, 1998, p. 80); or the comment of an
indigenous person: “I don’t like that priest. He walk funny” (p. 114). The
nonstandard sentence structure and the usage of “dey” instead of “they” are examples
of what makes the novel stylistically remarkable.

Further on, Melville depicts a rum-soaked man sitting on the grass verge. He
hears the nun’s voice and mimicks it: “Yes, out de light. Out de light. But who
goin’out de moon? [...] Who goin’ out de moon?” (p. 143).

In Guyanese dialect, auxiliary verbs are often missing, embedded questions
and adverb forms diverge greatly from standard English. Verb forms such as the final
—s in the third person singular of the simple present tense are generally missing. The
sound “th” is pronounced as “d”.

At one point in the novel, the Indian landlord Rohit Persaud is having a fight
with his wife. The following sentence of this character provides an example of the
dialectical features of the novel: “What happen, Mistress Arctic-Front? Legs closed?
You shut up shop or what? [...] If I find you bin seein’ that dog-bone, I goin’ take
your balls and push them down your throat” (p. 29).

In the following excerpt, there is a lack of distinction between different

voices. Chofy is an Indian cattle herder but he comes to Georgetown to find job
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opportunities. He works at a library and meets Rosa who, as mentioned earlier, is a
British literary scholar. In the following dialogue, it is not easy to discern which
utterance belongs to whom. This stems mainly from the atmosphere which they are
in but it is also the case that Chofy’s English is not unlike Rosa’s, despite their
different levels of education.

May I lie down with you?

Yes

May I suck your breasts?

Yes
You’'re like a bird. Your body is like a dancer’s.

[...]

You’re paying more attention to that mosquito than you are to me.

[...]
You’d like to be the only one, wouldn’t you? (pp. 60-61)

Trumpet

Trumpet by Jackie Kay relates the aftermath of the death of a famous jazz trumpeter,
Joss Moody. The black trumpeter Joss Moddy passes away after he has led his life as
a man in the body of a woman. The only person who shares this secret is his beloved
wife Millie.

Millie discovers Joss’s true identity before they get married and never feels
regret. After the loss of Joss, Millie spends her mournful days in their holiday house
in a Scottish village. Meanwhile, the secret is revealed by the mortuary doctor. Then,
the funeral director and the registrar face the truth. Joss and Millie’s adopted son,
Colman, soon discovers the fact and rages against the shocking truth. In deep shock
and outrage, Colman decides to help the overambitious tabloid journalist Sophie
Stones with her next book about Moody’s life.

While Millie remembers the beautiful old days, Colman revisits his childhood
and early adolescence and reexamines every detail of his relationship with his father.

Sophie Stones makes notes of the details while she interviews Colman, Joss’s
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drummer, an old friend of Joss and the cleaner. What these people have in common
is that they all appreciated Joss Moody as a good person and a great musician.
Through his questions, Colman manages to track down Joss’s mother and to build up
an image of “the other Joss”, Josephine Moore.

Raised as a girl, Josephine Moore chose to be Joss Moody. All his life, he
condemned himself to bandages, which he used to cover his breasts. He never went
swimming nor undressed in front of his son. He even died because of his
unwillingness to call a doctor, as there was a risk of being exposed. Despite
everything, neither Joss nor Millie gave up on their love.

Eventually, Colman regrets what he has done and abandons Sophie Stones.
He admits the fact that Joss and Millie were his parents and nothing can ever change
this.

The story bears a resemblance to the true story of a jazz musician Billy
Tipton, who lived as a man for over fifty years and married five times and adopted
several children. However, Moody is black and Scottish while Tipton was white and
American. Jackie Kay’s own life story is worth mentioning, since it bears similarities
with the characters in the book. Jackie Kay was a foster-child like Colman, the son of
Joss Moody in the novel. She was adopted by white Scottish parents. Her father was
African and her mother, like Moody’s, was Scottish. As a child, Jackie Kay was a
black among whites in Scotland. The following sentence from the novel suggests a
parallel to Kay’s situation: “My father kept telling me I was Scottish. Didn’t feel
English either. Didn’t feel anything. My heart is a fucking stone” (Kay, 1999, p. 51).

There is a cast of colorful characters in Trumpet, and the use of language
shifts from one character to another. Millie, Joss’s wife, is sad after her husband’s

death. She has a mournful voice. Her language is formal and does not contain any
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slang. Her sentences are short and simple: “Each time I look at the photographs in
the papers, I look unreal. I look unlike the memory of myself. I feel strange now. It
used to be such a certain thing, just being myself. It was so easy, so painless” (p. 1).

The generation gap can be felt between the old (Millie and Joss) and the
young (Colman and Sophie). Joss’s son Colman is also contemplative after his
father’s death. However, his voice is different from his mother’s. He has a bitter
voice. The language he uses appears to be informal and full of slang. His fury can be
sensed from his language: “Only when I became Colman Moody did everything start
to become a total fucking drag” (p. 45). In another example, he says, “I pretended I
didn’t give a flying fuck what my father thought of me. [...] I fucking worshipped
him” (p. 49).

One reason for such use of language may be Colman’s anger. The other
reason is possibly his young age and the rebelliousness this brings. When asked by a
stranger “Hey, are you from Hawaii?” Colman answers in a concise and
noncommittal fashion typical of teenagers: “I dunno” (p. 28).

Colman’s voice is not always full of anger. When he recalls his childhood
memories of his father, he forms very naive sentences. It is apparent that the
following sentence is uttered by a child: “That’s my daddy. [...] He is My Daddy. See

his trumpet. That’s his” (p. 64).

The journalist Sophie Stones is a very ambitious person and collaborates with
Colman for her own purposes. When it comes to Sophies’ language, she uses I's with
notable frequency, as can be observed in the following example, which leaves it
obvious that she is young, self-confident and rather arrogant: “Bollocks. I look at
Sophie in the mirror. I pull my hair up and put some pins in. I look clever with my

hair up. I knew I had it in me. Clever Sophie” (p. 128).
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The following quotation seems to derive from a white person who is
prejudiced against black people: “I don’t want you marrying a Darky” (p. 27).

And indeed it does; it is attributed to Millie’s mother, who speaks with a Scottish
accent: “She said Aye a lot. And dinny and tatties. Only she pronounced tatties
‘tauties’. Put the tauties on to boil, she’d say” (p. 85).

The butcher Bruce Savage is another character whose speech displays a
Scottish accent: “ ‘Oh, aye,” he says, ‘you’ve got to watch the old heart. You’ve got
the one ticker’ ” (p. 89).

Big Red, a fellow musician of Joss Moody, is Scottish. His use of language is
distinct from that of the other characters in the novel in that he uses Scottish accent
and lexis combined with a fair amount of obscenity: “Canny staund assholes. I’ve no
patience for them. Did you see the face on it when I walloped him?” (p. 144).

White Teeth
White Teeth is a story of two friends: Archie Jones and Samad Igbal. These two
friends meet during the Second World War and they become best friends after Samad
moves to England.

While thinking of committing suicide after a disappointing marriage, Archie
Jones meets a young Jamaican woman, Clara. They soon get married and have a
daughter, Irie.

Samad Igbal, on the other hand, has an arranged marriage with Alsana,
according to Bengali traditions. They have twin sons, Magid and Millat. After Samad
has an affair with their sons’ teacher, he gets extremely concerned about the effects
of an English life on their Asian-Muslim lifestyle. He sends his son Magid to
Bangladesh in order to bring him up according to the teachings of Islam. Thus, the

twins follow very different ways. However, Magid disappoints Samad as he turns
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into an Anglophile and atheist and aspires to be a scientist. Millat, on the other hand,
turns into a fundamentalist and a member of KEVIN, the Keepers of the Eternal and
Victorious Islamic Nation.

After Magid returns from Bangladesh, he becomes the assistant of Marcus
Chalfen, who is an Oxford-educated geneticist married to an Oxford-educated writer
Joyce Chalfen. They have a son named Josh, but he never gets the sympathy that his
parents show to Magid and Millat. Josh later becomes a part of a radical animal
rights group (FATE) so as to rebel against his parents, especially his father, who is
working on a “FutureMouse” project. The resistance against Futuremouse finds
support from KEVIN and Hortense, Clara’s mother and a devout Jehovah’s Witness.

Irie, who also assists Marcus, is attracted to Millat. However, Millat rejects
her subtle advances in line with the religious beliefs he has acquired through his
involvement in KEVIN. Irie thinks Magid is given priority over Millat by their
parents. Intending to reverse this ranking, Irie loses her virginity to Millat. However,
she sleeps with Magid too and becomes pregnant, not knowing who the father is.

On the day of the public announcement about the FutureMouse project, Millat
and KEVIN, Josh and FATE, and Hortense and other Jehovah’s Witnesses are there
to stop Marcus. As Marcus introduces Dr. Marc-Pierre Peret, who Archie failed to
kill during World War II, Millat points his gun at him. While Archie tries to stop
Millat, he saves the life of Dr. Peret one more time. Magid and Millat are sentenced
to public service for 400 hours. Irie falls in love with Josh and they later get married.

There is a clash of cultures, races and generations in this novel and Archie
and Samad’s failures are narrated from an ironic point of view.

There is a generation gap between the families and their children. This gap

can be discerned from the way they speak. Millat, the younger of Samad’s twins,
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often uses slang and obscenities: *“ ‘Chill out, man,’ said Millat, suspicious. ‘It wasn’t
that fucking funny’ ” (Smith, 2001a, p. 319).

In another example, Millat speaks ironically, making fun of the Bengali
accent he feels many “indigenous” Britons “expect” him to speak: “ ‘Oh,’ said
Millat, putting on what he called a bud-bud-ding-ding accent. ‘You are meaning
where from am I originally ° > (p. 319).

As Millat and Macid are born of Bengali parents they use some Bengali
words like “abba” and “amma” instead of “dad” and “mum”: “Can’t I’ll die. Do you
want me to die, Abba?”’ (p. 147).

Magid, the marginally elder of the twin brothers, speaks English fluently even
though he was sent to Bangladesh as a child for many years. He returns to England
an Anglophile and speaking a conspicuously polished form of the language:

I noticed it the moment I came in, and I can assure you, Michael, my soul is

very grateful for it, [...]. It makes me feel at home, and, as this place is dear

to my father and his friend Archibald Jones I feel certain it shall also be dear
to me. They have brought me here, I think, to discuss important matters, and [
for one can think of no better place for them, despite your clearly debilitating

skin condition. (p. 449)

This quotation is made up of grammatically correct sentences using standard English
lexis. On hearing that sentence, the owner of the café¢ which Samad and Archie
frequent compliments Magid on his fluent English in Cockney English,’ very
different English from Magid’s: “Queen’s fucking English and no mistake. What a
nice fella. You’re the kind of clientele I could do wiv in here, Magid. [...] You do
feel like you should watch your mouth around him, dontcha?” (p. 449).

Samad, for his part, is a Bangladeshi Muslim and afraid of being assimilated

into the Western culture. The following question by Samad, with its address to God,

? Cockney refers to the form of English spoken by working class Londoners. Typical features of
Cockney English include: pronunciation of /6/ as [f] as in faas'nd for thousand, pronounciation of a
final -er as [a] or lowered [e], dropped H, as in 'alf (half) , use of ain't instead of isn't or am not, use
of double negatives as in I don’t know nothing etc.

32



reveals him to be a relatively devout Muslim: “Why, in the name of Allah, am [
here?” (p. 153).

Clara, Archie’s Jamaican wife, constitutes a good example of the
representation of language varieties. Her language is distinctive for its dialectal
features; she has a Jamaican accent. “Hush yo mout! You’re nat dat ol’. I seen older.
[...] Clive you bin playing wid dis poor man?” (p. 25). This example typifies her
Jamaican accent and her use of marked grammatical forms and structures. In addition
to this, her language is distinctive for its idiolectal features. She has a problem with
her teeth and when she takes her front false teeth out during the night, she utters “sh”
sound: “Irie, pleaze... I'm exhausted... I'm shrying koo gesh shome shleep” (p. 377).

There are many other characters of different origins. For instance, Ryan
Topps, Clara’s ex-boyfriend, is a white man with red hair and has a distinct Cockney
accent: “Wot? [...] You wot?” (p. 35).

The language of a Spanish housekeeper, Maria Santa, involves some minor
grammatical mistakes. Santa addresses Archie in a formal manner, as Mr. Jones,
since they belong to different socio-economic classes: “Meester Jones, why do you
come here when it make you so unhappy?” (p. 9).

Among the numerous characters in the novel, the language of an Italian
grandmother is worth mentioning: “[H]e take everything capisce? He take-a her
mind, he take-a the blender, he take-a the old stereo — he take-a everything except the
floorboards. It make-a you sick...” (p. 10). Her English does not sound fluent with
those “-a” sounds after each verb, which is a common stereotype of Italians speaking

English. Besides, her English involves some Italian words like “capisce”.
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In the part of the novel relating to the Second World War, Smith introduces a
Russian soldier speaking a remarkably fluent and correct variety of English: “The
war has been over for two weeks and you were not aware?” (p. 105).

Mickey is the runner of O’Connell’s, a cafe where Archie and Samad go
frequently. He is an Arab who speaks with a Cockney accent after living in London
for many years: “Seems a bit dodgy to me, messing wiv God an’ all that. ‘Sides I
ain’t that scientifically minded, you see. Go right over my head” (p. 452).

Denzel, a frequenter of O’Connell’s, speaks Jamaican English since he is of
Jamaican origin: “ ‘Dat a lovely suit you gat dere,” murmured Denzel, stroking the
white linen wistfully. ‘Dat’s what de Englishmen use ta wear back home in Jamaica,
remember dat, Clarence?’ ” (p. 450).

Marcus Chalfen is a British professor married to Joyce, a horticulturalist
feminist woman. Although the Chalfens have their origins in Germany, Poland and
Ireland, they are fully assimilated to British culture. According to Irie, the daughter
of Archie and Clara Jones, they are more English than the English. She envies their
family life as they lead a free life. As can be inferred from the example below, it is
not easy for Marcus to make “foreign” (i.e. non-English) sounds: “ ‘Mill-yat Ick-
ball,” ” said Marcus, making a performance of the foreign syllables” (p. 317).

The folllowing excerpt depicting the war experiences of Archie and Samad
exemplifies the complexity and interwovenness of voices. There are two voices: one
distant narratorial voice, identifying Samad and Archie in the rows, and the voice of
an officer shouting at them at that time: “Samad Miah Igbal (row 2, Over here now,

soldier!) and Alfred Archibald Jones (Move it, move it, move it)” (p. 83).
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The Speech of Narrators
Heteroglossia also enters the novel by means of the speeches of narrators. According
to Bakhtin (1973), authors employ narrators to serve their stylistic ends and the
narrator’s story acts as a compositional surrogate for the author’s word. The author
orchestrates all the elements in the novel; however, there is also a space for those
elements to act freely.

As mentioned before, there are many elements in the novel acting side by
side. As Simon Dentith (1995) states, “It is the narrator’s language which enters into
the body of the novel and is set into active competition with the languages of the
characters” (p. 55). However, it is frequently hard to differentiate the narrator’s voice
from the voices of the characters brought to life by the author. Sometimes the former
fuses with the author’s voice and other times it fuses with the characters’ voices. As
Bakhtin (1973) says, “[t]he narration gravitates between two boundaries: between the
dryly informative, documentary, in no way representational word and the word of the
hero” (p. 211). Most of the time, “[t]he narrator’s speech is just as individualized,
colorful, and nonauthoritative as is the speech of the characters” (Bakhtin, 1994, p.
60).

The multilayered novels within this study comprise different narrative voices.
Let us observe the narratorial voices present in the novels.

Brick Lane
The events in Brick Lane shuttle between the years 1967 and 2002. The book is
composed of twenty-one chapters. Each chapter, except chapter seven, in which the
letters are presented in the first person, is told by a third-person narrator: “An hour

and forty-five minutes before Nazneen’s life began — began as it would proceed for
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quite some time, that is to say uncertainly — her mother Rupban felt an iron fist
squeeze her belly” (Ali, 2004, p. 11).

The narrator resorts to the use of the simple past tense for recounting
characters’ actions: “She handed him his lunch, left over curry between two slices of
white bread, and he put it in his brief-case” (p. 53).

According to Bakhtin (1973), the narrator’s story can be developed in the
form of a literary word or in the form of a spoken word. What is observed in Brick
Lane is that the narrator’s speech is powerfully literary, as can be observed in the
following example: “The leashes curled up like insect legs and the lids squared off
the tops of the irises, which were, Nazneen noticed now, spattered with gold lights
deep down in the black™ (p. 128).

Small Island
The characters are allowed to speak for themselves in Small Island. The story is
narrated in the first person by four characters: Gilbert, Hortense, Queenie and
Bernard. Each narrator’s voice is made distinct not only by their way of speaking but
also by the chapter headings, which are the names of the characters telling the story
(Gilbert, Hortense, Queenie, Bernard). The same event is sometimes narrated from
two different points of view, giving the reader the chance to see the other side of the
coin.

I expected Queenie to be shocked. Could hardly blame her. Husband back

from the dead. But I didn’t foretell that ‘appalled” would play for quite so

long around the corners of her mouth. Sitting there clutching her stomach.

Speechless. Pale. Shaking. [...] (Levy, 2004, p. 423)

Of course I had to ask Bernard if he was staying. He needn’t have looked at

me like that. A balloon deflating, slowly sagging on the wall after a party. I

wasn’t throwing him out. How could I? It was his house. I hadn’t forgotten
that. Blinking place yawned in my face every morning. (p. 431)
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The story is divided into the sections titled "Before" and "1948”. Therefore, the
events are not narrated in a chronological order. The story is usually told by a first
person narrator: “My mirror spoke to me. It said: ‘Man, women gonna fall at your
feet’ ” (p. 125).

The Ventriloquist’s Tale

The novel is composed of three main parts, each of which contains several chapters.
It begins with a prologue and ends with an epilogue. The prologue and epilogue can
be ascribed to the protagonist. However, the narrator who tells the prologue and
epilogue denies being the hero of the novel, commenting: “Why am I not the hero,
you ask?” (Melville, 1998, p. 2).

The novel, in fact, takes its title from the narrator’s skill. The narrator speaks
in the first person in the prologue and epilogue: “But first, I lay claim to the position
of narrator in this novel. Yes, me” (p. 1).

The narrator addresses the reader directly. His voice is colloquial and he has a
conversational tone, displaying a marked awareness of his audience: “My name
translated means ‘one who works in the dark’. You can call me Chico” (p. 1).

Chico asserts that he is one of those whom he describes by saying: “Not only
do we Indians know how to make ourselves attractive. We are also brilliant at
divining what you would like to hear and saying it. [...] 7 (p. 355). Despite his
Caribbean origin, he uses standard English: “That’s all for now, folks. The narrator
must appear to vanish” (p. 9).

In the first, second and the third parts, the first-person narrator is replaced by
a third-person narrator. Except for in the prologue and epilogue, the narrator uses the
simple past tense to depict the actions of the characters: “The boy went outside to

rest under the guava tree where some half-eaten fruit lay on the ground” (p. 17).
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The conversational tone of the narrator, which is noticeable in the prologue,
vanishes with the start of the first part, and his everyday spoken language is replaced
by the use of literary language, such as in the following description: “A dismal grey-
green light began to filter through the trees once more” (p. 204).

Trumpet
The story of Trumpet is told by different narrators. When Jackie Kay was asked why
she wrote Trumpet in many different voices rather than one, she answered as follows:

It tells the same story from different points of view to show how differently it

is possible to view one life. I wanted to have a multiple-voiced narrative also

so that it would be a piece of jazz, with several instruments having their solo
turns. I wanted to build a world in voices so that the reader too could make up

Joss from all those different pieces. I don’t think it would have worked to
have one narrative voice. (Tranter, 2005, n.p.)

The three main narrators are Millie the wife, Colman the son, and Sophie the
journalist. Male and female voices alternate. Towards the end of the novel, there is a
letter by Joss Moody and in some chapters the author intrudes in the novel in the
form of a third-person narrator. A chronological order is followed, but shifts from
one narrator to another do occur.

The shift in the narrative voice can be observed in the language of the
narrators. The choices of vocabulary and register display difference. The first chapter
is recounted by Joss’s wife Millie. Her voice is sad and full of grief, as when she
comments: ‘“Time feels as if it is on the other side of me now, way over, out across
the sea, like another country” (Kay, 1999, p. 3).

Unlike his mother, whose English is formal and plain, Colman, the second
main narrator of the novel, uses derogatory words, slang and informal English in his
speech. He sounds angry and upset after the discovery that his father was really a

woman: “And somebody said something horrible to him, called him a fucking ape or
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some shit like that. And my mother, in a fucking flash, was on her feet giving the guy
dokey” (p. 54).

Sophie Stones, the journalist, is the other main narrator. Her voice is close to
Colman’s, in that she uses an informal language full of slang. Besides, her discourse
sounds like a stream of consciousness as it is spontaneous: “What a shock he was
going to be. Fuck. She might have a heart attack or something” (p. 213).

The last chapter, which is recounted by a third person narrator, though, is
depicted in a poetic style: “A bird startled her by flying close to her head. She
watched it soar right up into the sky, its wings dipping, faltering and rising again,
heard it calling and scatting in the wind” (p. 278).

White Teeth
White Teeth is composed of four main parts: Archie 1974, 1945; Samad 1984, 1857;
Irie 1990, 1907; and Magid, Millat, Marcus 1992, 1999. The focus is on the person
whose name is given to each part. Each part narrates a different period in the
character’s lives. The entire novel, though, is told by a third person narrator. The
narrator’s tone fluctuates; it is notably formal in the very first sentences, but later on
the narrator adopts a more conversational tone. At the beginning of the novel, the
narrator deploys a fairly classic “birds view” storytelling style:

Early in the morning, late in the century, Cricklewood Boadway. At 06.27

hours on 1 January 1975, Alfred Archibald Jones was dressed in corduroy and

sat in a fume-filled Cavalier Muskeeter Estate face down on the steering
wheel hoping the judgement would not be too heavy upon him. (Smith,

2001a, p. 3)

In the chapter depicting the war experiences of Archie and Samad, the narrator
adopts a kind of rhythm which reminds one of a military discourse, repetitious,

interrupted, strict and concise:

Back, back, back. Well, all right, then. Back to Archie spit-clean, pink-faced
and polished, looking just old enough at seventeen to fool the men from the

39



medical board with their pencils and their measuring tape. Back to Samad,

two years older and the warm color of baked bread. Back to the day when

they were first assigned to each other, [...]. (p. 83)

As the narrator’s formal tone softens, the novel gains an ironic tone: “Of course, like
the mother of a drug addict or the neighbour of a serial killer, Clara was the last to
know” (p. 41).

Authorial Speech
Heteroglossia may enter the novel in direct speeches of characters, in incorporated
genres, in narratorial speech and also through authorial speech. As Bakhtin states,
“Heteroglossia, once incorporated into the novel (whatever the forms for its
incorporation), is another’s speech in another’s language, serving to express
authorial intentions but in a refracted way” (1981, p. 324). In other words, while a
stretch of speech may directly express a character’s perspective, it may also
indirectly express an authorial intention.

Most of the time, narratorial speech is confused with authorial speech, but
these two forms need to be distinguished. To do so, let us first define the term
“author.” In The Dictionary of Narratology, the author is defined as the maker or
composer of a narrative (Prince, 1989). “This real or concrete author,” notes Prince,
“is not to be confused with the implied author of a narrative or with its narrator, the
teller of the narrative and, unlike them, is not immanent to or deducible from the
narrative” (p. 8). In his essay “Discourse in the Novel,” Bakhtin (1981) defines the
author as the one who tells how the narrator tells stories, as well as telling about the
narrator himself. Bakhtin makes a distinction between the narrator’s language and
the author’s intention. While arguing that it is the narrator’s language which enters

into the body of the novel and is set into active competition with the languages of the
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characters, Bakhtin insists that the reader should see an author’s intention as being
distinct from that of the narrator (as cited in Dentith, 1995).

The author can distance himself/herself wholly from the language of his work
or partly make use of its language; in both ways, (s)he compels language to serve
his/her aims. Bakhtin (1981) clarifies this choice of the author in the following
quotation:

The author does not speak in a given language (from which he distances

himself to a greater or lesser degree), but he speaks, as it were, through

language, a language that has somehow more or less materialized, become

less objectivized, that he merely ventriloquates. [sic] (p. 299)

The novels within this study may be labelled as “polyphonic” in the Bakhtinian
sense. The concept of the polyphonic novel subverts the notion of the novel that
consists of an omnicient author and “characters subordinate to the main moralistic
purpose of the novel” (Bakhtin, 1973, p. 13). In contrast, in the polyphonic novel, the
characters stand on equal terms with the author and can sometimes rebel against the
author.

According to Bakhtin, the author manifests himself in his orchestration of all
the other voices but also get his/her point(s) across in a more direct way. Bakhtin
(1981) maintains that “the novel can be defined as a diversity of social speech types
[...] and a diversity of individual voices, artistically organised” (p. 262). Whatever
form varieties of heteroglossia take, once they enter the novel they become part of
this authorial orchestration.

Brick Lane
According to Bakhtin the polyphonic novel subverts the notion of omnicient author-

narrator, so the author does not take an omniscient stance above her characters.

While reading a text, everything is accounted through the characters’ way of seeing.
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In the detailed depictions of events, it can be observed that Nazneen’s step-
by-step adaptation to British culture is evoked through the spontaneity and naiveté
with which culturally unfamiliar things are described. In the following example from
the novel, the discovery of a “revolving door” by Nazneen is naively narrated from
Nazneen’s viewpoint and there is no explicit intervention by the author: “She looked
up at a building as she passed. It was constructed almost entirely of glass, with a few
thin rivets of steel holding it together. The entrance was like a glass fan, rotating
slowly, sucking people in, wafting others out” (Ali, 2004, 56).

In a review by James Wood, this way of narrating—seeing everything
through the heroine’s eyes without authorial comment—is termed the suppression of
obvious authorial style in the interest of a character's style (2003, para. 7). This is
also called “free indirect discourse,”4 using which the narrator takes on the speech of
the character and adopts the character’s perspective. Wood maintains that “Ali keeps
her narrative very close to Nazneen's [...] our sense of everything is passed through
this heroine's impressions. Thus all the new information that we learn about this
world, and indeed about the London world, is Nazneen's information, approached as
she approaches it” (2003, para. 7).

In an episode within the text where Nazneen’s perception of a man and a
woman ice-skating on TV is another example of free indirect discourse: “A man in a
very tight suit (so tight that it made his private parts stand out on display) and a
woman in a skirt that did not even cover her bottom gripped each other as an

invisible force hurtled them across an oval arena” (Ali, 2004, p. 36).

* “Free indirect discourse” is “a type of discourse representing a character’s utterances or thoughts.”
Free indirect discourse has the grammatical traits of “normal” INDIRECT DISCOURSE, but it does
not involve a TAG CLAUSE (“he said that,” “she thought that”) introducing and qualifying the
represented utterances and thoughts™ [...] (Prince, 2003, p. 34)
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Nazneen does not know what ice-skating is. The scene on television is
narrated through the heroine’s eyes in such a way that her lack of knowledge can be
inferred easily. Thus, the author uses the perspective of Nazneen implicit in this free
indirect discourse In the following description, the speech of a seemingly objective
narrator is interrupted by a narrative perspective of Mumtaz which is worded in a
common everday language. It is not the author who reacts to the toenails of the
corpse but the character, so this thought of the character is given in parentheses.
Thus, the authorial speech consists of the deliberate juxtaposition of these two
narrative voices: “Mumtaz finished with the left foot (how yellow the toenails!) and
began on the winding. She uncovered Amma’s lower half, and Nazneen in spite of
herself stared at this unprecedented nakedness” (Ali, 2004, 137).

Small Island
In his (1983) article titled “Double Discourses: Joyce and Bakhtin,” David Lodge
presents Bakhtin’s typology of literary discourse. Literary discourse can be classified
as three main categories: “the direct speech of the author” (authorial narrator),
“represented speech” and “doubly-oriented speech.” These forms of speech
accompanying a narrative are woven with many voices in the novel.

The direct speech of the author is “the narrator who speaks in the first lines of
the book with a descriptive fuction.” Represented speech is the sum of “the quoted
direct speech of the characters”, “free indirect speech” and “interior monologue.” In
doubly-oriented speech there is no room for authorial narration. It refers to “another

speech act by another addresser” (Lodge, 1983, p.1).

> Doubly-oriented speech falls into four categories: stylization, parody, skaz, and “dialogue” in
Bakhtin’s terms. Stylization refers to the strategy of borrow someone else’s style (Logde, 1991, p. 35).
Skaz (a Russian term) is a type of first-person narration that has the characteristics of oral narration.
Dialogue is the use of language which allows voices of the "other" to emerge in dialogue with the
voice of the individual, a hidden shaping of authorial speech (p. 33). Parody is a style used for
opposite intentions from the original intention (p. 36).
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The following excerpt from Small Island illustrates different forms of literary
discourse:

Now, come — let me think where to start. [ must begin with Hortense. Bloody

as a murderer, she walked out of the door of Mrs Bligh’s basement flat. The

whole front of her good white dress was red. [...]

“You can see your wife now, Mr Bligh,” was all the explanation that

was forthcoming from her lips. (Levy, 2004, p. 484)
The first sentence “Now, come — let me think where to start. I must begin with
Hortense” bears the features of skaz. First of all, it is a first person narration. The
narrator is a character (Gilbert, in this case) who refers to himself as “I”’ and
secondly, he uses vocabulary and syntax characteristic of colloquial speech. “You
can see your wife now, Mr Bligh,” exemplifies the quoted direct speech of a
character. And the rest is authorial narration.

All in all, the voice of the author is mainly accessible through the voices of

characters in Small Island.

The Ventriloquist’s Tale

The language of the narrator is one site where the author manifests himself and his
point of view. Unlike the other novels in the corpus covered in the present study, in
The Ventriloquist’s Tale the identity of the narrator is revealed. The narrator is
revealed at a certain point to be the central character. The story starts and ends in the
first-person narrative voice: “Now that I’'m leaving I will let you into the secret of my
name. It is Macun...No. I’ve changed my mind. But yes. I will tell you the story of
the parrot. Another time” (Melville, 1998, p. 357). However, the parts inbetween are
presented only from a third-person narrative perspective, as illustrated by the
following excerpts:

They went down to the river, far from the spot where most people bathed. She

walked behind him. The brown grass was long, dry and sparse. A few waist-

high sucubera bushes marked the faint trail. [...] Watching his smooth brown
back ahead of her, she felt a curious sense of familiarity. (p. 167)
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Notwithstanding the fact that this type of narration produces confusion in the reader
about whether (s)he is faced with an authorial or narratorial voice, it can be seen as
part of the author’s artistic organization of the novel and thus serves the intentions of
the author. The narrator of The Ventriloquist’s Tale claims to be a ventriloquist: “For
you to understand that, I shall have to tell you a little about the art of hunting that I
learned to excel as a ventriloquist” (Melville, 1998, p. 6). That is a role that ties in
with the Bakhtinian notion that “the author, like a ventriloquist, is the silent presence
in the text, but his very silence is the background against which we appreciate his

creative skill speech” (Lodge, 1983, p. 1).

In polyphonic novels, it is not made certain whether a character himself
engages in multiple languages or whether the author engages in multiple languages
and lends each one to his characters. In this sense, the author has the opportunity to
manifest himself through different forms of language.

Trumpet
In terms of the variety of narratorial voices, Trumpet comes to the fore among the
novels within this study. Besides the narratorial voices, the authorial voice intrudes
in the novel now and then.

Some parts of the text are narrated in the third-person from the characters’
points of view, and in these parts, descriptive elements are presented. In “Discourse
in the Novel”, Bakhtin (1981) mentions that this sort of textual arrangement is done
for artistic purposes:

All fundamental authorial intentions are orchestrated, refracted at different

angles through the heteroglot languages available in a given era. Only

secondary, purely informative “stage-direction” aspects are given in direct

authorial discourse. The language of the novel becomes an artistically
organized system of languages. (p. 410)
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The following excerpt that comes from a stretch of third-person narrative, which is
laden with the descriptive aspects of the story, can be categorised as the direct speech
of the author: “He gets his holdall down the top quickly. Zips up his black anorak
and gets off the train. Tells the taxi the name of the hotel and sits back staring at
Glasgow to see if he remembers anything” (Kay, 1999, p. 195).

One more example can help to illustrate further: “She handed May some
photographs of a male jazz musician, handsome, tall man in dark suits, patterned ties.
Saxophone in hand” (p. 251).

The intrusion of another’s speech can be observed in the form of inner
thoughts in the novel. The author’s word is being contrasted with another’s word.
Among the descriptive sentences written with a rather plain language one encounters
the author’s report of the narrator’s thoughts separated from the rest with a long
dash: “Mr. Barton Todd is a tall lanky man, with stooping shoulders and a grey work
coat. His hair is grey too and falls down over his face. He keeps pushing it
backwards. His hands are locksmith’s hands — solid brass knuckles” (p. 91).

The following excerpt is taken from the chapter titled “editorial”. It is
assigned to a first person narrator. The narrator is a character (Sophie Stones). She
refers to herself as “I” and the reader as “you” and the tone is conversational. The
language sounds oral rather than written: “But every time you look at the little girl’s
face, you will see something different in it. The first time there is the wide smile. The
second time there is something about the eyes that draw you” (p. 254).

White Teeth
Authorial speech can sometimes be seen as the orchestrating force behind the
speeches of others through its own subjective orientations like sarcasm, irony, etc.

The author’s speech is presumably affected by the multilinguality of the characters.
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For instance, the author inserts rather pretentious upper-class or pseudo-intellectual
foreign words so as to add an ironic effect. There does seem to be a deliberately
stylized and intellectualising dimension to the narrative throughout White Teeth, as
can be observed in the following example: “She was living without props now, sans
safety net” (Smith, 2001a, p. 46).
The author’s rendition of the narrator’s speech in free indirect discourse is
marked by the parenthetical expression in the example below:
At the corner of the road Alsana popped behind the post office and removed
her pinchy sandals in favor of Samad’s shoes. (It was an oddity about Alsana.
She was small but her feet were enormous. You felt instinctively when
looking at her that she had yet more growing to do.) (p. 64)
Heteroglossia is incorporated in the novel throughout the authorial speech, creating
“character zones”:
These zones are formed from the fragments of character speech [polurec’],
from scattered words and sayings belonging to someone else’s speech, from
those invasions into authorial speech of others’ expressive indicators (ellipsis,
questions, exclamations). Such a character zone is the field of action for a
character’s voice, encroaching in one way or another upon the author’s voice.
[sic] (Bakhtin, 1981, p. 316)
In the following description narrated by the third-person, the presentation of the
thought of Alsana, who is a conservative Muslim Bengali in London, combines
authorial report and interior monologue.
But then, as she approached a large white van open at the back and looked
enviously at the furniture that was piled up in it, she recognized the black
lady who was leaning over a garden fence, looking dreamily into the air
towards the library (half dressed, though! A lurid purple vest, underwear
almost), as if her future lay in that direction. (Smith, 2001a, pp. 64-65)
Elsewhere too, descriptions are narrated from the characters’ points of view, as is the

case in the following sentence: “She needed no bra — she was independent, even of

gravity — she wore a red halterneck which stopped below her bust, underneath which
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she wore her belly button (beautifully) and underneath that some very tight yellow
jeans” (p. 24).

In the example above, Archibald Jones sees Clara for the first time. This
scene is depicted from Archie’s point of view, as can be inferred from the
parenthetical expression.

Even though Bakhtin considers the author’s language to be a mixture of
different varieties of speech, he does not deny the presence of the author. Rather,
Bakhtin deems the author an important figure.

Incorporated Genres
Incorporated or inserted genres can be seen as one of the fundamental means of
incorporating heteroglossia in the novel. Incorporated genres may be divided into
two: artistic and extra-artistic (Bakhtin, 1981). Artistic genres include short stories,
lyrical songs, poems and dramatic scenes inserted into the novel. Extra-artistic genres
are everyday, rhetorical, scholarly, religious genres as well as others. In addition to
these genres, there is a group of genres that encompasses confessions, diary entries,
travel notes, biography, personal letters and several other textual forms. All these
genres, as they enter the novel, bring into it their own languages, and therefore
stratify the linguistic unity of the novel and further intensify its speech diversity in
fresh ways (1981). They both help the novel’s artistic realization and add to the
stylistic features of the novel.

All the novels within this study contain many of these different kinds of
genres.

Brick Lane
Brick Lane contains several examples of incorporated genres. One of these genres is

the epistolary form. The letter is one way of communicating, and communication
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basically needs a sender and a receiver. Bakhtin underlines the similarity between the
letter and dialog speech: “Characteristic of the letter is the writer’s acute awareness
of his interlocutor, the adressee to whom it is directed. The letter, like the speech in a
dialog, is directed to a specific person, and it takes into account his possible reply”
(Bakhtin, 1973, p. 170).

In chapter seven, the novel adopts the characteristics of an epistolary novel.
The letters written by Nazneen’s sister are inserted into the novel. Written in italics
the letters are surely not functionless. They give voice to the character, Hasina. In
terms of the narrative perspective of the novel, the third-person narrative shifts to the
first person narrative in this chapter.

September 1988

Sister I have many thing to tell. New address in Narayanganj. Job in new

factory I am machinist real woman job now.

Mr Chowdhury tell to pack and not worry. ‘Pukka building’ he say. ‘Bigger

room.’He bring in Toyota Land Cruiser. [sic] (Ali, 2004a, p.146)

The letters also help to serve the structure and the plot of the novel. In her review on
Brick Lane, Mary Whipple (2003) mentions Hasina’s letters as a medium for the
author to compare the lives of Nazneen and Hasina and other Bengali women, who
are deemed to meet their fate.

Leaflets form another kind of incorporated genre in the novel. The following
leaflet is written by the Bengal Tigers against the Lion Hearts: “Undesirable
elements are seeking to turn our community centre into a den for gambling and
boozing. Do not tolerate it! Write to the council!” (Ali, 2004a, p. 258).

Chanu, who had his major in English Literature, loves poetry and he is often
willing to show his interest in English poetry:

O rejoice

Beyond common joy, and set it down
With gold on lasting pillars. (p. 257)
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Like poetry, song lyrics provide another example of artistic genres in Brick Lane.
The song on the radio is reflected as follows: ‘Weeeeeeeeeeeeeeelll / You know you
make me wanna shout’ (p. 488).

Small Island
Small Island provides several examples of artistic and extra-artistic genres. As for the
artistic genres, we can mention a poem and a hymn. The following is a poem by
William Wordsworth that Hortense recited at school:

I wander’d lonely as a cloud

That floats on high o’er vales and hills,

When all at once I saw a crowd,

A host of golden daffodils. (Levy, 2004, p. 43)

The following extract illustrates a hymn performed by Hortense’s teacher, Miss
Morgan: “Most blessed, most glorious, the ancient of days. [...] Almighty, victorious,
thy great name we praise” (p. 64).

With regard to extra-artistic and other genres, we can name a sermon, a
lullaby and a nursery rhyme. The extract below is taken from a part in which Bernard
sings a lullaby to Queenie’s baby: “Lullaby and goodnight, may sweet slumbers be
with you” (p. 509).

At the dinner table Mr Philip reads the following sermon from the Bible:
“And God said, ‘Let there be light,” and there was light. And God saw the light was
good; and God separated the light from the darkness. God called the light Day and
the darkness he called Night” (p. 48).

Hortense sings one of the rhymes she learnt at school: “What are little boys

made of? Moss and snails and puppy dogs’ tails...” (p. 42).
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The Ventriloquist’s Tale

The Ventriloquist’s Tale includes a number of examples of incorporated genres. One
of them is an excerpt from an academic paper titled “The Structural Elements of

Myth” by M. J. Wormoal:

It’s my intention today to talk to you about the science of mythology. [...]
Science and reason are now invoked in every field, including areas which
have previously evaded them such as mythology. [...] After many years of
research, we have discovered that the most effective and fertile methods of
analysing myths are those regulated by algebra. (Melville, 1998, p.81)

At one point, Chofy’s son Bla-Bla sings a hymn:

Always speak quietly and courteously,

A quiet voice is a mark of refinement,

If you have to interrupt anyone speaking

[...]

And turn your head aside when you cough. (p. 315)

A further artistic genre is that of the lyrical song:

Monkey want snuff, O,

Monkey want rum, O,

Monkey very dry, O,

Monkey want coffee, O,

Monkey very tired, O,

Five o’clock, Monkey, O! (pp. 140-141)

There is also a part of a letter:
You can imagine how I feel. The newspapers have blown it all up and
sensationalized it. [...] Now I feel ashamed that I should be the cause of their
digging up all this rubbish. [...] And I had been settling in here so well too.
Please remember the poor children in your prayers and me as well.

Yours in Christ,
Sister Fidelia. (p. 147)

Trumpet
Trumpet is rich in incorporated genres and there are several examples of artistic text
forms integrated into the narrative. There are, for instance, excerpts from a fictitious
novel penned by Sophie the journalist.

I found out that my father was not a man but a woman ten weeks ago when |
went to the funeral parlour in North London where his body was laid out. If I
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were to say I was astonished, that would not be strong enough language. [...]

I had to write this book so that I could understand my father and so that I

could understand myself (Kay, 1999, p. 265).

Colman’s dream too is given in the form of storytelling: “Edith Moore. Edith Moore
is in front of him at the seaside, holding the hand of a small girl, his father. [...] He
has got a little girl’s life on his back. He has to save her. Has to” (p. 260). The last
two sentences add impetus and reflect the tension of dream. These sentences are
given in italics.

There are examples of the use of epistolary form. The letters are written after
the disclosure of Moody’s identity, mostly by his fellow musicians and fans: “Can
we please let the dead rest in peace? Has this country forgotten how to do that?” (p.
160).

The author enables the reader to visualize the scenes of the novel by using
visual markers. For instance, at one point, the following quotation is inserted into the
novel: “Death has taken ten thousand several doors | For men to take their exists”
(p- 103). This quotation takes place on a sign which is displayed on the door of the
funeral director’s room.

A novel about a musician, Joss Moody, cannot, of course, do without song
lyrics: “Some day he’ll come along, the man I love; And he’ll be big and strong The
man I love...Maybe I shall meet him Sunday, Maybe Monday |[...]” (p. 10).

Furthermore, there are two chapters titled “Editorial”, which are different
from the other chapters of the novel in that the rhythm changes. There are no
dialogues. The following example is from those chapters which consist of excerpts
from newspaper columns written by the journalist Sophie Stones: “This is Josephine
Moore when she was seven years old. The woman next to her, holding her hand, is

her mother, Edith Moore. This photograph was taken in Greenock, the small Scottish
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town where Josephine Moore grew up” (p. 255). Here is another one: “What does the
ghost writer do if the ghost gets cold feet? [...] Fact: ghost writers often fall in love
with their ghosts” (p. 262). Compared to the second excerpt, the first one is more
conversational.

White Teeth
Among the five novels, White Teeth is probably the richest in terms of incorporated
genres. This arguably stems from the variety of settings and events scattered over
different time periods.

The following excerpt is taken from Joyce Chalfen’s book The New Flower
Power: “If it is not too far-fetched a comparison, the sexual and cultural revolution
we have experienced these past two decades is not a million miles away from the
horticultural revolution that has taken place in our herbaceous borders and sunken
beds” (Smith, 2001a, p. 309).

The speech made by the leaders of the radical Muslim organization KEVIN
shows different qualities than the other parts of the novel in terms of register. There
is a speech with a persuasive character. The interlocutor addresses people as “my
Brothers™:

Look around you! And what do you see? What is the result of this so-called

democracy, this so-called freedom, this so-called liberty? [...] Brothers, you

can see it on national television every day, every evening, every night! [...]

And on this day, 1 December 1992, I bear witness that there is nothing

worthy of worship besides the sole Creator, no partner unto Him [...] ...and

we are beng indoctrinated, fooled and brainwashed, my Brothers! So I will

try to elucidate, explain and expound...” [sic] (p. 467)

There are allusions to the words of Paul Sorvino, an actor known for his roles in

gangster films: “Great, supwoib, so we all know each other. [...] Now let’s get down

to business” (p. 447). Millat even adapts the opening sentence of GoodFellas to his
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own way of life: “As far back as I can remember, I always wanted to be a ganster”
(p. 446).

As mentioned before, apart from artistic and extra- artistic forms, there is an
additional group of genres, among which are travel notes, confessions, biographies,
diaries and personal letters. In White Teeth, there are some letters written by Archie’s
friend, Horst Ibelgaufts. Indeed, Ibelgaufts never appears in person in the novel, but
only through the medium of his correspondence with Archie:

17 May 1957

Dear Archibald,

I enclose a picture of my good wife and I in our garden in front of a rather
unpleasant construction site. Though it may not look like Arcadia, it is here
that I am building a crude velodrome—nothing like the one you and I raced
in, but sufficient for my needs. [...] Who more worthy to christen the track of
your earnest competitor, Horst Ibelgaufts?[sic] (p. 16)

The correspondence between Marcus and Magid also appears in the epistolary form:

What you are working on, Marcus—these are remarkable mice—it is nothing
less than revolutionary. When you delve into the mysteries of inherited
characteristics, surely you go straight to the soul of the human condition as
dramatically and fundamentally as any poet, except you are armed with
something essential the poet does not have. [...] -Magid. [sic] (p. 366)

Well, things are the same round here except that my files are in excellent
order, thanks to Irie. You’ll like her: she’s a bright girl and she has the most
tremendous breasts. [...] She could try medicine, I suppose, but even there
might have to be dentistry for our Irie (she could fix her own teeth at least),

an honest profession no doubt, but one I hope you’ll be avoiding... [sic] (p.
368)

A news report on TV about the fall of the Berlin Wall is incorporated into the novel
as follows:
The 28-mile-long scar — the ugliest symbol of a divided world, East and West
— has no meaning any more. Few people, including this reporter, thought to
see it happen in their lifetimes, but last night, at the stroke of midnight,

thousands lingering both sides of the wall gave a great roar and began to pour
through checkpoints and to climb up and over it. (p. 240)
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A notice about transportation on New Year’s Day is inserted into the pages of the
novel as well:

Thusday, December 31* 1992, New Year’s Eve Signalling problems at Baker
Street No Southbound Jubilee Line Trains From Baker Street

Customers are advised to change on to the Metropolitan Line at Finchley
Road

Or Change at Baker Street on to the Bakerloo

There is no alternative bus service

Last Train 02.00 hours

All London Underground staff wish you a safe and hay New Year!

Willesden Green Station Manager, Richard Daley. [sic] (p. 498)

Incorporating various genres in the novel, the author Zadie Smith renders the novel a
living thing. She uses details very well and includes all manner of material in the
text. This combination of different genres and text-types is also particularly common
in postmodern literature. Visual aspects of the text in the novel strike the reader. As
can be observed in the examples above and below, Smith uses italics, underlining,
symbols, different fonts, capital letters and so on.

PRESS RELEASE: 15 OCTOBER 1992

Subject: Launch of Future Mouse©

Professor Marcus Chalfen, writer, celebrated scientist and leading figure of a

group of research geneticists from St Jude’s College, intends to ‘launch’ his

latest ‘design’in a public space; to increase understanding of transgenics in a

public space. (p. 431)
The novel also includes dictionary entries found in the index of Joyce Chalfen’s book
The Inner Life of Houseplants: “Thrips, common name for minute insects that feed
on a wide range of plants, enjoying in particular the warm atmosphere required for an
indoor or exotic plant. Most species are no more than 1.5 mm (0.06 inch) long as
adults; some are wingless, [...]” (p. 316).

An excerpt from the New Testament also augments the variety of inserted
genres in the novel:

Corinthians I, chapter thirteen, verse eight: Whether there be prophecies,

they shall fail; whether there be tongues, they shall cease; whether there be
knowledge, it shall vanish away. For we know in part, and we prophesy in
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part. But when that which is perfect is come, then that which is in part shall
be done away. [sic] (p. 538)

As we have seen, the incorporation of various genres into the novel complements the
heteroglot features and enriches the style of the novel.

Summary
In Chapter 3, I have tried to present the principal ways in which heteroglossia enters
the novel by giving examples from the novels within the corpus of the present study
and by indicating how these entry modes are related to the stylistics of novel.

The entry modes of heteroglossia in the novel are “the speech of characters”,
“the speeches of narrators”, “authorial speech” and “incorporated genres”. As
perceived units of stylistic analysis, these entry modes have been supported by the
examples chosen from the novels within the corpus of the present study.

As illustrated by the examples from the novels, the heteroglot character of the
novels may pose some difficulties for the translator. The variety of character-specific
language forms and incorporated genres may constitute the biggest challenge to the
translator. How scholars of translation describe, analyse, explain, interpret and

sometimes evaluate the strategies and methods used by translators to deal with this

challenge will be the subject of the following chapter.
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CHAPTER 4

SCHOLARLY APPROACHES TO THE TRANSLATION OF
HETEROGLOSSIA

Translation of literary heteroglossia and the study of such translation have gained an
impetus with the rise of postcolonial translation. Many postcolonial authors tend to
write in a language which gives rise to literary heteroglossia and there are a number
of definitions for heteroglossia that have been suggested by researchers of translation
studies.

Reine Meylaerts (2006) claims heteroglossia is another name for language
plurality. “Heteroglossia or language plurality is the presence in the text of foreign
idioms or social, regional, historical... varieties” (p. 85). Myriam Suchet (2009), on
the other hand, broadens the definition and highlights the relationship between self
and other: “[L]iterary heterolingualism is not a mere set of linguistic forms but a
discursive negotiation with alterity. It is the result of a process of differentiation
through which both the self and its other come into being” (p. 155).

Each definition implies linguistic plurality. However, some definitions
diverge from others in that the presence of heteroglossia results from a deliberate act
of bringing social and individual voices together. Michael Cronin goes further and
defines heteroglossia as a “byproduct of minority translating”,® which has the
potential to destabilize the dominant language by enhancing heteroglossia (as cited in
Bandia, 1998/2000, p. 266). This definition by Cronin is applauded by the translation
scholar Paul Bandia. According to Bandia, minority translating pertains to the

writing by postcolonial writers, for whom language is a site where they can challenge

® An act of translation in a minor culture which serves to destabilize the dominant language by
enhancing linguistic multiplicity and hybridity (Bandia, 1998/2000).
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the dominance of the colonizer’s language and make sure that their writing reflects
their multiple linguistic experience (Bandia, 2007). Bandia notes that the
postcolonial author uses multiple languages within the same discourse as a resistance
to dominant colonial language. He maintains that multilingual speakers have been
reduced, marginalized and obliged to use the dominant world languages. Therefore,
these groups try to assert their autonomy by engaging in a different language use
(2007) .

Bandia claims that a postcolonial author is actually translating a text while
writing it. The result is a “hybrid” text since the text bridges the gap between two
remote or estranged language cultures and attempts to preserve its foreignness while
integrating it into the target culture (Bandia, 2006). In Christina Schaffner and
Beverly Adab’s (1995) definition, a hybrid text is a deliberate result of a translation
process that displays alien features. However, in a multilingual and multicultural
environment, even the source text that embraces specific textual features
contradictory to the norms of the target language/culture can also be called a hybrid
text (Schaffner and Adab, 1995, p. 327). As Bandia (2006) claims, since the aim is to
retain the foreignness of a hybrid text, “the translation of a hybrid text [...] is bound
to be different from the usual translation of a monolingual/monocultural text” (p.
356)

The usual strategy of translating a monolingual/monocultural text has tended
to be translation into a fluent language that serves the illusion of transparency and
silencing the voice of the translator (Millan-Varela, 2004: 38). However, translation
of heteroglossia has the potential to resist this traditional approach and requires an
understanding of translation that aims at enhancing the aesthetic effect of the source

text and thus asserting the identity of the language culture.
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There is more to take into account other than seeking sameness or fidelity in
translation. Bandia (2006) points to the translation of the works of postcolonial
Caribbean and African writers in order to explore translation of literary heteroglossia
in hybrid texts. What he comes up with is that the translators resort to neither entirely
foreignizing, that is, the translation strategy in which the strangeness of the foreign
text is preserved in the target text nor domesticating, that is, the strategy of
translation in which the foreignness of the target text is minimized (Venuti, 1995).

In parallel with the general tendency in Translation Studies to move away
from looking simply at texts and the relationship between TTs and STs, postcolonial
and gender approaches in particular exemplify a new cultural turn in the field of
translation studies by focusing on the presence of the translator, which is in dialogue
with that of the author. That reminds us of Bakhtin’s (1981) discussion of a “dialogic
relationship” between the author and the characters. This relationship places the
author and the character on the same ground and the character has as much say as the
author. The notion of the translator’s voice has been reinforced by Theo Hermans
(1996). Hermans (2006) states that “the translator’s voice breaks through the surface
of the text speaking for itself, in its own name, for example in a paratextual
Translator’s Note employing an autoreferential first person identifying the speaking
subject” (p. 27).

With the aim of exploring the voice of the translator in literary translation,
Carmen Milladn-Varela (2004) conducts a descriptive analysis of one of the short
stories of James Joyce’s Dubliners (1914) into Galician, a minoritized language. She
argues that the target text may become heteroglossic when the voice of the translator,
in addition to the voices of the characters, narrator and author, are present in it.

Varela says the voice we hear when we read Cervantes or Joyce in translation is not
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Cervantes’ or Joyce’s but that of the translator, who provides his/her interpretation of
their work (Millan-Varela, 2004). The translator’s voice is blended with other voices
and presences such as publisher, proof-reader etc. which have intervened in the
translating process. Thus, “the target text may become dialogistic and heteroglossic,
a combination of voices which do not always interact harmoniously but clash, adding
new meanings to the text [...]” (Millan-Varela, 2004, p. 39). The voice of the
translator can be identified by looking at the signs of “disharmony”. For example,
presence of the author’s name in the target text, translator’s notes, grammatical
mistakes, the foreignness and “strangeness” of the target text due to the
domestication of the context (pp. 42-47).

In the case of the translation of Joyce’s short story “The Dead” into Galician,
the presence of grammatical mistakes, pseudo-Galician forms and Spanish lexical
items proves the translator’s presence since it distracts the reading process and
puzzles the reader. Another reference to the translator’s visibility is found in a
footnote explaining a wordplay. Contextual and cultural references like the names of
characters, places and institutions are kept in their original form. However, there is a
presence of hybrid structures such as forms of address like serior, sefiorita, seiiora
and geographical references that create familiarity for the target culture receivers.
Domesticating strategy is also adopted when translating culture specific items. For
example, the word galoshes (a type of boot which used to be worn over shoes) has
been translated into a word with a falsified image of the source and target text.

Overall, the Galician version contains some inconsistencies and omissions but
also textual strangeness and foreignness, which leads Millan-Varela to the conclusion
that “translated texts reproduce and recreate the experience of inbetweenness, as well

as the linguistic alienation felt by Galician readers” (2004, p. 18).
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Myriam Suchet is another researcher who explores the translation of literary
heteroglossia. As a case study, Suchet (2009) chooses to study the translations of
Spanish novel Hijo de Hombre (1960) by Roa Bastos into French. First of all, Suchet
analyzes the author’s style and then the three translations and examines the
translation strategies adopted in each translation. In the first case, Jean-Francois
Reille’s translation strategy displays “complete deafness” to the source text and most
of the culture-specific items have been omitted other than pitogiié¢, which means a
common bird in Paraguay. Giving this word in italics underlines its foreignness. The
sentence structure has been changed, and thus the rhythm has been disregarded.
Drawing on Venuti’s (1995) terminology, Suchet calls the overall translation strategy
“domestication”.

In the second case study, the title has been translated literally. The rhythm is
preserved and so are the terms in Guarani (a native-American language spoken
mainly in Paraguay). However, some terms have been italicized and some have been
introduced with an equivalent. The dialogue loaded with Guarani exclamations has
been translated into French. To sum up, Iris Gimenez’s translation strategy is named
as a “compromise” in that it tries to bring source and target text together, taking into
account both the linguistic particularities of the source text and the receptive
capacities of the target reader.

In the third case study, the translation by Francois Maspéro, the Guarani
terms are left in their original forms. The dialogue has been translated including both
Guarani items and their French equivalents in footnotes. The use of footnotes
provides the target reader with necessary information and in so doing makes the
translation visible. However, Suchet underlines the possible problems with the use of

footnotes. First, as Laurence Malingret claims, footnotes make the literary text look
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like an ethnographic document (as cited in Suchet, 2006, p. 158). Secondly, the
information given in the footnotes is actually wrong in this translation. The
information given related to the meanings of “Ad-pof” and “pitogiie” is not accurate.

Touching upon the notions of the visibility and invisibility of the translator,
Suchet lists the marks that a translator leaves in the translation. These marks include
the mention of the translator’s name, the addition of paratext, especially in the visible
form of footnotes in Frangois Maspéro’s translation, the strange occurrence of the
first-person pronoun “we” in Jean-Francois Reille’s version, etc. Then, using Clem
Robyn’s (1994) classification, rather than resorting to the dichotomy of
foreignization versus domestication, Suchet refers to the translational strategy
employed in Jean-Francois Reille’s translation as “imperialist”, that is, “otherness is
denied and transformed”, Iris Gimenez’s as “defensive”, which means otherness is
“acknowledged but still transformed”, and Francois Maspéro’s as “defective”. The
latter means that the translation “stimulates the intrusion of alien elements that are
explicitly acknowledged as such” while the original narrator’s writing strategy is
trans-discursive, that is, it “neither radically opposes itself to other discourses nor
refuses their intrusion” (Suchet, 2006, p. 162).

Reine Meylaerts has conducted research on the French translations of Flemish
novels written during the twenties and thirties of the twentieth century in Belgium,
where a multilingual environment prevailed. In her paper entitled “Literary
Heteroglossia in Translation: When the language of translation is the locus of
ideological struggle,” Meylaerts (2006) explores the modalities and identity
functions of literary language plurality in literary translations. During the interwar
period in Belgium, Flemish dialects were spoken among lower and middle classes in

the North, French dialects were spoken among those in the South and standard
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French was spoken among upper classes. There was a monopoly of French in the
country and literature was a site of conflict for the middle class bilingual Flemish
authors for the reason that whether they choice to write in Flemish or French was a
matter of politics, either in favor of the sociolinguistic emancipation of Flemish or
confirmation of French as the official national language. Translations from the
minority language (Flemish) were welcomed by the target majority culture as they
served Francophone hegemony whereas translation into the minority language was
perceived as the only way to give voice to the minority language and literature.

Meylaerts also explores whether this conflict between minor and major
languages influenced translation strategies. Literary heteroglossia employed by some
Flemish authors takes the form of code-switching between standard/dialectal Flemish
and French. When French translations are analyzed, it is observed that dialects and
regional variants have been erased. The literary heteroglossia present in the source
text in the form of the differentiation among Flemish dialects has been reduced to the
switching between standard French and French infused with popular vocabulary,
thereby serving the hegemony of the target culture.

Meylaerts argues that the visibility of translation has been neutralized and the
references to the heteroglossia of the original text have disappeared in the French
translations. Having discussed the translation strategies that transform heteroglossia
into those forms that serve existing sociocultural hierarchies, Meylaerts concludes
that even though non-translation is ideal for the dominated source culture, the
language of translation still continues to be the site of ideological conflict as non-
translation is not very possible to realize.

In his study entitled “Asymmetry in translating hetrolingualism: a Singapore

case study”, Tong King Lee (2009) explores the way heterolingualism is treated in
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Chinese-English and English-Chinese literary translation in Singapore, where
English, Mandarin, Malay and Tamil are spoken officially. Examining two play texts
and their translations, Lee discovers that the source and target texts are not equally
heterolingual. While the Chinese-English translation displays minimal traces of
heterolingualism, the English-Chinese translation has more traces of
heterolingualism. Lee places the findings within the reception contexts of the source
and target texts and sees that there is an asymmetry between these two languages in
terms of status. Being a language of power, English is more resistant to
heterolingualism and thus textual choices can be seen to be influenced by language
factors with a strongly ideological dimension.

Taking as a case study the Scottish novel Morvern Callar (1995), Catherine
Claire Thomson (2004) explores the construction of ethnic identity in literary texts.
She analyzes the Danish translation of the novel using Berman’s analytic of
translation. At the end of the analysis, Thomson concludes that the “stylistic
otherness” of the source text tends to be effaced in the Danish translation, but the
traces of popular culture are retained both in the source and target languages.

Similar to the aim of the above-mentioned study, James St André (2006)
explores how the playwrights and translators use heterolingualism to forge a
Singaporean identity, taking as a case study three works by Kuo Pao Kun, Quah Sy
Ren and Alfian Sa’at. Having analysed the translations of three plays, Andre finds
that the translator deals with heterolingualism by inserting standard items where
there were heterolingual items in the source text and using heterolingual items where
there were none in the source text. This has led to the fact that the original and the
translation convey different messages. There are three solutions to the problem of

constructing a Singaporean identity: one based on Singlish, one based on Chinese
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and one based on multilingualism and translation. Andre discusses the implications
of such translation practice and concludes that the translation of heterolingualism
challenges the notion of equivalence, totally independent and self-sufficient
languages and reveals the richness of intertextual reading of translations.

Rocio G. Sumillera (2008) explores the translation of linguistic diversity in a
postcolonial text by discussing three Spanish translations of Jean Rhys’ Wide
Sargasso Sea, which embraces a multiplicity of voices and perspectives. The
language switches between standard English, standard French, patois (language
spoken in Dominica and St Lucia) and Caribbean English.

In every translation of the source text into Spanish, the terms in Patois have
been left in their original form as they constitute cultural references to the Caribbean
environment. While translating the nonstandard language present in the source text,
two translators use the strategy of standardization. Unlike these two translators, the
Cuban translator Raquel Costa translates these parts into Standard Caribbean
Spanish. Translating Jamaican Creole into Caribbean Spanish is found appropriate
when dealing with the speech of the nonstandard English speaking characters.
However, this strategy does not seem to help convey the identity of the characters
speaking standard English. All in all, the three translators have endeavoured to
preserve the multilayered language that serves the ideology of the postcolonial
author.

In her paper (2001) which is based on her master thesis (1999), Marja
Suominen deals with how heteroglossia functions in the Finnish novel Tuntematon
sotilas (The Unknown Soldier) and to what extent the heteroglossia present in the
source text is conveyed in the target texts (English and Greek translations).

Tuntematon sotilas involves examples of multiple voices belonging to various
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characters. The transmittance of the heteroglot voices displays differences in the
English and Greek translations.

In the source text, there is a part exemplifying the speeches of an army officer
and a soldier. The army officer uses an elevated language and the soldier speaks a
regional dialect, both of which give clues about the background of the characters. In
the English translation the dialectal speech of the soldier has been omitted. In the
Greek translation, though, the soldier has been given a distinct dialectal voice.
According to the explanation of Maria Martzoukou, the Greek translator, the decision
whether to include or omit the dialects was difficult. Some Finnish and Greek
writers’ recommendation was standardization, otherwise the link between the novel
and the dialects would be too strong. Therefore, the translators came up with the
solution of creating a literary dialect.

The English translation not only lacks different dialectal voices but is also
without markers of nonstandard Finnish. The Greek translation, however, retains
those markers of nonstandard language and there are indications of the vernacular
language use. The Greek translation manages to give the distinction between the
speeches of the characters through the use of grammatical, lexical, dialectal and
phonological markers, whereas in the English translation the solutions go between
standard and colloquial language. The Greek translation represents heteroglot aspects
more than the English version does. According to Suominen, the absence of language
diversity in a heteroglot novel like Tuntematon sotilas would deprive the text of its
essential element which gives it its structure and meaning.

Another translator/researcher of Translation Studies, Alev Bulut (2006), tries
to problematize her own translation experience with the interesting case of

translating the East back into the East through the West. Bulut discusses how, and to
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what extent, it is possible to transmit ethnic-culture specific items present in the
multicultural texts into the translation and what decisions and constraints affect the
translation process. Bulut focuses on the examples from Hanif Kureishi’s works, -
The Black Album (1995), The Buddha of Suburbia (1990) and “The Girl” (1999a) -
which were translated into Turkish respectively as Kara Plak (1999b), Varoslarin
Budasi (2001), and “Kiz” (2002).

The culture of the main characters in the source text, which is Pakistan in this
case, will reach the target language, Turkish, through English language and culture
and the translator’s decisions will be affected by ethnic (people’s names, food names,
culturally discriminative expressions) and religious (forms of address, religious-
cultural concepts) constraints .

The names of Pakistani characters like Jamila (The Buddha of Suburbia) and
Farhad (The Black Album), which exist in Turkish with similar pronunciation
through the contacts with Arabic, can either be translated as Cemile and Ferhat
(already existing names in the target culture) or kept as original since the terms and
names are translated from an Eastern source culture (Pakistan) to the other Eastern
target culture (Turkish) through the medium of a Western culture (Britain).

In Kara Plak, the Pakistani food names have been preserved in their original
form, although italicized. On the other hand, the Indian food names like ‘dhal’,
‘chapatti’, ‘nan’, ‘popadom’ and ‘keema’ have been left as they are. Making the

99 <c

“foreign” “visible” has been preferred in one book (Kara Plak) and not in the other
one (Varoslarin Budast).
Having analyzed the examples, Bulut concluded that within the context of the

translation of postcolonial works into Turkish, the main decision is “foreignization”

(direct borrowing, indirect borrowing through Turkish pronunciation, italicization,
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using footnotes) versus domestication (localization, adaptation). In other words, the
translator has to choose between making the Eastern source text that comes from the
West foreign or making translating the East back into the East, thus making it
familiar.

When it comes to translation of dialects, it is usually seen as a source of
problems. Basil Hatim and Ian Mason (1990) explore the translation of dialect in two
translations of Moliere’s Dom Juan (1958) into English. In the first case of
translation, the speech of Pierrot is rendered into an existing dialect of English. In the
second case, the translator opts for modifying the standard language as follows:
“Eye, marry, Charlotta, I’se tell thee autright haw it fell aut; for, as the zaying iz, |
spied um aut ferst, ferst I spied 'um aut...” (Hatim & Mason, 1990, p. 41).

Hatim and Mason have also studied three translations of D.H. Lawrence’s
Lady Chatterley’s Lover (1960). They have seen that none of the translators has
attempted to render the dialect.

When the strategies adopted in dialect translation are considered, we observe
various strategies. In case of dialect translation, the first strategy is rendering a
source culture dialect by a target culture dialect. However, this strategy has been
criticized by Hatim and Mason as it “runs the risk of creating unintended effects”
(1990, p. 41). The second strategy is emphasizing the dialectal speech in the source
text with lexical, phonetic and/or syntactic markers in the target text. The third
strategy is rendering a source language dialect by modifying the standard target
language. Finally, a dialect can be rendered into a standard target language.
However, this final strategy is critized by Hatim and Mason as it distorts the

“defamiliarizing effect” of the use of dialectal speech in the source text (p. 45).
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Summary
Having elaborated several definitions of literary heteroglossia by various researchers
of Translation Studies, we have reached the conclusion that literary heteroglossia
relates to the existence of multiple voices in the form of linguistic forms resulting
from the deliberate act of an author. Referring to Michael Cronin’s definition of
heteroglossia, Paul Bandia touches upon the political and ideological implications of
it. In a multilingual and multicultural environment, where an interaction and
sometimes conflict between different languages/cultures occurs, the resulting text
becomes heteroglot or hybrid. Therefore, translation of heteroglot texts requires extra
effort when compared to the translation of monolingual/monocultural texts.

Many researchers of translation studies have analyzed such texts that retain
specific textual features and linguistic diversity and have explored the translation of
heteroglossia. Among those researchers, we have made room for Carmen Millan-
Varela (2004), Myriam Suchet (2006), Reine Meylaerts (2006), Tong King Lee
(2009), Catherine Claire Thomson (2004), James St Andre (2006), Rocio G.
Sumillera (2008), Marja Suominen (1999), Alev Bulut (2006), Basil Hatim and Ian
Mason (1990).

The above-mentioned studies offer different solutions to the translation of
literary heteroglossia. The strategies to be used in the translation are determined by
the translator’s choices. However, as translation is multidimensional there are many

9 <<

factors such as “the status of the source text as a social product”, “its intended
readership”, “socio-economic circumstances of its production” and “reception by
target language readers” (Hatim & Mason, 1990) that influence the translator’s

decisions. At this point, it is worth keeping in mind that translating is a

“communicative process which takes place within a social context” (1990, p.3).
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However, among the studies we have mentioned, only a few scholars approach the
matter in such a contextualising manner. Among those, the studies of Tong King Lee

and James St Andre should be noted.

70



CHAPTER 5

DESCRIPTIVE TRANSLATION ANALYSES OF BRICK LANE, KUCUK ADA,
KARNINDAN KONUSANIN OYKUSU, TROMPET AND INCI GIBI DISLER

Brick Lane

The Target and Source Texts

Brick Lane (2004) is a translation of Brick Lane written by Monica Ali in 2003. The
source text used in this study was published by Black Swan in 2004 and the target
text was translated into Turkish by Gokce Kose and published by Inkilap Kitabevi in
2004.

Paratextual Elements

Paratextual elements are defined as elements that surround and support a text in a
published work (Genette, 1997). They include titles, prefaces, covers, illustrations
and the like. Paratextual elements are crucial in shaping the reception of the text by
the reader since they are the immediate elements providing clues about the actual
text.

The title of the original book, Brick Lane, is retained in the translated book
(2004 edition) (see Appendix B). When Monica Ali suggested Seven Seas and
Thirteen Rivers, an expression from a Bengali children’s story, as a title for this
novel, her publisher Doubleday rejected it and offered Brick Lane, “a most appealing
title for a British audience which was used to the popular and emerging-posh soul of
the London district rather than to seeing England or Bangladesh as stereotyped fairy
countries” (Monegato, 2009, p. 34). However, the retention of the proper noun in the
target text title might not imply much for most target text readers and the images on
the cover appear to display little coherence with the title. The front cover of the

translated book (see Appendix B) is based on the 2003 edition of the original book
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published by Doubleday. The colors (red and orange) and the figures (Asian women
in exotic clothes) are the same. These covers differ from that on the 2004 edition by
Black Swan, which is white in colour, with the letters in the title being printed in
different colors and patterns (see Appendix B). It could be argued that the cover of
the 2004 edition reflects the colour, diversity and multiculturalism of the
environment and characters of the novel more than the other source text and target
text covers. The source text analyzed in this study is the 2004 edition published by
Black Swan. The name of the translator of the target text, Gokg¢e Kose, is given
inside as ‘“ceviren” (the one who translates), and a short biography of her is presented
on the inner cover.

On the back cover of the translated novel, there is a photo of Monica Ali and
a summary of the story (see Appendix B). There is also an acclaim by the British
author Margaret Forster. On the other hand, the source text back cover includes a
brief summary of the story and several excerpts from reviews of respectable
newspapers such as Guardian, Daily Telegraph and Mail on Sunday. Besides, details
are given about the awards the novel has received.

Having examined the paratextual elements of the translated novel, one can
easily realize that it is a translation since the name of the translator is given on the
inner cover page. What is more, the presence of the translator’s notes (mostly related
to culture-specific items) emphasizes the translator’s visibility (Venuti, 1998).

Matricial Norms

Matricial norms govern three main features: fullness of the target text, distribution of
the source language material in the target text and segmentation of the source text

(Toury, 1995).

72



As far as the fullness of the target text is concerned, the translator Gokge
Kose follows the source text entirely, leaving no parts untranslated and neither
adding nor omitting anything of any length. All the twenty-one chapters, including
the acknowledgements, have been retained in the translation. While the source text is
493 pages long, the target text is 525 pages long. Eugene Nida and Charles Taber
(1982) state that translations are often longer than their sources.

There is a tendency for all good translations to be somewhat longer than the

originals. This does not mean, of course, that all long translations are

necessarily good. It only means that in the process of transfer from one
linguistic and cultural structure to another, it is almost inevitable that the

resulting translation will turn out to be longer. (p. 163)

The question of whether translations are longer than their originals has been studied
by many researchers and the difference in length has been explained as being due to
the tendency of explicitation in translation. Explicitation is a term proposed first by
Vinay and Darbelnet (1958/1995) to describe a translation technique in which what
is implicit in the source text is made explicit in the target text. Later, Blum-Kulka
(1986) developed the “explicitation hypothesis” and argued that the translation
process tends to result in a target language text which contains more redundancy than
the corresponding source language text.

Blum-Kulka’s emphasis on explicitation as a feature of the translation process
has found support in research by Weissbrod (1992), Klaudy (1993), Englund
Dimitrova (1993), Séguinot (1988), @veras (1998), Olohan and Baker (2000) and
Frankenberg-Garcia (2003). Their studies demonstrate that the greater length of

translations compared to their sources does not just stem from differences between

source and target languages.
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There is, however, a further reason for the length of the translation: although
the line spacing is identical in the source and target texts, the number of lines (on
average 42-43 in ST, 32-33 in 77) and the font are different.

In terms of the segmentation of paragraphs, the translator complies fully with
the paragraph segmentation of the source text. In the translation there are no traces of
short sentences being combined into longer ones or short paragraphs being joined
together into a long paragraph. There is no attempt by the translator to divide long
and complex sentences into shorter ones, either.

As far as the distribution is concerned, it is possible to say that the translator
follows the source text closely. The order of the sentences, paragraphs and chapters
in the source text is maintained in the target text.

Overall, the translator complies fully with the matricial norms of the source
text.

Translation of Character-Specific Language Forms

As the stylistic analysis in Chapter 3 demonstrates, the source text is laden with
examples of character-specific language forms. Among these forms are nonstandard
language, colloquial language, slang and manifestations of speech defects. While
translating these forms, the translator mainly resorts to the translation strategy of
domestication (Venuti, 1995). Domestication is a translation strategy in which a
transparent, fluent style is adopted in order to minimize the strangeness of the foreign
text for target language readers. Domestication involves “an ethnocentric reduction
of the foreign text to target language culture values” (Hatim & Mason, 1997, p. 146).
This entails translating in a transparent, fluent, “invisible” style in order to minimize

the foreignness of the target text.
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As Monica Ali portrays Bangladeshi immigrants living in London in Brick
Lane, she sometimes devises nonstandard language forms. At the beginning of the
novel, even Nazneen has no English at all, and it is obvious that the only language
Nazneen and Hasina can write their letters in is supposed to be Bengali. However,
the letters are in English. Indeed, it is ungrammatical English that we see in the
letters. In his review of Brick Lane, Kaiser Haq touches upon this matter:

Hasina's letters pose a technical problem. As she has even less education than

her sister, she is supposed to write imperfect Bengali. But Monica has lost her

childhood Bengali, so it is impossible for her to imagine the imperfect

Bengali and translate it into imperfect English. She circumvents the problem

by devising a kind of broken English. (2003, para. 7)
In the example below, the translator opts for correcting ungrammatical language and
giving the character a standard use of spoken Turkish.

Aksam oldu ¢ocuklar uyyo o yiizden ben de elime kalem aldim sana mektup

yazryom. Cocuklar cogu zaman farkli saatlerde uyyolar. Bu sefer ben de

biitiin giin onlarla ugrasmak zorunda kaliyom. [...] Gece yatagima

uzandigimda kafam yere degiyo. [sic] (TT, p. 239)

Both children is now sleep afternoon time is how I sit down with pen for you.

Many days children is sleep different time and then it keep me busy for all day

[...] When I lie down at night my head touching to ground and two three
seconds sleep come. [sic] (ST, p. 224)

Syntactic errors involving subject-verb agreement and auxiliary agreement in the
source text have been corrected in the target text. However, these errors are
significant as they point to Hasina’s level of education. The translator chooses to
underline Hasina’s illiteracy by deforming the grammatical verb forms. Present
progressive suffix “—iyor” (-1yor, -uyor, -iiyor) has been shortened. For example,
“yaziyorum” becomes “yaziyom”, “kaliyorum” becomes “kaliyom”.

The following excerpt from Hasina’s letters illustrates the translator’s
“normalizing” of the English:

Tanriya siikiirler ossun kuzenimiz Ahmed bana evinin adresini verdi.

Evliligini duydum ve diigiin giiniinde simdi de ettigim gibi defalarca dua
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ettim. Kocanin iyi biri olmasini diledim Tanridan. Sen de bana yazar ve her

biseyi anlatirsin.

Cok mutluyum su an, biraz da korkuyom. Gozlerimi agcmaya dahi cesaretim

yoh neredeyse. [...] (TT, p. 23)

Our cousin Ahmed have given me your address praise God. I hear of

marriage and pray many time on your wedding day. I pray also now. I pray

your husband is good man. You will write and telling all things to me.

I so happy now I almost scared. Hardly dare opening my eye [...] (ST, pp. 24-

25)

In the source text, most of the auxiliary verbs are missing, and if there are any verbs
they are in an incorrect form or inappropriate tense. There are errors with articles,
prepositions and plural forms. The language Hasina uses has been described as
“ungrammatical pidgin English” by Leela Kanal (2008, p. 55). While translating, the
translator has opted for inserting the ellipted auxiliary verbs and thus correcting other
ungrammatical forms. The language in the target text mainly displays features of
spoken Turkish and a few words (ossun, yoh etc.) typical of both the western and
eastern accents of Turkish have been interspersed.

In one of the meetings that Nazneen attends, someone shouts at a black man,
calling him “Apostate!” The man being shouted at replies in colloquial language: “
‘Who you callin’ a postate?’ [...] ‘[ ain’t no postate,” he grumbled” (S7, p. 285).

In the translation the colloquial forms of “ain’t” and “callin’ ” have been rendered
formal and standard: “ ‘Sen kime dinsiz diyorsun?’ [...] ‘Ben dinsiz falan degilim,”
diye homurdandi (77, p. 304).

Standardization is the common strategy of rendering nonstandard source-

language dialogue using standard target-language dialogue (Toury, 1995, p. 267). In

the extract below, Chanu gets extremely mad when his rebellious daughter Shahana

opposes him. He starts to shout in anger: “What is the wrong with you?” (S7, p. 201).
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In Chanu’s sentence we discern the English of a non-native speaker with limited
competence. Shahana corrects his father: *“ ‘Do you mean,’ said Shahana, “What is
wrong with you?” She blew at her fringe. ‘Not the wrong * ” (ST, p. 201).

The translator translates this by adding the interrogative particle “-mi” (-my, -mii, -
mu) to the question: “Senin sorunun mu ne?” (77, p. 214). However, this translation
is grammatically correct. It translates as ‘did you say “what is wrong with you?”’
Therefore, nonstandard grammar in the source text is rendered with standard
grammar in the target text.

When characters are non-native speakers of English, this leaves traces in their
pronunciation too. In the following extract, Nazneen watches ice-skating on TV. She
asks her husband, Chanu, the name of the sport. Chanu answers her question.
Nazneen repeats after Chanu.

‘Ice e-skating,” said Nazneen.

‘Ice skating,” said Chanu.

‘Ice e-skating.’

‘No, no. No e. Ice skating. Try it again.’

[...] ‘Ice es-kating,” she said, with deliberation. [sic] (ST, pp. 36-37)

“Buz a-pateni,” dedi Nazneen.

“Buz pateni, ” dedi Chanu.

“Buz a-pateni”

“Hayir, hayir. A yok. Buz pateni. Tekrar dene.”

[...] “Buz ap-ateni,” dedi dikkatle. [sic] (77, p. 36)

In the example above, the translator tries to create in the target text the similar sound
effect stemming from language difficulty by replacing the prefix “-e” in the source
text with the prefix “-a” in the target text.

Compensation is a technique which involves making up for the loss of a
source text effect by recreating a similar effect in the target text through means that

are specific to the target language and/or text. (Harvey, 1995) (Harvey & Higgins,

1992). This strategy is adopted in the translation of Karim’s speech disorder as
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follows: “Karim faltered. ‘On th-th-the phone [...]” 7 (ST, p. 234). Here is the
translation: “Te- te- telefonla ilgili [...]” (TT, p. 250).

The lack of a direct article in Turkish has been compensated by the
stammering of the noun itself. With regard to the translation of slang, the translator
tries to follow the source text closely. In the extract below, Razia’s drug-addict son
asks her mother to let her out: “I just need a little fix now. Let me out for an hour. I’'1ll
be back in an hour and I'll be a lot stronger then. Just let me out. Come on, Ma, let
me out” (ST, p. 427). The translation is as follows: “Biraz tamire ihtiyacim var. Bir
saatligine disar1 ¢itkmama izin ver, bak sonra daha giiclii olacagim. Hadj, liitfen a¢
kap1y1. Hadi anne, disar1 ¢citkmama izin ver” (17, p. 454).

“Fix”, as a slang term, means an intravenous injection of a drug, especially
heroin. In the target text, the word “fix” is translated literally as tamir, a Turkish
counterpart for “repair”, which is not a slang term. Translating a slang term as a
standard word in this case causes a semantic shift in the target text.

In the same example above, Tariq calls her mother “ma”. “Ma” is an informal
word for “mother”. In Turkish there are informal expressions for mother too such as
“ana” and “valide”. In the target text, “ma” is translated as “anne”. While “anne” is a
standard word, the other alternatives sound like old-fashioned Turkish. All the same,
this does not cancel out the fact that the informal expression “ma” vanishes in the
target text.

In the following example, the translator’s choice causes a shift in the
language level from standard to slang. The standard compound word “police station”
has been rendered as kodes, which is a slang term in Turkish for prison, the standard
form of which is hapishane: “Polis Zainab’in kocasin1 kodese atmis” (77, p. 175).

Here is the translation: “Police put Zainab’s husband in police station” (ST, p. 167).
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The following sentence displays Nazneen’s compliant voice. Her reaction to
arranged marriage, which might be viewed as typical of South Asia and the Middle
East, gives hints about her origin. What is more, the presence of the words of
address, amma and abba bolsters the idea that the voice belongs to a submissive
Bengali woman: “Abba, it is good that you have chosen my husband. I hope I can be
a good wife, like Amma” (S7, p. 16).

The translator has borrowed the words amma and abba using explanatory
tools. She has given their meanings in footnotes. “Abba, senin benim evlenecegim
adami se¢men ne hos. Umarim ben de amma gibi iyi bir es olurum” (77, p. 15).

Mrs Islam, a wealthy widow and a local usurer, talks about the neccessity of
cultural assimilation. Her sentences imbued with the words burkha and purdah imply
that she comes from one of the Islamic countries. Even her name reveals her origin.
In the translation, burkha and purdah are among the words transferred directly
without any explanatory or typographical tools. However, it is possible to infer the
meaning of the word from the context.

Burka giymem En 6nemli sey olan purdahi hi¢ aklimdan ¢ikarmam. Hem

benim ceketlerim, anoraklarim ve basimi 6rtmek icin bir de esarbim var. Ama

tiim bu insanlarla kaynasirsa, iyi bile olsalar, onlarmkini kabul etmek i¢in

kendi kiiltiiriinden vazgecmen gerekir. Isler boyle yiiriir. (77, p. 28)

I don’t wear burkha. I keep purdah in my mind, which is the most important

thing. Plus I have cardigans and anoraks and a scarf for my head. But if you

mix with all these people, even if they are good people, you have to give up

your culture to accept theirs. That’s how it is. (ST, p. 29)

Translation of Incorporated Genres

As we mentioned before, incorporation of different genres contributes to the
heteroglossia and thus stylistic features of the novel. Brick Lane involves several
examples of these genres such as poems, songs, letters and leaflets. The first example

is a song recited by Chanu:
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We are the strength, we are the force

The band of Students that we are!

Under the pitch dark night, we stir out

Barefooted across the road

With obstacles strewn. The soil stiff

We render red with our crimson blood... (ST, p. 135)

QﬁCﬁZ biz, kuvvetiz biz

Ogrenci grubuyuz biz!

Zifiri karanlikta parlariz

Engellerle dolu yollarda

Hep ciplak ayakla ilerleriz

Toprak kaskati kesilir altimizda,

Koyu kirmizi akan kanimizla

Kipkirmizi kesiliriz biz... (TT, p. 138)
This song sounds like a hymn, and as Chanu states, he used to sing it at the
university. It also sounds like epic poetry with instances of “crimson blood” and
“stiff soil”. The target text evokes a heroic sentiment in the readership. In terms of
matricial norms, the source text has six lines while the target text has eight lines. The
places of the fourth and the fifth lines have been interchanged. The other lines have
been kept in their initial place but the fifth and the sixth lines have been divided into
two separate lines. The rhyme scheme and the rhythm differ in the target text, too.

As we mentioned under the title of “character-specific language forms”,
Hasina, Nazneen’s sister in Dhaka, appears in the novel through the letters. Her voice
can easily be differentiated by her poor English and the words referring to
Bangladeshi and Islamic culture such as lathi, salaam, Allah. 1 will not dwell upon
Hasina’s English as it was accentuated before. As for the cultural references, the
source text contains both the common and the Islamic title of God. However, in the
target text, the translator alternates these titles in an inconsistent way. In the

following extract “God” has been translated as Tanri, which is a neutral term in

Turkish.
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Mayis 1988,

Tanr sana karanlik saatlerinde huzur versin kardesim. Tanri’min 15181
iizerinde olsun.

Ah Tanrim kalbimi 151ginla doldur dilimi 1siginla doldur kulaklarum
isiginla doldur sag elimi ve sol elimi 1siginla doldur oniime 151811 ser arkami
isiginla donat. [...] [sic] (TT, p. 150)

May 1988
God give comfort sister in your dark hour. I say Prayer of Light for you.

O God, place light in my heart, light in my tongue, light in my
hearing, light on my right and on my left, light before me, light behind me
[...] [sic] (ST, p. 146)

However, in the other extract the Islamic title “Allah” has been preferred over
“Tanr1”:
Ocak 1990,

Kizin anneler gibi sevecen olsun. Allah sana gii¢ kuvvet ve cesaret
versin. Teyzesi ona sevgilerini sunuyo. Kocana da selamimi soyle. Allah
calismalarina yardimct olsun ve kisa zamanda meyvesini vermesini saglasin.
[sic] (TT, p. 165)

January 1990

May daughter be so sweet as the mother. God give strength and grace and
courage. Auntie sends all love. My salaam to your husband. God bless his
study and make them give fruit. [sic] (ST, p. 158)

April 1995,

I give thanks to God. As it is written in the suras ‘Do not despair of the mercy
of God for Allah forgives all sins. He is the Compassionate the Merciful.’
[sic] (ST, p. 172)

Nisan 1995,

Allah’a giikiirler olsun. Ayni surelerde yazildigi gibi “Allah
merhametini esirgemez ciinkii Allah her giinahi affedendir.” Merhametlidir o
sevecendir. [sic] (TT, p. 182)

The Islamic words salaam (the Arabic greeting word which means “peace”) and
sura (a chapter of the holy book Qur’an) have been transliterated in the target text as
selam and sure since the target culture provides equivalents due to the fact that Islam
is the religion of the majority of followers in Turkey. Therefore, the translator opts

for using familiar items. While the words belonging to Islamic culture have been

translated according to target language norms, the Bengali word lathi (a long stick
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used as a weapon in India) has been left as original but given in the translator’s
footnotes worded as follows: “Adamlar soygunculart motorlarindan indirdiler.
Yumruklarla tekmelerle ve de lathilerle” dovdiiler.” "Metal ile cevrili bambu sopa
(¢.n.) (translator’s note) (77, p. 286). Here is the original: “Mens pull robbers from
bike and they beat with fist and foot and lathi also” (ST, p. 267).

In the novel, there is a conflict between the radical Islamist group “Bengal
Tigers” and the anti-Islamic British group “Lion Hearts”. The leaflets prepared by
these groups have been translated retaining the visual aspects in the source text with
the exception of the capitalized part “KUMAR VE ICKi”. Capitalization adds more
emphasis to the target text than the source text. However, the visuality retained gives
the reader the impression that what he/she is reading is a leaflet with ideological
overtones.

Undesirable elements are seeking to turn our community
centre into a den for gambling and boozing,
Do not tolerate it! Write to the council! [sic] (ST, p. 258)
Bazi istenmeyen maddeler cemiyet binamizi
KUMAR VE ICKI
Mekdanina cevirmeye ¢alistyor.
Buna izin vermeyin! Konseyimize yazin! [sic](TT, p. 276)
Radical Islamists’ voice can also be heard in the magazine that Karim reads at
Hasina’s house. The use of Islamic concepts like jihad and Mujahideen help identify
this voice. In the translation, these words have been transliterated for the same reason
given above.

Cecenistan denen bir yerde su siralar cihat varmis. Elindeki dergiden okudu.

“Allah yanimizda, sadece Cegenistan degil, miicahitler sizi Rusya’nin

kucaginda bulacaklar. Allah bizden yana, topraklarinizi elinizden alacagiz.”

[sic] (TT, p. 260)

In a place called Chechnya, there was at this time jihad. He read from his

magazine. ‘Allah willing — the Mujahideen will see you in the heart of your

Mother Russia — not just Chechnya. Allah willing — we will inherit your land.’
[sic] (ST, p. 243)
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Summary

Having analyzed the target text examples and compared them with those in the
source text, we can draw conclusions as to the translation strategies used in this
target text. The examples selected from the target and source texts have been
presented so as to give an idea about the translator’s strategies in dealing with the
translation of character-specific language forms and incorporated genres in the
heteroglot novels used in this study.

It is possible to come to the conclusion that the translator’s strategies range
from domestication to foreignization in Venuti’s terms (1995). In Toury’s words,
they shift between the poles of adequacy and acceptability (1995).

With regard to paratextual elements, we have seen that the presence of the
translator’s name on the inner cover page and the retention of the original title (Brick
Lane) make it easier for the reader to understand that this book is a translation.

As for the matricial norms, we can say that the translator has fully conformed
to the order of sentences and paragraphs, followed the paragraph segmentation and
has left no chapter untranslated. On the other hand, she has made some additions
with the intent of making some foreign words and nonstandard sentences clear for
the target reader. This strategy, however, has made the text longer and lessened the
foreignness of some items.

Nonstandard language in the source text has been rendered standard, and thus
familiar. The level of the sentences or words sometimes have changed from informal
to formal or vice versa. The non-English lexis has mainly been left foreign. While
the translator has explained some of them in footnotes, she hasn’t used any

explanatory tools for the others.
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With regard to the translation of incorporated genres, the letters of Hasina
include a number of Islamic words. As the target culture already has equivalents for
the Islamic concepts, the translator has opted for transliterating these words.
However, there is a inconsistency in the translation of the word “God”. It has either
been rendered as Allah, the Islamic title or the neutral name Tanri. The Hindi word
lathi, on the other hand, has been left original but explained in footnotes.

Kiiciik Ada

The Target and the Source Text

Kiiciik Ada (2006) is a translation of Small Island written by Andrea Levy in 2004.
The source text used in this study was published by Headline Book Publishing in
2004 and the target text was translated into Turkish by Emre Aganoglu and published
by Merkez Kitaplar1 in 2006.

Paratextual Elements

As fas as the covers and blurbs are concerned, there are similarities between the
source and target texts.

The front cover of the translation reproduces the drawing of two main female
characters from the novel, Queenie and Hortense (see Appendix B). Although not
exactly the same, we see the drawings of the same characters on the front cover of
the source text, too. The title of the book is written under the picture after the name
of the author. The title is in small case while the name of the author is in capital
letters. The quote from a review presented on the front cover of the source text is not
reproduced in the target text. However, on the back cover of the translated novel we
can see excerpts from several reviews from international magazines and journals as

well as some information about the theme and the literary acclaim the book received
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(see Appendix B). The presence of the name of the translator on the front cover
brings visibility to the target text and the translator.

In terms of the paratextual elements of the target text, it is obvious that it is a
translation since the name of the translator is given on the front cover. The use of
footnotes fosters the visibility as well.

Matricial Norms

In terms of the fullness of the target text, the translator, Emre Aganoglu, has
followed the source text completely, translating all fifty-nine chapters, the prologue
and the acknowledgements. Since the type sets are different, the source text (533
pages) is longer than the target text (495 pages).

As far as the additions in the target text are considered, it is possible to say
that the translator adds some explanatory words either in the form of footnotes or
glosses. Among the words explained by footnotes are basha (TT, p. 337) (tent),
charpoy (TT, p. 351) (bed) and dhoti (TT, p. 367) (men’s clothing). The job names
belonging to Indian culture such as char-wallah, dobie-wallah and nappi wallah
have been translated into yevmiyeyle calisan, icinde bayatlamis ¢cay bulunan
semaverlerini yanlarinda tastyan yerli (TT, p. 357), camasirct yerli (TT, p. 357) and
ortiiyle dolagan yerli (TT, p. 357) respectively.

With regard to the segmentation of paragraphs, the translator replicates the
paragraph segmentation of the source text. The usually simple and short sentences in
the source text have been retained in the translation. However, there are a few
instances where we can see long and complex sentences. The translator does not try
to divide them into shorter sentences:

Bilenen bicaklardan, kesilen, parcalanan etlerden ¢ikan homurtuyla, camur

ayagmizn altinda ezildiginde ¢ikan sese benzeyen sesler esliginde, biiyiikbas

hayvanlar, butlarin iist kismindan kesilmis etlere doniisiir; koyunlar bacak,
bel, kal¢a kemigi, boyun, gogiis, baldir, pirzola, kotlet, gerdan ve omuz
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haline; her sabah bakir bir kabin icinden beslenen giiriiltiicii, camurlu
domuzlar ise ayak, kalca kemigi, bel, eklem, fileto, karin, pirzola ve
kiirekkemigi haline gelirdi. [...] (77, p. 220)

And with sharpening, slicing, chopping, grunting, slopping noises, cattle were
turned into topside, rump, sirloin, best rib, chuck, shin, brisket, silverside,
lambs into leg, loin, best end, neck, breast, shank end, chump chop, cutlet,
scrag end, shoulder, and the pigs were turned from snuffling muddy pink
porkers that had been fed every morning on swill boiled up in a copper into
heads, feet, hind, loin, knuckle, fillet, belly, spare rib, blade bone. [...] (S7, p.
237)

As for the distribution, the translator follows the source text closely. The order of the

sentences, paragraphs and chapters in the source text is maintained in the target text.
To sum up, the matricial norms of the source text have been followed closely

in the target text.

Translation of Character-Specific Language Forms

“This is a novel whose characters are preoccupied with how they and others speak,”
says John Mullan from the Guardian (2004). Speaking English “as properly as the
king of English does” is a matter of pride among the West Indians in the novel. There
are some instances in the novel where the author draws attention to the matter of
language. For instance, when Hortense arrives in London, she finds it difficult to
communicate with Londoners. She does her best to form the most accurate sentences
and pronounce words in an acceptable manner. Yet no matter how properly she
speaks English, she is not easily understood since the language she attempts to
emulate is the ultra-polite and verbose sociolect of the middle-class, whereas the
people she comes across in England are mostly working-class and unfamiliar with
this sociolect. In the following example, Hortense asks a white man for directions: “
‘Thank you, and could you be so kind as to point out for me the place where I might
find one of these vehicles?’ The white man looked perplexed. “You what, love?” he

said, as if I had been speaking in tongues” (ST, p. 16).
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Andrea Levy carefully depicts the different ways the characters speak. The
way Queenie and Bernard speak is different from that of Hortense and Gilbert. There
are markers of Jamaican dialect in the form of nonstandard spellings. In the target
text, there is an attempt by the translator to reflect the character-specific speech to
some extent. In most cases, the translator resorts to domestication in the form of
flattening or standardizing. Thus, he conceals the difference of the lect and the choice
of a local nonstandard form in the source text.

In the following translation, the distinctive dialect of one West Indian
woman, Miss Jewel, has been substituted with a language including markers of a
mixture of different accents in Turkish. Thus, the translator adopts the strategy of
cultural substitution by replacing an element that might be opaque in the source text
with one that has a similar function in the target culture (Grutman, 2008, p. 192).
However, the use of language in the target text does not seem to reflect a certain
local dialect in Turkish. It is rather a representation of spoken Turkish scattered with
a few words like dimek and dgretecen, which are reminiscient of accents found in
central and western Anatolia.

Ben bilmem, Bayan Hortense. Anam hamileykene bdle olmus. Biiyii yani,

dedi.
[...]

Koyun mu? Camaika’da koyun neyin olmaz.
[...]

Ingiltere ha. Tanr1 ingiliz dimek.

[...]

Ogretecen mi bana, Bayan Hortense. (7T, p. 44)

Me nuh know, Miss Hortense. When me mudda did pregnant dem seh
smaddy obeah’er. A likkle spell yah no

g .é:]ep? Dem nuh have none ah dat in Jamaica?

E)“ .,] Hengland. Ah deh so de Lawd born ah Hengland?

'[Fma]ch me nuh, Miss Hortense? (ST, p. 43)
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However, Miss Jewel’s language is not reproduced consistently. The way she speaks
is sometimes not different from the discourse of Queenie or Bernard: ““ ‘Bayan

%9

Hortense, cocuk gitti, gel yardim et,” ” (77, p. 44). The source text, in contrast,
displays the features of Jamaican dialect: “ ‘Miss Hortense, di boy gone, come help
me nuh’ 7 (ST, p. 42).

The language that Gilbert and Hortense speak is distinguished from standard
English by pronunciation and grammatical structure. In the excerpt where Hortense
arrives in London and is disappointed by the place Gilbert lives in, Gilbert and
Hortense have a small quarrel: “ “What you doing,” asks Hortense. ‘The thing in me
way,” says Gilbert and adds: ‘What — you wan’ me sleep in the hallway? You no see
I caan step around it’ ” (ST, p. 25).

The translator attempts to reflect Gilbert’s nonstandard language use by
employing the markers of spoken language in Turkish, while rendering that of
Hortense in standard target language as follows: *“ ‘Ne yapiyorsun?’ diye sordu.

‘Bu sey yolumu kapatiyor.’ [...] ‘Ne yani, koridorda m1 uyuycam? Goriiyosun
etrafindan dolasamiyom. [...]” ” (TT, pp. 29-30).

This choice of the translator can be explained by the fact that Hortense is
careful to speak formal standard English with Londoners. For instance, when asking
for directions, she utters the following sentence: “Would you be so kind as to tell me
where I might find the toilet?” (S7, p. 31). In the target text, this sentence has been
rendered as standard, formal and polite as the one in the source text: “Tuvaletin
nerede oldugunu sdylemek nezaketini gosterir misiniz?” (77, p. 34).

In dealing with the broken language of a prostitute in India, the translator
prefers to translate ungrammatical English with ungrammatical Turkish. The use of

the wrong tense in English is matched by irregular word-order and the omission of
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the question marker in the target text: “Asker. Sen sevdin beni? Temiz giizel mi
ben?” (TT, p. 386). Here is the original: “Tommy. You are liking me, nice clean
girl?” (ST, p. 412).

The voice of the characters is also distinguishable by their lexical choices.
Bernard sometimes makes use of Hindi and Bengali words. Among the speakers, the
one who has contact with the Indians is Bernard due to his war duty in India. The
following sentence is taken from the part Bernard narrates: “Grabbed the blighter by
his filthy dhoti. Stinking rag comes away in my hand” (S7, p. 393). The translation is
as follows: “Lanet herifi kirlenmis dhoti’sinden yakaladim. Igren¢ kumas pargasi
elimde dagiliyordu” (77, p. 367). The word dhoti (men’s traditional clothing in
India) has been left untranslated in the main text, italicized as in the source text
though explained in a footnote: “Hindistan’da giyilen, pantolona benzeyen, dikissiz,
geleneksel erkek kiyafeti (y. n.)” (the editor’s note) (p. 367).

Non-English phrases that belong to other voices in the novel have been left
foreign in the target text. Among them are “Schnell, schiitzen Sie sich!” (TT, p. 247)
(“Quick, protect yourselves” in German) and ek piala cha sahip (p. 357) (“a cup of
tea” in Hindi). While the former is assigned to German soldiers, the latter is uttered
by Indian street vendors. The following excerpt illustrates this point but at the same
time helps display other translational choices:

Yevmiyeyle calisan, i¢inde bayatlamis ¢ay bulunan semaverlerini yanlarinda

tastyan yerlilerle (“Ek piala cha, sahip”) karsilagtyordunuz. Camasirc yerliler

kadinlar gibi ¢amasir yikiyorlardi. Ortiiyle dolasan yerlilere ise biraz para
verip tiras olabiliyordunuz; siz uyurken bile halledebiliyorlardi bu isi. [sic]

(TT, p. 357)

Char-wallahs wherever you turned (‘Ek piala cha, sahib’) with their urns of

foul tea. Dobie-wallahs washing clothes like women. Throw a few coins at a
nappi wallah, get a shave, they’ll even do it while you sleep. [sic] (ST, p. 383)
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When faced with other words in the source text that are rooted in Indian culture, such
as char-wallah (tea vendor), dobie-wallah (somebody who washes clothes) and
nappi wallah (somebody who cuts hair), the translator opts for explicitation, and thus
renders these items less foreign.

Translation of Incorporated Genres

Small Island embodies not only different voices of the characters but also genres of
an artistic and non-artistic nature. In order to illuminate my point let us have a look at
the following poem:

I wander’d lonely as a cloud

That floats on high o’er vales and hills,

When all at once I saw a crowd,

A host of golden daffodils. (ST, p. 43)

Vadilerle tepelerin iizerinde

Bir bulut gibi yapayalniz gezindim

Derken altin rengi nergislere

Takiliverdi gozlerim. (77, p. 45)
A stanza of William Wordsworth’s “I Wandered Lonely as a Cloud” is recited by
Queenie. It is a lyric poem, i.e. it expresses the deep feelings of the poet as a
response to the beauty of nature. The first line rhymes with the third and the second
line rhymes with the fourth. The same rhyme scheme has been kept intact in the
translation. The lyrical sound has been transferred to the target text as well.
Therefore, both the form and the content indicate that the target text is a translation
of a poem in the source text.

There are some instances of religious discourse. The following lines are taken
from a hymn. The language of a hymn is laden with words of religious fervour as can
be felt in the following excerpt. In the target text the translator has chosen the words

accordingly: “Most blessed, most glorious, the ancient of days [...] Almighty,

victorious, thy great name we praise” (87, p. 64). Here is the translation: “En
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miibarek, en ihtisamli, devirlerin kralina [...] Yiice Tanr1, sen ki muzaffer olansin,
sana hiirmet ve izzet olsun” (77, p. 64).

Another instance of religious discourse is the excerpt from the Bible read by
Mr Philip after dinner: “And God said, ‘Let there be light,” and there was light. And
God saw the light was good; and God separated the light from the darkness. God
called the light Day and the darkness he called Night” (S7, p. 48). Here is the
translation: “Ve Tanr1 dedi: ‘Isik olsun’; ve 151k oldu. Ve Tanr1 15181n 1yi oldugunu
gordii; ve Tanr1 15181 karanliktan ayirdi. Ve Tanr1 1518a Giindiiz, ve karanliga Gece,
dedi” (1T, p. 49).

The translator has possibly borrowed this translated part from a Bible
translation. It exists in the translation of the Old Testament with slight change of the
rendition of the word “God”: “Ve Allah dedi: Isik olsun ve 151k oldu. Ve Allah 15181
1yi oldugunu gordii ve Allah 15181 karanliktan ayirdi. Ve Allah 1518a Giindiiz ve
karanliga Gece dedi” (1993, p. 1).

The literal translation might be due to the main tendency adopted in the
translation of religious texts, especially Bible translation (see Nida and Taber 1969).
However, the translator acts more freely in the translation of the following hymn:

In the translation of the following lullaby, the translator has opted for replacing it
with a well-known lullaby in Turkish, thus making it familiar for the target reader:
“Uyusun da biiyiisiin ninni” (77, p. 475). Here is the original: “Lullaby and
goodnight, may sweet slumbers be with you” (S7, p. 509).

Summary
With regard to matricial norms, it is possible to say that Aganoglu has followed the
source text closely since all the chapters have been covered, the order of the

paragraphs and sentences has been preserved, and the paragraph segmentation has
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been kept intact. There are some additions at word or phrase level in the form of
footnotes and glosses.

As for the translation of character-specific language forms, the translator
attemps to give each character a different voice. He has resorted to different
strategies of translation such as rendering a foreign dialect through local accents,
rendering nonstandard language into standard language, or rendering ungrammatical
forms in the source language into ungrammatical forms in the target language. Non-
English phrases have been left untranslated so as to emphasize their foreignness.

Character-specific language forms are reflected not only in grammatical
choice but also in lexical choice. The translator has opted for different strategies in
translation of the foreign words. While the word dhoti (TT, p. 367) has been left
original, char-wallah, dobie-wallah, nappi-wallah (TT, p. 357) have been explicated
by replacing a specific word with a hyperonym or adding an explanatory word.

With regard to the translation of incorporated genres, the translator has
endeavoured to employ strategies that serve the intention of conveying the style of
the ST. The poem has been rendered into the target language, taking into
consideration both the format and the content. On the other hand, when it is a matter
of translation from the Bible, the translator has opted for literal translation. When
translating a lullaby, the translator has acted freely. The lullaby in the source text has
been rendered into a well-known lullaby in the target text.

All in all, it is possible to come to the conclusion that the strategies adopted

by the translator shift between the poles of adequacy and acceptability.
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Karmindan Konusanin Oykiisii

The Target and the Source Text

Karmindan Konusamn Oykiisii (2000) is a translation of The Venriloquist’s Tale
(1998) by Pauline Melville. The source text used in this study is a publication of
Bloomsbury. The target text was translated into Turkish by the experienced translator
Oya Dalgi¢, who was also the winner of the Translated Book of the Year Prize in
2004 with her translation of Virginia Woolf’s The Year. The target text used in this
study is a publication of Ayrint1 Yayinlar.

Paratextual Elements

As for the paratextual elements of the target text, the front cover of the translated
novel is based on the front cover of the original novel which contains a portrait of a
woman (see Appendix B). The same illustration is present on the front cover of the
target text but in a different size. The name of the author is given below the title on
the front covers of both texts. The titles are written in similar fonts as well. What is
noteworthy in the target text is that the name of the translator, Oya Dalgig, is given at
the bottom of the front cover as “Ingilizceden ¢eviren” (the one who translates from
the English), which renders the translator and the translation more visible than is the
case in the previously-mentioned translations.

The title of the source text The Ventriloquist’s Tale is worthy mentioning. It
refers to “Melville’s ability to enter the world of others, to offer their perspective
dispassionely, without justifying, analyzing, or explaining” (King, 1998, para. 5).
The target text title “Karmndan Konusanmn Oykiisii” might sound rather unusual and
in a way striking to the target readership.

On the back cover of the translated novel, there is brief information about the

theme, plot and author’s style (see Appendix B). There is also an excerpt from a
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review of the book by Salman Rushdie, as well as a small photo of the author. The
back cover of the source text, in contrast, contains no information about the plot and
theme and no photo of the author either (see Appendix B). Instead, there are several
reviews taken from British papers such as Guardian, Independent, Sunday Times.
What the back covers of the two texts have in common is the excerpt taken from a
review by Salman Rushdie, who underlines the “beguiling” voice in the novel.

Having examined the paratextual elements of the translated novel, it becomes
clear that the book’s status as a translation is emphasized by the presence of the
translator’s name on the front cover of the target text. Besides, the title sounds rather
like a translation.

Matricial Norms

With regard to the fullness of translation, the prologue, epilogue and all three parts,
including subsections, have been translated in their entirety. The subsections have
been titled in accordance with the source text. Even though the target text (320
pages) is shorter than the source text (357 pages), there are no omitted or added parts
or subsections; the difference is due to the use of different fonts and line-spacing in
the source and target texts.

As for the segmentation of paragraphs, the translator plays with the internal
segmentation of the source text. She sometimes combines short paragraphs and
sometimes divides a long paragraph into shorter ones. The following paragraph is an
example of the translator’s preference for combining paragraphs.

Mutfakta, pariltili, kara yiiziinden nemi sildi; kdpekler icin kaynattig1
aliminyum siit tasin1 ocaktan aldi. Masayz sildi, iistiine dana pargasini, domuz
etini, tuzlu biftegi, karanfilleri, baharatlar1, kekikleri dizdi. Sonra da tar¢in ve
kirmizi maiwiri biberi almaya gitti. Pencereden bakarken, kapidan giren

Cuthbert’i gordii. Gemisinden ayrilip, Lonca’nin kereste avlusunda Bay
Crane’le caligmaya baslamis bir makinistti Cuthbert. [sic] (77, p. 65)
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In the kitchen, she wiped the steam from her shining black face and
took the aluminium pan of boiled milk for the dogs off the stove. She wiped
the surface of the table and laid out the cow-heel, pork, salt beef, cloves,
spices and thyme. Then she went to fetch the casreep and the red maiwiri
peppers.

Through the window, she spotted Cuthbert ambling through the gate.
Cuthbert was a mechanic who had jumped ship and come to work in the
timber yard of the Lodge with Mr Crane. [sic] (ST, p. 64)

On the other hand, in the following excerpt the translator divides a whole paragraph
into two paragraphs:

Sonra diisiindiim: 1yi ama, biiyiikannelere inanilmayacagini sen de
biliyorsun; sagmaliklarla doludur hepsi de. Gelecekten ¢ikarak gecmisi
anlatamaz biiylikannem, gecmisle gelecek, ikisi de onun bitkin tezgdhinda
birlikte dokunmuslar.

Oracikta Oyle kalakalmali miy1z, yoksa kendimizi kocaman diinyanin
insafina birakip kollarina mi atlamaliyiz ya da irmaklardaki siyaniire,
tahtakurularinin, karasineklerin, tiklerin, sivrisineklerin, pirelerin,
karmcalarin 6liimiine mi adamaliy1z; bir tiirlii karar verememis haldeyken,
geri doniip bir kez daha yildizlar1 mekan tutmay1 kafama koydum. [sic] (77,
p- 320)

And then I thought: Well, you know you can’t trust grandmothers —
they’re full of all that crap. Mine can’t tell the past from the future — they’re
both woven together on her wonky loom. Unable to decide whether we
should stick to ourselves or throw ourselves on the mercy of the wide world,
and sick to death of ants, jiggers, mosquitoes, tics, flies, bugs and cyanide in
the rivers, I decided to return and take up residence once more in the stars.
[sic] (ST, p. 357)

There are some minor omissions. A short paragraph has been omitted as can be
clearly seen in the following excerpt:

Kizlar ii¢ haftadir babalariyla birlikte okiiz arabasinda, irmakta
yolculuk yapiyorlardi. Orada bir ailenin yaninda kalmasi i¢cin Danny ‘yi
Queenstown’da birakmiglardi. Kardesleri onu ii¢ y1l goremeyecekti.

“Ama biitiin o baliklar ne olacak?” diye sordu babasina, dereleri,
irmaklar1 balikla dolu biraktig: diisiincesinin verdigi aciyla. [sic] (77, p. 130)

Danny had been dropped off at a house in Queenstown to lodge with a
family there. His sisters were not to see him again for three years.

Only at the last minute did Danny seem to realise what was happening
and that he would no longer be able to go fishing.

‘But what will happen to all fish?” He asked his father, in distress at
the thought of leaving the creeks and rivers full of fish. [sic] (ST, p. 137)
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In the target text, a rendition of “Only at the last minute did Danny seem to realise
what was happening and that he would no longer be able to go fishing” is missing. Its
absence disrupts the flow and causes a kind of confusion because it is not very clear
from the target text who asks the question, Danny or one of the girls? This certainly
stems from the use of the gender-neutral pronoun “o” in the target language. This
omission seems to have been an unintentional choice on the part of the translator
since there is no other omission in the target text. It is also clear from the
recollections of the translator that the omission was not the work of the editor, since,
on the request of the translator, the editor had not played with the target text in terms
of omissions and additions (O. Dalgi¢, personal communication, July 15, 2009).

Translation of Character-Specific Language Forms

In The Ventriloquist’s Tale, Pauline Melville skillfully brings together past and
present events and the characters implicated in them. As the story takes place in
Guyana, the only English speaking country in South America, the novel involves
characters who represent the language of the region. There are some examples of
Guyanese English. There is some use of colloquial British English as well. While
dealing with the translation of dialects and colloquial language, the translator mainly
opts for standardization and thus domestication.

In the excerpt below, Anita, the cook in Georgetown, speaks in a way that
exemplifies the Guyanese dialect of English: “Dey’s come. De Americans” (ST, p.
80). Here is the translation: “Geldiler iste. Iste Amerikalilar” (7T, p. 80). Guyanese
English and many English creoles of the Caribbean do not have the dental fricative
/0/. Here are other examples that bear marked features of the dialect: “ “Yes, out de

light. Out de light. But who goin’out de moon?’ [...] “Who goin’ out de moon?” ”
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(ST, p. 143). It has been translated as follows: *“ ‘Evet, sonsiin 1s1klar. Sonsiin 1giklar.
Ama kim sondiirecek Ay’1?’ diye soylendi” (77, p. 135).

29 <<

In English Creole, instead of the pronoun “I”” we find the use of “me”, “meh”
or “mi”. In the following excerpt, Chofy’s neighbour complains about his wife: “
‘Me na know is warung wid dat woman,” he said, shaking his head in exasparation.
‘She swell up and wex about de least ting. Can’t take de rockings.” ” (ST, p. 30).
Here is the translation: “Ofkeyle basin1 sallayarak, ‘Ne oluyor bu kadina
anlamiyorum,” dedi. ‘En ufak seyden nem kapip kavga ¢ikariyor. Artik
dayanamiyorum’ ” (77, p. 36).

As we have seen in the examples so far, the dialectal use in the source text
has been standardized in the target text. The translator does not choose to substitute it
with one of the dialects in the target language, since she believes it is not right to
translate a regional dialect in the source text with a dialect in the target language (O.
Dalgig, personal communication, July 15, 2009). Since a regional dialect is closely
attached to the region where it is spoken, using it in a different context may not
sound authentic.

In the excerpt below, the readers witness the furious moments of a couple
fighting. The woman learns about her husband’s affair. The use of colloquial
language in the source text is transferred to the target language as follows: “ ‘Su
kancik kar1y1 bir daha gordiigiinii goriirsem, tasaklarin1 koparip bogazindan asagi

9 9

itecem’ ” (17, p. 36). Here is the original: “If I find you bin seein’ that dog-bone, I
goin’ take your balls and push them down your throat” (S7, p. 29).

The translator prefers slang words in the target language. For instance, “kar1”

is a slang word in the target language for kadin (woman). However, the use of
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dialectal pronunciation and grammar has been rendered standard for the reasons I
mentioned before.

Translation of Incorporated Genres

The narrative structure has been retained in the target text by incorporating different
genres such as letters and songs.

The following excerpt is taken from an academic paper on the scientific
approach to mythology. We can sense an academic language in the source text.
Although it has been written to be presented orally, the language is markedly
different from everyday spoken language. Academic texts tend to include longer and
more complex sentences. The translation uses long and complex sentences as well.

It’s my intention today to talk to you about the science of mythology. [...]
Science and reason are now invoked in every field, including areas which
have previously evaded them such as mythology. [...]

There is nothing that cannot be tackled by reason. As Stephen
Hawking has said: “We live in a universe governed by rational laws.’

After many years of research, we have discovered that the most
effective and fertile methods of analysing myths are those regulated by
algebra. (ST, p. 81)

Bugiin size mitoloji biliminden s6z etmek istiyorum. [...] Bilim ve akil, daha
Onceleri mitoloji gibi onlardan kaginan alanlar da i¢inde olmak iizere simdi
her yerde bagvurulan seylerdir. [...]

Akilla iistesinden gelinemeyecek hicbir sey yoktur. Stephen Hawking’
in soyledigi gibi: “Aklin kurallariyla yonetilen bir evrende yasiyoruz.” [...]

Uzun yillar siiren arastirmalardan sonra, mitolojiyi analiz etmenin en
etkin ve verimli yolunun, cebirsel yontemler kullanmak oldugunu kesfetmis
durumdayiz. [...] (TT, p. 81)

The next example of a genre incorporated in the novel is a song by a group of
workers.

Monkey want snuff, O,

Monkey want rum, O,

Monkey very dry, O,

Monkey want coffee, O,

Monkey very tired, O,

Five o’clock, Monkey, O! (ST, pp. 140-141)

Burun ¢ekmek ister maymun, ah,
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Rom ister maymun, ah,

Cok susamis maymun, ah,

Kahve ister maymun, ah,

Cok yorulmus maymun, ah,

Saat bes oldu, maymun, ah. (77, p. 133)

The sentences are very simple. They lack subject-verb agreement, which is typical of

Guyanese. While the language of the source text is nonstandard, the target text is

written in standard Turkish. The strategy of standardization clearly conceals the local

voice evident in the source text.

The last example I have chosen is a letter by one of the nuns in the novel:

You can imagine how I feel. The newspapers have blown it all up and
sensationalized it. [...]
I feel like a cat in a swing-swong. And I had been settling in here so well too.
Please remember the poor children in your prayers and me as well.

Yours in Christ,

Sister Fidelia. (ST, p. 147)

Kendimi nasil hissettigimi tahmin edebilirsiniz. Biitiin gazeteler bunu abartip
ortalig1 ayaga kaldirdu. [...]
Kendimi saskin 6rdek gibi hissediyorum. Tam da buralara yerlesmek
tizereydim. Liitfen dualarinizi o zavalli cocuklardan da benden de
esirgemeyin.

Din kardesiniz

Rahibe Fidelia. (TT: 139)

The closing remark “Yours in Christ” has also been translated into Turkish as “Din

kardesiniz”. However, it seems like the translation of “sister”. Despite the religious

connotation it bears as the source text closing remark, it can be deemed as rather a

free rendition. A cat in a swing-swong describes the situation of a person in which

he/she feels dazed. The cat in the metaphor has been replaced by a duck in the target

text. Saskin ordek gibi (like a dazed duck) compares to the imagery of a cat in a

swing-swong. Thus, the translator opts for a familiar expression in the target text.

Summary

In terms of matricial norms, there is some intervention by the translator, Oya Dalgig.

She has interfered in the paragraph segmentation of the text by combining short
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paragraphs into a long one or dividing a long paragraph into shorter ones. She has
also omitted a short paragraph. It might be an unintentional omission since the
absence of the paragraph results in confusion.

With regard to the translation of dialects (Guyanese English in this case), the
translator has resorted to the strategy of standardization, and thus the specificity of
the Guyanese setting is rendered less discernible in the target text.

As for the translation of incorporated genres, which are mainly an academic
paper, a song and a letter in this case, the translator attemtps to keep the form and the
content intact. However, her translational decisions mainly serve domestication. The
nonstandard language of the song has been rendered standard. While translating a
simile in the letter, the imagery of a cat has been replaced by the imagery of a duck.
Hence, with the strategy adopted the simile is more familiar to the target reader.

Having compared the selected examples from the target text with the
corresponding extracts from the source text, we can conclude that, even though there
is an attempt by the translator to preserve some foreign items in the translation, she
has mostly opted for a strategy closer to the pole of acceptability.

Trompet

The Target and The Source Text

Trompet (2000) is a translation of Trumpet (1998) by Jackie Kay. The source text
used in this study was published by Picador in 1998. The target text was translated
into Turkish by Fisun Demir and published by Dost Yayinlar1 in 2002. It should be
noted that this was Demir’s first translation (F. Demir, personal communication,

May 22, 2009).
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Paratextual Elements

As far as the paratextual elements in the target text are considered, the title of the
novel has been translated closely into the target language as Trompet since Turkish
borrowed the word “trumpet”, which is a western musical instrument, with a slight
change in spelling. It is possible to say that the front cover of the translated novel
differs in color and illustration from that of the original novel (see Appendix B).
While the name of the author is presented below the title in the translated book, the
name of the author is written above the title in the original book. The name of the
translator, Fisun Demir, is presented on the inner page as “Ingilizce’den geviren” (the
one who translates from the English). However, when compared to other translations
in this study, the position allocated to the translator’s name in this target text is not
very visible.

On the back cover of the translated novel there is brief information about the
novel and the story (see Appendix B). On the back cover of the source novel, on the
other hand, there is a photo of the author and several reviews taken from British
papers and magazines such as Guardian, Time Out and The Times.

On the basis of the paratextual elements, it would be difficult to infer that the
target text is a translation, although there are a number of the translator’s footnotes in
the text. The “translatedness” of the novel is downplayed in that the translator’s
name is given in a not very visible place and the word chosen for the title is a loan
word.

Matricial Norms

In terms of fullness of translation, the translator Fisun Demir translated all thirty-five
chapters, each titled separately in accordance with the source text. Even though the

target text (216 pages) is shorter than the source text (278 pages), no chapters have
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been omitted or added. The difference in length stems from the different type sets
used in the source and target texts.

In terms of the segmentation of paragraphs, there is no indication that the
translator attempted to divide long and complex sentences into shorter ones or to
combine shorter ones into long ones. The translator follows the paragraph
segmentation of the source text strictly. The simple prose of the author is preserved
in the target text: “Kadin tepeden asagi, limana dogru yiiriidii. Otobiis gelmisti bile.
Daha hizl yiiriimeye basladi. K&seyi doniince, balik¢i teknelerinin suyun iizerinde
agir agrr siiziildiigii yerde onu gordii. Kendisine dogru yiiriiyordu o da” (77, p. 216).
Here is the original excerpt: “The woman walked down the hill and into the harbour.
The bus had arrived already. She walked quicker. Just as she turned the bend, where
the fishing boats pondered on the water, she saw him. He was walking towards her”
(ST, p. 278).

As we mentioned before, there is no omission or addition on a large scale. On
the other hand, the translator replaces a source language unit with a more specific
meaning with a TL unit carrying a more general meaning (Pym 2005, p. 4). In the
following translation the image of a “private dick™ has disappeared, which might
hinder the target reader’s involvement in the reading act: “Biraz daha aragtirmak
lazim bence. Bakalim neler ¢ikacak. Bu isi halletmek istiyorum. Onu bizzat
arastirmak istiyorum, anlatabildim mi?” (77, p. 99). Here is the original excerpt:
“Yeah, I thought I could snoop around. See what I can dig up. I want to get on his
case. I can see myself as a kind of private dick investigating him, know what I
mean?” (ST, p. 121).

On the other hand, additions include explanatory footnotes, like translations

of song lyrics and the meaning of nicknames. The additions serve the strategy of
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translation adopted by the translator in the target text. The translator tries to preserve
the foreignness of the source text, which means “sending the reader abroad” in
Venuti’s words (1995, p. 20).

Translation of Character-Specific Language Forms

The narrative related by various people gives rise to a parade of different forms of
language. As we mentioned in Chapter 3 while doing the stylistic analysis, each
character has a distinct voice. Millie, for instance, uses formal and simple language,
far from both slang and high-flown language. Colman and Sophie Stones, on the
other hand, often use informal language and slang. The drummer’s language shows
features of Scottish English, as is the case for Millie’s mother. The translator tries to
reflect these distinctive voices using different strategies.

In the part where Millie exemplifies the way her mother speaks, the translator
leaves the markers of Scottish accent untranslated but defines them in footnotes: “
Cok sik Aye’'* derdi. Ve dinny"’. Ve tatties'*. Sadece tatties’e ‘tauties’ derdi.
‘Tauties’i haglamaya koy’ derdi” (TT, p. 73). Here are the footnotes: 12) Evet,
tamam. (¢.n.), 13) Aksam yemegi. (¢.n.),14) Patates. (¢.n.)’. The original is as
follows: “She said Aye a lot. And dinny. And tatties. Only she pronounced tatties
‘tauties’. Put the tauties on to boil, she’d say” (ST, p. 85).

On the other hand, while translating the drummer’s speech, which also
exemplifies a Scottish accent, the translator opts for domestication and renders the
nonstandard forms standard. However, the drummer’s coarse language has been
retained in the translation: “Bu herifciogullarina dayanamiyorum. Hi¢ sabrim yok.
Herifi tepelerken suratindaki ifadeyi gérdiin mii?” (77, p. 115). Here is the original:
“Canny staund assholes. I’ve no patience for them. Did you see the face on it when I

walloped him?” (ST, p. 144).
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In the following excerpts, which are narrated by Colman and Sophie
respectively, the target texts retain the slangy voices of the characters. Let me
illustrate my point: “Fucking forget William Dunsmore. He won’t fucking come to
life” (ST, p. 139). Here is the translation: “Kodugumun William Dunsmore’unu unut.
O geri zekali hic dogmayacak™ (77, p. 111). Sophie’s speech serves as an example
of slangy voice as well: “Bullocks. I look at Sophie in the mirror. [...] Clever
Sophie” (ST, p. 128). Here is the translation: “Gotler. Aynada Sophie’ye bakiyorum.
[...] Akilli Sophie” (TT, p. 104).

Translation of Incorporated Genres

Since the main character Joss Moody is a jazz musician, songs are indispensable
elements of the novel. Jackie Kay often makes use of song lyrics. In the target text
they are left untranslated and their translations are given in footnotes: “Some day
he’ll come along, the man I love; and he’ll be big and strong, The man I love...
Maybe I shall meet him Sunday, maybe Monday-maybe not; stil I'm sure to meet him
one day-maybe Tuesday will be my good news day” (TT, p. 18). Here is the footnote:
“Bir giin ¢ikip gelecek sevdigim adam, ve giiclii biri sevdigim adam... Belki pazar
rastlarim ona, belki pazartesi, belki hic. Ama bir giin mutlaka rastlayacagim ona,
belki de salidir benim ugurlu giiniim (¢.n.)” (translator’s note) (p. 18).

While most of the song lyrics have been left untranslated in the body of the
text, the song lyric in the following excerpt taken from the traditional Mingulay boat
song has been translated into the target language: “Ya Ho, boys, Let her go, boys”
(ST, p. 277). The translation is as follows: “Hey Ya Ho, hey, birakin gitsin, hey” (TT,
p. 215). In this translational attempt, the expletive “Heil Ya Ho” has been translated

into the target language by compensation. “Heil” has been replaced by the target
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language interjection “Hey Ya Ho”. In this way, a comparable effect is produced in
the target text.
The following excerpts from Joss Moody’s fans display different voices.
While the first letter is written in a polite and formal language, the latter uses more
informal language. The different voices can be discerned in the target texts.
Can we please let the dead rest in peace? Has this
country forgotten to do that?
Ann Gray, address provided. (ST, p. 160)
Merhumu huzur i¢inde birakabilir miyiz, liitfen? Yoksa bu
ilke bunu nasil yapacagini unuttu mu?
Ann Gray, adresi bizde sakli (TT, p. 127)
I was surprised, but I don’t see what all the fuss is
about.
When it all blows over, we’ll be left with his
music. That’s what matters .
Solomon Davis, Joss Moody fan (ST, p. 159)
Allak bullak oldum, ama bu yaygaray1 da anlayamiyorum.
Ortalik duruldugunda onun miizigiyle bas basa kalacagiz. Onemli
olan da bu.
Solomon Davis, Joss Moody’nin bir hayran (TT, p. 126)
The following quote by the English playwright John Webster, who lived in the
sixteenth century, appears on a sign on the funeral director’s door: “Death hath taken
ten thousand several doors / For men to take their exists” (ST, p. 103). It displays
grammatical structures typical of formal writing, such as infinitive phrases. The
archaic form of the auxiliary verb “have” does not exist in the target text. On the
other hand, the target text displays the features of formal literary language. It is as
concise and effective as the source text: “Insanin gitmek i¢in secebilecegi /

Onbinlerce farkli kapisi var dliimiin” (77, p. 86).

The following excerpt belongs to Colman’s dream:

Edith Moore. Edith Moore is in front of him at the seaside, holding the hand
of a small girl, his father. [...] Colman puts the deaf, curly-haired girl on his
back. He is going to have to save her from drowning. |...] He has got a little
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girl’s life on his back. He is going to have to save her from drowning. (ST, p.
260)

Edith Moore. Edith Moore adanin yaninda, deniz kenarinda duruyor, adam
kiiciik kizin elinden tutmus, onun babasi. [...] Colman, kivircik sach sagir kizt
sirtina alvyor. [...] Kiiciik kizin hayati onun elinde. Onu kurtarmast gerek.

(TT, p. 202)

The descriptive language in the account of Colman’s dream has been translated
accordingly; that is, the picture in the source text has been portrayed in the target
text, with one slight difference occurring in the translation. In the source text, “He
has got a little girl’s life on his back™ is just a literal description, whereas its
translation Kiiciik kizin hayati onun elinde is figurative since elinde olmak is an
idiomatic expression in the target language, meaning “in your hands”. Therefore, this
familiarising strategy in the translation has led to a slight shift in the meaning
presented to the target reader.

Summary
Now that we have described and compared selected examples from the target and
source texts, it is possible to draw conclusions regarding the translation strategies
used in the target text. Looking at the adopted strategies, we can say that the
translator had the aim of surrendering to the style of the author in the source text.

In terms of paratextual elements, the presence of the translator’s name
(although it is not easily seen) and the footnotes by the translator make the
translation visible. As far as matricial norms are considered, it is possible to say that
the translator has complied with the paragraph and chapter segmentation. The order
of the sentences and paragraphs has been preserved in the target text as well.

Although there is no omission or addition on a large scale, the target text does

involve some minor additions and omissions. A brand name or an informal saying
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that may sound unfamiliar to the target reader has been omitted. On the other hand,
the translations of song lyrics have been added in the form of footnotes.

The translator has chosen the strategy of standardization when dealing with
nonstandard language, which manifests itself in the form of Scottish dialect. On the
other hand, colloquial expressions and slang have been carefully transferred to the
target text.

As for the translation of incorporated genres, we have seen that the translator
attempts to retain the narrative structure by using song lyrics, letters, and so on. She
has left almost all the song lyrics untranslated but explained them in footnotes. There
is only one which the translator has chosen to translate into the target language by
resorting to compensation. The letters have been rendered in such a way that the
different voices of the fans are discernible. In the account of Colman’s dream, the
translator has resorted to the strategy of domestication, which might lead to a slight
change in the picture that the text paints in the target reader’s mind.

It can be inferred from the analysis that the target text encompasses the
strategies of both domestication and foreignization.

Inci Gibi Disler

The Target and the Source Text

Inci Gibi Digler (2001) is a translation of White Teeth written by Zadie Smith in
2000. The source text used in this study was published by Penguin in 2000 and the
target text was translated into Turkish by the experienced translator Mefkure Bayath
and published by Everest in 2001.

Paratextual Elements

Paratexts are crucial in that they give the reader the very first impression prior to the

act of reading. The title can be said to draw the most attention from readers since it
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can be a key to grasping the theme of the book. The target text title /nci Gibi Disler
is a more liberal rendition of the source text title than is the case with the other titles.
The translated title means “teeth like pearls” suggesting that the creator of the
translated title has interpreted the source text title as referring simply to shiny teeth.
Of course, all translation entails interpretation, but when the original title is
considered, it could be argued that “White Teeth” is more open to interpretation than
the translated title. Some argue that “white teeth” is a metaphor for life itself “from
the gummy, toothless birth to false teeth at death” (““White Teeth,” n.d.) while others
suggest it alludes to the “[the reference] that carries racist overtones in the tale of an
old white man telling Irie Jones and the Igbal boys that the only way to see black
people in the dark was by their white teeth” (“White Teeth,” n.d.). Therefore, the
choice of Inci Gibi Digler as title for the translated novel deprives the target text of
the rich metaphor of the source text.

The colors (red and orange mainly) and the illustrations (a black woman in
colorful clothes) on the front cover of the translated book (the 5" edition) are
different from those of the original book (see Appendix B). The front cover of the
2001 edition of the novel is pink, light green and blue and it has a rose and a lion
with a flag of red, green and yellow. The rose is a well-known symbol of England.
The lion with the flag is the symbol of the Rastafari Movement, a religious
movement which started in Jamaica in the 20" century. It is also the emblem of the
Israelite tribe of Judah in the Book of Genesis of the Hebrew Bible (Old Testament).
The letters of the book title and the author’s name are printed with capital letters in a
big font. There are two extracts from reviews in The Independent and The Observer.
It is also mentioned that the book was the winner of the 2000 Whitbread First Novel

Award. In contrast, the front and back covers of the target text are completely devoid
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of quotations from reviews. The name of the author is written above the book title in
small case, while the name of the translator, Mefkure Bayatly, is given as “Tiirkgesi:
Mefkure Bayatli” (its Turkish version: Mefkure Bayatli). On the inner cover page
there is a short biography of the author and the translator.

The back cover text of the translated novel gives brief information about the
author and the story and is written in a convincing tone that appears intended to sell
the book (See Appendix B). On the back cover of the source text, however, we find
some hints about the story, accompanied with excerpts from several reviews and a
photo of the author with brief information about her. Having examined the
paratextual elements of the translated novel, one can easily see that it is a translation
since the name of the translator is given on the front cover of the target text.
Furthermore, the visibility of the translator and translation are ensured by the
presence of several translator’s footnotes. When both covers are considered, the
source text cover seems to reflect the diversity and origins of the environment and
characters of the book more than the target text cover does. The red rose, for
instance, represents England and thus the English character Archie. The lion symbol
represents African-Caribbean Clara and Hortense and the gold design with eastern
overtones represents Bangladeshi Samad and Alsana. The absence of these details
might give a clue to the toning down of heteroglossia in the translated novel.

Matricial Norms

As far as the fullness of the target text is concerned, Mefkure Bayatl translates all
twenty chapters, including the acknowledgements. There is no addition or omission
on a large scale. While the source text is 542 pages long, the target text is 550 pages

long.
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There are some additions at word level. The translator uses some explanatory
tools like glosses or footnotes. For example, in order to make clear what “P.G Tips”
stands for (a brand of tea), she translates it as P. G. Tips ¢ayt (TT, p. 78). The words
and phrases belonging to foreign languages like “bhainchute” (77, p. 205), Comme-
See Comme-Sar (TT, p. 258) have been explained using footnotes.

As for the segmentation of the target text, the translator keeps the
segmentation of paragraphs intact. The translator is careful not to divide complex
sentences into shorter ones as can be seen clearly in the following excerpt:

Biiyiikbabasinin yumusacik irlanda aksanini duymak veya kirmizi bir topu

kenara carptirarak kosedeki delige gondermek i¢in, oradan gecerken dylesine

O’ Connell’s Bilardo Salonu’na ugrayan bir yabanci, burasinimn ne

Irlandalilara 6zgii bir yer, ne de bir bilardo salonu oldugunu hemen fark edip

hayal kirikligina ugrayacaktir. (77, p. 189)

The stranger who wanders into O’Connell’s Pool House at random, hoping

for the soft rise and fall of his grandfather’s brogue, perhaps, or seeking to

rebound a red ball off the side cushion and into the corner pocket, is
immediately disappointed to find the place is neither Irish nor a pool house.

(ST, p. 183)

However, there are a few instances where the translator divides long and complex
sentences into shorter ones:

Clara, 6lii beyaz adamlarin bir sira fotografina bakti. Bazilar1 kolal yaka,

bazilart monokini takmisti, bazilar tiniformaliydi, bazilar1 makine zaman alan

gorevini yapabilsin diye her iiyesinin yerinde ¢akili gibi durdugu, ailesinin

arasinda oturmustu. (77, p. 363)

Clara looked up and down the line of dead white men in starched collars,

some monocled, some uniformed, some sitting in the bosom of their family,

each member manacled into position so the camera could do its slow

business. (ST, p. 354)

In terms of distribution, the translator follows the order of the sentences, paragraphs
and chapters in the source text strictly, with the exception of one example where she

omits the parenthetical information about a Bengali word “bhainchute” and prefers to

explain it in footnotes.
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Samet o anda ona bir tokat atti, hem eski sevgililer yiiziinden, hem de kimse
ona yillardir bhainchute* demedigi i¢in.

[%;;Iglzkardesiyle yatan anlaminda Sanskritce sozciik. (¢.n.) (77, p. 205)
Here is the original excerpt: “And here Samad slapped her, partly for the old lovers
and partly because it was many years since he had been referred to as a bhainchute
(translation: someone who, to put it simply, fucks their sisters)” (ST, p. 198).

To sum up, except for a few exceptions, it is possible to say that Mefkure

Bayatli conforms strictly to the matricial norms of the source text.

Translation of Character-Specific Language Forms

As the stylistic analysis in Chapter 3 implies, the source text White Teeth is rich in
characters. Samad and Alsana are from Bangladesh; Clara is Jamaican; Archie, Joyce
and Marcus are British. There are also minor characters of different origin such as
the Jamaican religious fanatic Hortense Bowden, the Spanish housekeeper and Italian
grandmother. The multicultural atmosphere is reflected in the languages of
characters. The character-specific forms in the source text range from nonstandard
language to speech defects. While dealing with these forms, the translator mainly
resorts to the strategy of domestication (Venuti, 1995).

The way Samad and Alsana speak reflects their origin. Alsana’s English
is sometimes interrupted with Bengali words, as can be seen in the following
example: “There are two rules that everybody knows, from PM to jinrickshaw-
wallah” (ST, p. 441). It has been translated as follows: “Basbakandan dilenciye kadar
herkesin bildigi iki kural vardir” (77, p. 459).

When dealing with the translation of the Bengali word above, the translator
opts for translation by cultural substitution, cultural substitution meaning “replacing
a culture-specific item or expression with a target language item which does not have

the same propositional meaning” (Baker, 1992, p. 30). The word jinrickshaw-wallah,
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which implies a person whose job is to pull a two-wheeled passenger vehicle, has

been translated into dilenci (beggar) in the target text. Thus, something specific to
Indian culture and thus foreign to the target reader has been rendered by a familiar
concept.

The Bengali words that are scattered in Alsana’s English might signal her
inbetweenness between the two cultures, namely British and Bangladeshi. During
one of their quarrels, as illustrated by the excerpt below, Alsana swears at her
husband in Bengali language. In her speech she also uses both the Islamic word and
the Christian word for the same concept.

Bhainchute! 1 am not crying for her, you idiot, I am crying for my friends.

There will be blood on the streets back home because of this, India and

Bangladesh. There will be riots — knives, guns, Public death, I have seen it. It

will be like Mahshar, Judgement Day — people will die in the streets, Samad.

[sic] (ST: 198)

Bhainchute! Onun i¢in aglamiyorum, sersem herif, dostlarim i¢in agliyorum.

Bu yiizden Hindistan ve Benglades’te sokaklarda kan akacak. Ayaklanmalar

olacak; bigaklar, silahlar... Herkes birbirine saldiracak, ben bunu gérdiim.

Ortalik Mahser Giinii’ne donecek, insanlar sokaklarda oldiiriilecek, Samet.

[sic] (TT: 205)

The translator left the word bhainchute untranslated in the target text but explained it
in footnotes. The word Mahshar, on the other hand, has been transliterated as the
word exists in the target culture due to the common tradition of Islam adopted by
both the majority of the people living in the target culture and the characters in
question in the source text. Samad speaks a strikingly “correct” variety of English.
However, there are some instances where his mother tongue, Bengali, interferes, as
can be seen in the following excerpt: “You two-faced buggering bastard trickster
misa mata, bhainchute, shora-baicha, syut-morani, haraam jadda...” (ST, p. 553).

Samad gets frustrated after he finds out that he has been lied to by his friend Archie:

“Seni ikiyiizlii, alcak, hilekar herif seni, misa mata, bhainshute, shora-baicha, syut-
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morani, haraam jadda...” (77, p. 541).When dealing with the translation of the
Bengali invective, the translator decides not to translate it, but to leave it foreign for
the target reader too.

There are numerous examples of different uses of English. In the following
excerpt, the Muslim chef Mickey speaks Cockney English. In addition to the
informal language, he uses expletives/swear words.

Biraz erken degil mi? [...] Umarim, yine o Mangy Pandy’yle, adiherneboksa

ile baglamazsiniz. Kim kimi vurdu, kim kimi asti, biiyiikbabam Pakistan’1

veya adiherneboksa onu yonetti, artik kimsenin bu boktan seyleri bi bok

sand1g1 yok. Miisterileri kagirtyorsunuz. Siz sey yapiyorsunuz... (77, p. 192)

Sbit early, innit? [...] You ain’t starting on that Mangy Pandy

whateverfuckitis again, are you? Who shot who, and who hung who, my

granddad ruled the Pakis or whateverfuckitwas, as if any poor fucker gives a

flying fuck. You’re driving the custom away. You’'re creating — (ST, p. 185)
While dealing with the translation of written forms like “’sbit”, “innit” and “ain’t”
that reflect the accent and distinct morphology of Cockney English, the translator
resorts to standardization. In the case of the translation of expletives, the translator
uses corresponding slang items in the target language. In this example the word
“fuck” has been rendered as bok (shit). While “fuck” is a stronger swearword than
“shit”, “bok’ carries enough power in the target language. As the translator says, the
translation of slang and derogatory words was a problem during the translation of
White Teeth (M. Bayatl, personal communication, May 22, 2009). She opted for
partial censorship of some words. For example, the translation of “fuck™ was
censored and written as s.ktir in the translation. Later, however, at the suggestion of
the editor, she wrote the words out in full.

Another case of nonstandard English use can be exemplified by the following

excerpts where Archie’s Jamaican wife Clara and Clara’s mother Hortense speak

Jamaican English. The first example belongs to Clara: “You don’t say. Well, come
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and join de club. Dere are a lot of us about dis marnin’. What a strange party dis is”
(ST, p. 25). It has been translated as follows: “Yapma ya, Gel, sen de kuliib katil. Bu
sabah ¢ok kalabaligiz. Ne garip bir parti bu” (7T, pp. 25-26). The other example is
uttered by Hortense: “I know fe who you are, man. You know me, I know. But at dis
point, dere are only two kind of people in de world” (S7,, p. 530). Here is the
translation: “Kim oldugunuzu biliyorum. Siz beni taniyorsunuz, ben de sizi. Ama su
diinyada yalnizca iki ¢esit insan var” (77, p. 538).

In terms of the translation of dialects, standardization is the strategy preferred
by the translator. The use of Jamaican English in the source text has been translated
into standard language in the target text. Hence, the foreignness of the source text has
been effaced. The same strategy is also used in the translation of the following
excerpt where the Italian grandmother speaks English under the influence of Italian
language: “he take everything capisce? He take-a her mind, he take-a the blender, he
take-a the old stereo — he take-a everything except the floorboards. It make-a you
sick...” (ST, p. 10). Here is the translation: “Her seyi aliyor bu, sekerim. Kizin aklin1
aldi, mikseri ald1, eski miizik setini aldi; parkeler disinda her seyi aldi. Bu, insam
hasta ediyor...” (TT7, p. 10).

As for the translation of Clara’s distinctive way of speech due to the lack of
her front teeth, the translator resorts to compensation. As we mentioned in the
analysis of Brick Lane, it is a translation procedure whereby the translator solves the
problem of aspects of the source text by replacing these aspects with other elements
or forms in the target text. Let me illustrate my point: “Irie? Wha — ? Is sa middle of
sa nice... Go back koo bed...” (ST, p. 377). The translation is as follows: “Irie? Ne
vaa...? Gece yavist...yataga don...” (TT, p.386). As this example implies, Clara

cannot utter some words properly. The similar sound effect has been created in the
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target text. In order to do that, the translator replaces some letters with others as if a
tooth-challenged Turkish speaker utters the words.

In the following excerpt where Joshua’s inner voice can be heard, Joshua gets
angry with Crispin’s contemptuous words but suppresses his anger to get Joely’s
sympathy: “Joshua bit his tongue. DON’T RISE TO IT. IF YOU DON’T RISE TO
IT, YOU GAIN HER SYMPATHY” (ST, p. 494). It has been translated as follows:
“Joshua dilini 1sird1. OLTAYA GELME, OLTAYA GELME. BOYLECE JOELY
SANA SEMPATI DUYAR” (TT, p. 503).

The idiomatic expression “Don’t rise to it” (i.e. don’t react to something in
the way that someone wants you to) has been transferred to the target text as “Oltaya
gelme”. “Oltaya gelmek” meets the meaning of the source text figuratively. Literally
it is used for fish, which comes (rises) to the fishhook. It includes both the upward
movement and the figurative meaning, and can be seen as an example of
compensation.

Translation of Incorporated Genres

White Teeth contains numerous voices in the form of character-specific language or
incorporated genres. The following excerpt is taken from the introduction of Joyce
Chalfen’s book New Flower Power.

If it is not too far-fetched a comparison, the sexual and cultural revolution we
have experienced these past two decades is not a million miles away from the
horticultural revolution that has taken place in our herbaceous borders and
sunken beds. Where once we were satisfied with our biennials, poorly
coloured flowers thrusting weakly out of the earth and blooming a few times
a year (if we were lucky), [...]. (TT, p. 309)

Bu son yirmi yilda meydana gelen cinsel ve kiiltiirel devrim, aslinda
taflanlarimiza ve ¢icek tarhlarimiza yansiyan, bahgecilikteki devrimden pek
de farkli degildir. Bir zamanlar, iki y1l yasayan, topraktan c¢ikan ciliz saplari
tistiinde yilda birkag kez (o da sanshysak), soluk renkli ¢igekler acan
bitkilerle yetinirken, [...]. (ST, p. 317)
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The bookish language of the above cited excerpt has been transferred to the target
text. The translator has omitted the first part of the sentence, but the lack of that part
does not affect the overall meaning in the rest.

Hortense’s religious exhortation has been narrated in the way a weather report
is presented. The target text has recourse to similar genre conventions:

And tomorrow, coming in from the east, we can expect a great furnace to rise
up and envelop the area with flames that give no light, but rather darkness
visible...while I'm afraid the northern regions are advised to wrap up warm
against thick-ribbed ice, and there’s a fair likelihood that the coast will be
beaten with perpetual storms of whirlwind and dire hail on firm land thaws
not...[sic] (ST, p. 398)

Ve yarin, dogudan gelen dev bir firtmin yiikselerek, 151k sacmayan fakat
karanlig1 goriilebilir kilan, alevlerinin ¢evreyi sarmast bekleniyor... Bu arada
kuzey bolgelerinde yasayanlarin kalin buzlara karst kendilerini korumalari
onerilir, aynt zamanda sahil seridinin siirekli hortum ve dolunun etkisinde
kalacagu...[sic] (TT, p. 407)

The speech given by a member of KEVIN, a Muslim brotherhood, is imbued with
key words of religious and political discourse. Its translation evokes the same
convincing and fervent tone of the source text. The preference of the word Yaradan
instead of Yaratict might be explained by the stronger religious connotations
Yaradan carries in the target language:

What is the result of this so-called democracy, this so-called freedom, this so-
called liberty? [...] Brothers, you can see it on national television every day,
every evening, every night! [...] And on this day, 1 December 1992, I bear
witness that there is nothing worthy of worship besides the sole Creator, no
partner unto Him [...] ...and we are being indoctrinated, fooled and
brainwashed, my Brothers! [...] [sic] (ST, p. 467)

Bu séziimona demokrasinin, séziimona ozgiirliigiin ve sdziimona serbestligin
sonucu nedir? [...] Kardeslerim, bunu ulusal televizyonda her giin, her aksam,
her gece gorebilirsiniz! [...] Ve ben bugiin, 1 Aralik 1992 giinii, tek
Yaradan’dan baska kimsenin tapinilmaya layik olmadigina, O’nun
ortagiolmadigina taniklik ediyorum [...] Kardeslerim bize kendi fikirlerini
asiliyorlar, bizi aptal yerine koyuyorlar, beynimizi yikiyorlar! [...] [sic] (TT,
p- 477)
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In the following excerpt, the language of journalism has been kept intact in the target
language. The English unit of measurement “mile” in the source text has been
replaced by a Turkish equivalent kilometre (kilometer) in the target text.
The 28-mile-long scar — the ugliest symbol of a divided world, East and West
— has no meaning any more. Few people, including this reporter, thought to
see it happen in their lifetimes, but last night, at the stroke of midnight,
thousands lingering both sides of the wall gave a great roar and began to pour
through checkpoints and to climb up and over it. (77, p. 240)
16 kilometre uzunlugundaki bu yaranin — béliinmiis bir diinyanin, Dogu ile
Bati’nin en ¢irkin semboliiniin — artik bir anlam1 kalmadi. Bu gazeteci dahil,
kimse bunu gorecek kadar yasayacagini ummamisti, ama gecen aksam, saat
gece yarisin1 vurdugunda, duvarin iki tarafinda toplanan binlerce kisi biiyiik
bir haykirisla kontrol noktalarindan gectiler, duvara tirmandilar ve onu astilar.
(ST, p. 248)
The source text also employs diary entries and confessions as common devices. The
following excerpt includes both a diary entry and confessions by Irie. It is written in
everyday spoken English. Short, incomplete sentences, have been transferred to the
target text. There is, however, an addition of an idiomatic phrase ne cekiyorsam (all I
suffer from is...). This translational choice might be described as a kind of
explicitation because explicitation occurs, for instance, ‘“when new meaningful
elements appear in the TL text or, when SL phrases are extended or ‘elevated’ into
clauses in the TL, etc.” (Klaudy & Karoly, 2003, p. 15).
20:30 Millat simdi geldi. [...] Bana bakmiyor (her zamanki gibi, olsa olsa
ARKADASCA bakar). Aptalin tekine asik oldum (ne sersemce)! [...] Ne
cekiyorsam cocukluk aski ile ¢cocukluk siskolugundan ¢ekiyorum, aaaah! [...]
Sonra yazarim. (77, p. 233)
8.30 p.m. Millat just walked in. [...] Doesn’t look at me (as usual, except in a

FRIENDLY way). I’m in love with a fool (stupid me)! [...] I’ve got puppy
love and puppy fat — aaaagh! [...] Will write later. (ST, pp. 224-225)
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Summary

Looking at the paratextual elements, one can say that /nci Gibi Disler is visible as a
translation due to the presence of the translator’s name right under the title on the
front cover.

In terms of matricial norms, the translator Mefkure Bayatl has followed them
as closely as possible. She has covered all the twenty chapters and the
acknowledgments. The order of the paragraphs and sentences has usually been
retained in the target text. There is one omission of parenthetical information;
however, the translator has compensated for this loss by giving the information in
footnotes. Thus, there are a few additions in the form of footnotes or supporting
words. The translator usually sticks to the segmentation of paragraphs. There are
only a few instances where she has divided a long sentence into shorter ones.

Regarding the translation of dialects (Jamaican English in this case), Bayath
has adopted the strategy of standardization, and the use of Cockney English and
Italian-accented English has been “flattened” in the TTs.

On the other hand, the translator has left untranslated those Bengali words
and phrases that take place in Samad and Alsana’s language, as well as a few non-
English phrases. However, other words belonging to Islamic belief such as
“Mahshar” have been transliterated to render them familiar to the target reader since
Islamic belief prevails in both cultures.

As for the translation of incorporated genres, different text types including a
TV news report, a book introduction and a fervent speech have been transferred to
the target language keeping in mind the stylistic qualities, that is, the content woven

with the conventional structures and vocabulary of the related discourse and form.
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Based on my analysis and my own interview with the translator, it would be
fair to infer that the translator did possess the stylistic sensitivity as to the diverse
elements of the source text but she eventually made her choices in favor of

domestication.
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CHAPTER 6

CONCLUSION
This thesis has aimed to explore the translation of heteroglot novels, the strategies
and procedures translators follow when translating them, and the implications of
their translational choices. It has done this by presenting descriptive analyses of five
heteroglot novels translated from English into Turkish. The main focus of the
analyses has been the translation of character-specific language forms and
incorporated genres.

To this end, Chapter 1 explained the aim of the study. The theoretical
framework of the study was structured on the views of Mikhail Bakhtin, Antoine
Berman, Gayatri C. Spivak and Lawrence Venuti. Gideon Toury’s norms were
stressed as a methodological tool. The reasons for selecting the corpus of this study
were explained. The introduction also included the literature review on the subject.
Chapter 2 defined Bakhtin’s notion of “heteroglossia” and described heteroglossia in
the novel in the light of Bakhtin’s views. It was emphasized that heteroglossia is a
stylistic feature particularly prominent in the novel. In Chapter 3, I described the
principal ways in which heteroglossia manifests itself in the novel by providing
examples from the source texts. Chapter 4 dealt with the problem of heteroglossia
and translation on a general level in the light of the research that has been conducted
in the field of Translation Studies. Chapter 5 comprised target-oriented descriptive
analyses of Turkish translations of five heteroglot novels written in English. I tried to

focus on the strategies adopted by the translators when dealing with the translation of
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heteroglot items. The instances of speeches of characters and incorporated genres
were referred to as instances of heteroglossia.

Judging from the analyses, we can conclude that different strategies were
used by different translators and that the strategies of individual translators were not
consistent in themselves.

The novels within the corpus of the present study display heteroglot features.
The speech of (some) characters and narrators are characterized by varieties of
English and some other languages. This helps readers gain a clearer conception of
the story, characters and socio-cultural context of the novel (Leppihalme, 2000).
Novels are sometimes rendered heteroglot through the incorporation of diverse
genres. The presence of heteroglot items is problematic in terms of translation. In
Brick Lane and Kiiciik Ada, we can discern an effort to foreground the nonstandard
language. In Brick Lane, the letters written by Hasina in nonstandard English have
been replaced by letters written in mainly spoken Turkish, peppered with a few
words such as ossun and yoh, which are reminiscent of both western and eastern
accents in Turkish and are intended to convey the markedness of the source text
elements. Similarly, the translator of Kiiciik Ada translated the country woman’s
Jamaican English into standard spoken Turkish infused with a few words typical of
accents used in both western and eastern Anatolia.

The strategy of translating a nonstandard language into a standard one in both
translations renders the translation more familiar to the target reader. In Trompet,
Karmindan Konusanin Oykiisii and Inci Gibi Disler, the method adopted in terms of
the translation of nonstandard English is mainly standardization, which serves the
general strategy of domestication. In his essay “Translation and the Trials of the

Foreign” (1985), Antoine Berman criticizes bringing the translated text as close as
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possible to the target culture, in other words, domestication. Among the “deforming
tendencies” (as cited in Venuti, 2000, p. 288) identified by Berman, the target texs
provide instances of “the destruction of underlying networks of signification”, “the
destruction of linguistic patternings”, “the effacement of the superimposition of
languages” (the tendency to erase different language forms co-existing in the original
text) and “the destruction of vernacular networks or their exoticization”’ (the
tendency to erase elements of vernacular language).

In Brick Lane, the idiosyncratic linguistic patternings in Hasina’s voice have
been rendered very clearly. In the target text, however, the noncomformity to the
rules of English grammar is not reflected. For instance, the subject-verb
disagreement in the source text has been translated with standard Turkish in the
target text. “Zainab have gone” (S7, p. 168) becomes ‘“Zainab gitti” (77, p. 177).

Berman criticizes the traditional solution of exoticizing some terms by using
italics and “rendering a foreign vernacular with a local one” (as cited in Venuti,
2000, p. 294). For instance, the nonstandard English of Hasina in Brick Lane and the
Jamaican English of the country woman in Kiiciik Ada have been rendered with a
language reminiscient of local accents in the target language. Berman criticizes this
method, claiming that “an exoticization that turns the foreign from abroad into the
foreign at home winds up merely ridiculing the original” (p. 294). Therefore, we can
say that the translation methods adopted by the translators in the five translations
when dealing with the translation of character-specific language forms conform to
the above mentioned tendencies, which may lead to effacement of elements essential

for creating the mood of the novel.

” The translation of the source text title White Teeth as Inci Gibi Disler, in addition, could be said to
exemplify the weakening of “underlying networks of signification” in the target text as the
connotations of the original title are lessened in the translation.
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In the translation of incorporated genres, the translators oscillate between the
strategies of domestication and foreignization. Nonetheless, they seem to be more
willing to reflect the existence of incorporated genres in their translations than they
are to render the distinct speech of characters. They have tried to seek creative
solutions particularly with regards to this form of heteroglossia. The translator of
Brick Lane paid attention to both the form and the content while integrating the
various genres into the target text. For instance, the leaflets in the target text carry the
visual aspects of the source text by means of the devices of alignment and
italicization. The message could be said to be conveyed, not least through the
generous use of religious terms in the target text, thereby drawing the attention of the
reader to the ideological content of the source text. The matching of form and content
is also the case with the rendition of the poem and the letters. On the other hand,
when translating the letter, the translator resorted to inconsistent translational
techniques. While the translator chose to transliterate Islamic references that have
cultural equivalents in the target culture due to the predominance of Islam in Turkey,
she left other references to Bangladeshi culture untranslated. In Trompet, the
translator shifted between familiarisation and exoticization. While song lyrics were
kept foreign and their translations were given in footnotes, one of them was rendered
into the target language in the text by using the method of familiarizing. The same
method was adopted in the translation of a dream account.

In Karmindan Konuganin Oykiisii, the translator mainly adopted
domestication. The idiomatic expressions used to describe feelings in one of the
letters were replaced with more familiar expressions in the target text. The translator
evidently made a great effort to recreate the song in the target text, keeping the form

and the content intact. However, the nonstandard language of the song was rendered
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standard, minimizing the distinctiveness of the voice in the poem. In Inci Gibi Disler,
there are some minor omissions and additions in the translation of a book excerpt and
diary entry. I suggest they were made so as to add to the fluency of the target text. In
the translation of a press release, the translator chose to “anglicize” the unit of
measurement. As is the case in the other three translations, the translator of Kiiciik
Ada strove to keep the form and the content of the poem. When compared to the
translation of a Bible excerpt, the translator acted rather freely in the translation of a
lullaby and resorted to the strategy of domestication. I suggest the target reader will
feel quite at home while reading the lullaby in the target text. While the strategy of
foreignization helps preserve the specificity of the text, transliteration and
clarification may lead to the reduction of the source text’s own highly idiomatic and
culture-specific color.

The use of italics and glosses, which foregrounds the foreignness of the text,
can be discussed in the framework of Berman’s deforming tendencies. On the one
hand, as Berman implies in his reference to “the destruction of vernacular networks
or their exoticization,” the way the vernacular network is present in the source text is
not reflected in the target text. For example, adding italics isolates the vernacular
from the rest of the text and unnecessarily emphasizes it. On the other hand, resorting
to explicitation may undermine the linguistic identity of the work, which is
heteroglot in this case. Thus, it leads to “the destruction of linguistic patternings,” in
other words, the tendency to undermine the systematic nature of the text by resorting
to explanation, clarification etc. Through explicitation, some elements that were not
visible and overt in the original were brought to the fore.

Berman favors preserving the foreign in the target text over fluent,

domesticating translation. According to Berman, “the most properly ethical aim of
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the translating act is receiving the Foreign as Foreign” (as cited in Venuti, 2000, p.

285). He offers literal translation to serve his end:

Here ‘literal’ means: attached to the letter (of works). Labor on the letter in
translation is more originary than restitution of meaning. It is through this
labor that translation, on the one hand, restores the particular signifying
process of works (which is more than their meaning) and, on the other hand,
transforms the translating language. (p. 297)

Berman’s proposal reminds one of another translation scholar, Gayatri Chakravorty
Spivak. As was mentioned earlier, according to her, the translator needs to
“surrender” to the original text and surrendering to the text is possible by being
literal (as cited in Venuti, 2000, p. 406). A translation must not aim to look so
“natural” within the receiving language as if it is no longer a translation. Thus,
Spivak’s ideas converge with those of Berman and Venuti.

Lawrence Venuti, influenced by Berman, laments the tendency of translators
to translate “fluently” into English, creating an “illusion of transparency in which
linguistic and cultural differences are domesticated” (1995, p. 34). He discusses
translation strategies of “domestication” and “foreignization”, favoring the latter as a
resistance to the ideological dominance of the target culture. According to Venuti
(1995), the translator should aim to be visible by highlighting the foreignness of the
source text (pp. 305-306).

While the above-mentioned theorists are in favour of literal translation and
thus foreignization, Hatim & Mason criticize literal translation, arguing that, while
preserving the original, it would be unintelligible to the reader (1990, p. 37).

My descriptive analyses of five translations and my overview of
translatological discussions and analyses of heteroglossia show how challenging the
translation of heteroglot novels is for translators. As far as the interviews I conducted

with the translators are considered, all the translators were aware of the linguistic and
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cultural specificity of the source texts. Different language forms, cultural references
and particularly artistic genres posed challenges in translation. For instance, Fisun
Demir, the translator of Trompet, stated that she had striven to find different voices
for different characters (F. Demir, personal communication, May 22, 2009). Gokge
Kose, the translator of Brick Lane, found it hard to translate the nonstandard
language of Hasina’s letters (G. Kdse, personal communication, September 6, 2009).
For Mefkure Bayatli, the translator of White Teeth, it was slang and irony that
challenged her most in her translation (M. Bayatli, personal communication, May 23,
2009). As was mentioned before, these translators adopted different strategies. While
Aganoglu rendered the nonstandard dialect of English with a nonstandard dialect of
Turkish, Oya Dalgig, the translator of Karmindan Konusanin Oykiisii, commented
that she did not find it right to render a foreign dialect with a local dialect of Turkish
(O. Dalgig, personal communication, July 15, 2009) as something specific to the
Amazon area, for instance, does not have an equivalent in the target language. Since
the translators’ policies differ, it is not surprising that their strategies are different
too. However, something worth discussing is the fact that their translations display
inconsistency with regard to strategy. For instance, Emre Aganoglu adopted different
strategies to translate similar types of nonstandard language. While he rendered
Gilbert and Hortense’s Jamaican English into standard spoken Turkish, he rendered
Miss Jewel’s Jamaican English with a language that displays features of local
dialects of Turkish. It should also be noted that Miss Jewel’s dialectal voice is not
reproduced consistently in the translation. There are a few instances where she
switches to standard Turkish. In another case, he preserved the foreignness of an

Indian’s poor English by distorting the syntax of the target language.
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These findings have shown that the translators of the five heteroglot novels
studied in this thesis seem not to have made their choices in a consistent way. The
reason might be that the translators initiated the practice of translation without
making a general choice, which is termed the “initial norm” by Toury (1995, p. 56).
That means “a translator may subject him-/herself either to the original text [...] or to
the norms active in the target culture” (p. 56). In the cases I studied, the practice of
translation seems to have been distant from Toury’s theory. Rather, the decisions
seem to be have been taken on an individual basis. This finding, however, can also
be connected with the impact of post-colonial literature. Since postcolonial texts
involve hybridity and intertextuality, they necessitate hybrid translation, “with some
degree of foreignizing and domesticating strategies” (Bandia, 2007, p. 216).

To place our findings in the context of the reception of the source and target
texts, it is possible to infer that these texts and their translations will make the target
reader aware of the diversity of voices, and thus languages, of the novels. The
diversity of voices is more discernible in the translations of Brick Lane and Kiiciik
Ada since there is greater effort observed in the translation of nonstandard English. It
is worth discussing the possible ideological and political consequences of the use of
accents in the translation of Hasina and Miss Jewel’s speeches. The translators Kose
and Aganoglu seem to regard the use of accents to be typical of illiterate country
people, that is, something rather lowly. Such an implicit prejudice might have an
effect on the target readers’ perception of the intellectual capacity and social
background of people with an accent. In reality, though, the way a group of people
speak their native language is determined by where they live and what social groups
they belong to. Therefore, the reader will possibly compare Hasina and Miss Jewel to

rural people of Anatolia. The use of a mixture of accents in each character’s speech
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might also tell us something about the translators’ background. I suggest the
translators’ way of speaking is likely to be closer to standard Turkish since both
translators are born in the Marmara region, Kose in Bursa and Aganoglu in Istanbul,
and spent most of their life in Istanbul. They have probably picked up other accents
here and there by listening. Therefore, their translations do not represent a certain
accent of Turkish but rather include a few isolated words from different local
variants. All the same, thanks to the translators’ efforts, the different voices are made
discernible in the target texts.

When the translators’ level of experience is considered, it should be noted
that the more experienced the translator is, the more conservative he/she is in their
choices. This is especially valid for the translation of nonstandard dialects of English.
The diversity of voices is more discernible in the translations of Brick Lane and
Kiiciik Ada.

If a text is laden with translator’s footnotes and italics, the reading experience
might feel strange for the target reader. However, it is likely that these devices will
not be distracting for avid readers of postcolonial literature. Furthermore, these
translations tend to destabilize the expectation of fluent translations. Finally, these
translations tend to contribute to the achievement of cultural identity through
heteroglossia and let the “Other’s voice” be heard.

However challenging it is to translate heteroglot items in a novel, it is not
quite impossible. The heteroglot style of the novels can still be felt, though not to the
same degree, in the translations. To illustrate my point, let me include the following
excerpt from Kiiciik Ada:

“Bayan Jewel,” dedim, “Ingilizceyi Ingiltere krali nasil konusuyorsa

oOyle konugmaniz lazim. Boyle koylii agziyla degil.”
“Ogretecen mi bana, Bayan Hortense.”
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Ona William Wordsworth’un yazdigi, okulda ezberden okudugum
sliri Ogrettim.

Vadilerle tepelerin iizerinde

Bir bulut gibi yapayalniz gezdim

Derken altin rengi nergislere

Takiliverdi gozlerim.
[...] Ama sonra giinliik islerine devam ederken siiri kendi bildigi sekilde
okumaya basladi. “Buludun altindan ge¢diydim de sonra depenin iizerinden
stiziildiim. [...]” [sic] (Levy, 2006, pp. 44-45)

‘Miss Jewel,” I told her, ‘you should learn to speak properly as the
King of England does. Not in this country way.’

‘Teach me nuh, Miss Hortense?’

I taught her the poem by Mr William Wordsworth that I had learned to
recite at school.

I wander’d lonely as a cloud

That floats on high o’er vales and hills,

When all at once I saw a crowd,

A host of golden daffodils.
[...] But soon she was rehearsing her own version as she went about her day.
‘Ah walk under a cloud and den me float over de ill. [...]" [sic] (Levy, 2004,
pp. 43-44)

I believe, though, that further studies should be undertaken to see whether the
findings related to the translation of works by these Black British women writers
produced at this point in time can be generalized to other genres/writers/periods etc.
Other studies might focus in more detail on the policies and practices of individual
publishers with regards to the translation of heteroglossia, or on the specific practices

of translators as individual agents.
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INTERVIEW WITH MEFKURE BAYATLI®
MAY 23, 2009

F.1.: What other translations had you done prior to translating WhiteTeeth?
M.B.: I translated a few books about feminism for the publishing house Pencere. As for the
novel, I translated A Thousand Acres and Duplicate Keys by Jane Smiley, The Twins by Tessa
De Loo, Tulip Fever by Deborah Moggach, In Search of Fatima by Ghada Karmi.
F.I.: How did you get involved in this translation project? Was it you who proposed to
translate this novel or the publishing house?
M.B.: It was the publishing house who proposed to translate this novel and it is usually the
case. Publishing houses offer me a book and they ask me to take a look at it. When they offer
a book that is not originally written in English, I do not translate it. I can translate from
French, English and German.
F.I.: What preparation did you have prior to the translation act?
M.B.: I read the book a couple of times and took notes.
F.I.: Did you inquire into the author?
M.B.: No, I did not have the chance to do it because the author was new and White Teeth was
her first book.
F.I.: Did the editor give any directions as to what you should or should not do?
M.B.: No, not at all. They had seen my previous translations before.
F.I: How long did it take you to translate it?
M.B.: Three months including readings of the novel and revision. I have no problems with

timing because I work hard. When they ask me about when I can finish the translation

$This interview was originally conducted in Turkish and translated by me.
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project, I give a deadline sparing some time for unexpected things. However, I have never had
any problems with time.

F.I: Did you contact the author during the translation process?

M.B.: No.

F.I.: When translating this novel, did you find inspiration/a model in any other particular
translation or indigenous work?

M.B.:I have never thought that way. I started reading English books at the age of eleven. |
used to read a lot. Actually, what guides me is the writer’s own style. I do not compare it to
anything else. I never translate any single word unless I understand it correctly. I search for
the meaning. I call the consulates if necessary. There was a word, something related to
clothing. I called the Consulate General of Bangladesh. They could not help me. Then I
thought I had to call the Consulate General of Jamaica. However, I was not able to contact
them. Finally, I did not leave it foreign and I translated it as a piece of clothing.

F.1.: Could you tell me about the translation process? Were there any challenging items? If
yes, what translation strategy or strategies did you follow?

M.B.: There was frequent use of slang in the novel. I sometimes found it hard to translate. As
for the Jamaican English, it was easy to understand. I translated it into standard English. It is
my policy to remain faithful to the author’s style. Sometimes they criticize my translation and
tell me “if you had translated the other way, it would have been nicer.” However, the author
did not mean to sound nicer, or else he/she would have put it into nicer words.

F.1.: Did the editor interfere in your translation? Were there any alterations, omissions or
additions made by the editor?

M.B.: Actually, I censored some swear words because it was a publishing policy in the past
and I was used to it. However, the editor asked me to keep them fully in the translation. He

told me that using swear words was a part of style.
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F.I.: Were any of the translation tasks comparable in some way to the translation of this
novel?
M.B.: It was enjoyable but hard. Since the author had a fine sense of humour, I tried hard to
reflect that witty language. It was a vital part of the book because it was sense of humor that
made possible the critism of Britain’s relationships with other cultures. I pondered a lot when
translating this humor into Turkish.

INTERVIEW WITH OYA DALGIC’

JULY 15, 2009

F.I.: How did you get involved in this translation project? Was it you who proposed to
translate The Ventriloquist’s Tale or the publishing house?
O.D.: The publishing house gave me the book and told me to take a look at it. I liked it and
decided to translate it.
F.1.: What preparation did you have prior to the translation act?
0O.D.: I read the book and started to translate it. The first sentence is of essence to me. I read
the first sentence and I was into the book. If we compare the book to an orchestra, the
symphony had started for me with the very first sentence. I already knew about the writer.
F.I.: Did the editor give any directions as to what you should or should not do?
O.D.: No. To be honest, they do not interfere with me.
F.I.: How long did it take you to translate it?
O.D.: One or one and a half months. I translated fifteen to twenty pages a day.
F.I.: Did you contact the author during the translation process?
0O.D.: No.
F.I.: When translating this novel, did you find inspiration/a model in any other particular

translation or indigenous work?

® This interview was originally conducted in Turkish and translated by me.
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O.D.: Each novel is unique. Of course, there are some translations which influenced me such
as Tomris Uyar and Tahsin Yiicel’s translations. I was particularly influenced by Tahsin
Yiicel’s translations.
F.I.: Could you tell me about the translation process? Were there any challenging items? If
yes, what translation strategy or strategies did you follow?
O.D.: There were some instances of local dialect and plant names. I translated the dialect into
standard language. I do not find it right to translate a foreign dialect into a local dialect. There
were local words such as plant and tree names. As they do not have equivalents in Turkish, I
left them foreign. I could not invent new names. For instance, there are plants which only
grow in the Amazon forest. I do not find it right to translate them into Turkish.
F.1.: Did the editor interfere in your translation? Were there any alterations, omissions or
additions made by the editor?
O.D.: No, I do not allow them to change a single word. If they do that, I never wok with them.
F.I.: Were any of the translation tasks comparable in some way to the translation of this
novel?
0O.D.: No, I believe every translation activity is unique.

INTERVIEW WITH FISUN DEMIR"’

MAY 22, 2009

F.I.: What other translations had you done prior to translating Trumpet?
F.D.: Trumpet was the first novel I translated. Translation was something I really wanted to
do. Since I did not get education on translation, it was far more important.
F.I.: How did you get involved in this translation project? Was it you who proposed to

translate this novel or the publishing house?

!0 This interview was originally conducted in Turkish and translated by me.
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F.D.: The publishing house, which I'm still working for. I had other translations published by
Dost (publishing house). They gave me a chapter from another book and asked me to translate
it. One of my friends was interested in the job, too.

F.I.: What preparation did you have prior to the translation act?

F.D.: I read the book and tried to enter the world of the writer, which I suggest is the first step
prior to translation.

F.I.: Did the editor give any directions as to what you should or should not do?

F.D.: No, not actually.

F.I.: How long did it take you to translate it?

F.D.:Six or seven months including the translation process and revision.

F.I.: Did you contact the author during the translation process?

F.D.: No.

F.I.: When translating this novel, did you find inspiration/a model in any other particular
translation or indigenous work?

F.D.: I do not think there is a single example. I have always read books and enjoyed reading.
It is a never ending process.

F.1.: Could you tell me about the translation process? Were there any challenging items? If
yes, what translation strategy or strategies did you follow?

F.D.: It is hard to transfer one language into another. As for Trompet, I tried to retain the
poetic tone and find voices for different characters. When the theme and relationships in the
novel are considered, I can tell you that it is incomparable in Turkish and Turkey.

F.1.: Did the editor interfere in your translation? Were there any alterations, omissions or
additions made by the editor?

F.D.: I do not remember any intervention of the editor. Their policy was to agree with the

translator’s choices in literary translation but I think it is a good idea that someone else check
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the text because after a while you start memorizing every word and it becomes hard to detect
mistakes.
F.I.: Were any of the translation tasks comparable in some way to the translation of this
novel?
F.D.: No. As I mentioned before, Trompet was my first translation and I am proud of that.
Surely there are some mistakes and those parts that I would have translated differently.
However, it is possible to say that translation is a never-ending process. It is never complete.
A new meaning is attached to the text in each reading experience.

INTERVIEW WITH GOKCE KOSE'"'

SEPTEMBER 6, 2009

F.I.: What other translations had you done prior to translating Brick Lane?
G.K.: I had translated Call of the Wild and Martin Eden by Jack London and Frankenstein by
Mary Shelley before the translation of Brick Lane. The publishing house I worked for wanted
to publish those classics with their logo.
F.I.: How did you get involved in this translation project? Was it you who proposed to
translate this novel or the publishing house?
G.K.: It was my editor. In big publishing houses translators usually cannot propose what to
translate. To be frank, you should be a renowned and experienced translator in this sector to
make a proposal.
F.I.: What preparation did you have prior to the translation act?
G.K.: I did some internet searching. I collected data on Monica Ali. I studied the articles and
reviews on the book.
F.I.: Did the editor give any directions as to what you should or should not do?

G.K.: No.

" This interview was originally conducted in Turkish and translated by me.
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F.I.: How long did it take you to translate it?

G.K.: As far as I remember, it took me three and a half months.

F.1.: Did you contact the author during the translation process?

G.K.: Unfortunately no but I wish I had done that.

F.I.: When translating this novel, did you find inspiration/a model in any other particular
translation or indigenous work?

G.K.: Mina Urgan’s translations set a good example for me. Especially I studied the novel
entitled G, which she translated with John Berger. I translated every line of it and compared
my translation to Mina Urgan’s.

F.I.: Could you tell me about the translation process? Were there any challenging items? If
yes, what translation strategy or strategies did you follow?

G.K.: As a graduate of American Literature, I was familiar with American writers. It was the
first time that I had the chance to analyze the work of a British writer. Indeed, she was living
in England and familiar with British culture. Therefore, she was so different from the
American writers I know of. On the other hand, I found her novels close to our culture as she
was originally Eastern. However, I found it hard to translate the letters written by the main
character’s sister since she used very simple English. Therefore, I tried to translate it as if it
belongs to an uneducated and semi-illiterate woman to give the same effect.

F.1.: Did the editor interfere in your translation? Were there any alterations, omissions or
additions made by the editor?

G.K.: There was no interference by the editor. However, the proofreader made some
alterations in some sentences.

F.I.: Were any of the translation tasks comparable in some way to the translation of this

novel?
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G.K.: It was similar to other translation tasks since it was challenging and had a flowing
language. It was different in that the writer was from Bangladesh and reflected that culture in
her book. I got used to it since there were common things between the source and target

cultures. Therefore, it was fortunate of me that the novel was about Muslims.
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Winner of the Guardian First Book Award and
the James Tait Black Memonrial Prize for Fiction
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